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Introduction 
 

Hogwarts, Winterfell, Downton Abbey, the First Jedi Temple – the images that immediately 

spring to mind when one thinks of some of the most iconic film and television settings in 

recent years are not images of fictional or imaginary places, but rather of the real-life heritage 

sites that portray them on screen. Historic locations, like actors playing a role, frequently 

bring places to life that would otherwise only exist as ideas on a piece of paper or in a fan’s 

imagination. In doing so, they transform these settings into tangible places that audiences 

around the world can share and embrace collectively.   

 

Taking part in filming can offer considerable benefits to the historic properties involved, 

including increased visitor numbers, public awareness, and funding that can facilitate the on-

going care and conservation of the featured properties. However, film shoots are also 

intrusive events that introduce serious threats to the historic built fabric of these properties. 

This dissertation will investigate how the conservation integrity of heritage sites and 

properties is maintained when film shoots take place in such materially vulnerable locations. 

Its primary focus will be production activity in the United Kingdom and Ireland, where a 

high concentration of film shoots occur in a wide range of heritage sites.  

 

Given the continued and potentially increasing amount of filming taking place in historic 

properties worldwide, it is surprising that there have been so few published works that 

address the physical effects of this kind of activity from an architectural conservation 

perspective. Dr. Nancy Sheridan’s 2013 PhD research exposed the monetary benefits of 

filming for historic properties, as well as the need for resources to support the owners of 

private historic properties who wish to become involved in filming.1 Meanwhile, textbooks 

on practical preventive conservation, such as The National Trust Manual of Housekeeping2 

and Jane Merritt and Julie Reilly’s Preventive Conservation for Historic House Museums, 

tackle common material threats and solutions to the historic built fabric but only touch lightly  

 

																																																								
1 Nancy Sheridan (Architectural Historian & Film Advisor, Heritage4Media), interview by author, April 5, 
2016, Appendix D. 
2 National Trust, The National Trust Manual of Housekeeping: Care and Conservation of Collections in 
Historic Houses. Rev. ed. (Swindon: National Trust, 2011). 
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upon the unique challenges that filming presents as part of their general guidance for events 

management.3  

 

Instead, the majority of knowledge and expertise on the management of filming in historic 

locations resides with the specialists and professionals in the heritage field and film industry 

who engage in this type of activity as part of their day-to-day work. The National Trust – a 

charitable organization that, at the time of this writing, cares for over 350 historically or 

environmentally significant sites across England, Northern Ireland, and Wales4 – established 

its first Filming Office in 20035 and has since become a recognized authority on the subject 

of filming in delicate heritage sites. Many of the other heritage bodies consulted for this study 

– including English Heritage, the National Trust for Scotland (NTS), and Historic 

Environment Scotland (HES) – established their own filming departments or formal 

																																																								
3 Jane Merritt and Julie A. Reilly, Preventive Conservation for Historic House Museums (Lanham, MD: 
AltaMira Press, 2010). 
4 “About the National Trust,” National Trust, accessed July 24, 2016, 
https://www.nationaltrust.org.uk/features/about-the-national-trust.  
5 Harvey Edgington (Head of Filming and Locations, National Trust) and Victoria Marsland (Conservator and 
Filming Specialist, National Trust), interview by author, June 27, 2016, Appendix D. 

Figure 1: Filming in action at Alnwick Castle. (Courtesy of Carnival Film & Television – Photographer – Nick Briggs) 
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procedures for managing filming on their properties in the last ten years.6 Heritage4Media 

was founded in 2013 as a resource for private properties as a result of Dr. Sheridan’s 

research.7 As such, most of the practical knowledge about filming in delicate heritage sites 

remains unpublished, locked away in the minds of those who engage in this type of work or 

written down in private reports and documents that are intended for internal use.8 

 

Amy Reynolds Masterman’s 1995 master's thesis, On-Location in North Carolina: The Use 

of Cultural Resources in Filmmaking, is a rare exception that addresses the research question 

I have presented with a specific focus on filming activity in North Carolina.9 Her thesis 

formed the basis of an informational booklet published by the National Trust for Historic 

Preservation in 1995.10 Given the more than two decades since the publication of these works 

and their United States-centric focus, an updated study from an international perspective, 

which incorporates recent developments and technological advances, is necessary.  

 

This dissertation, therefore, aims to begin filling the gap in published academic work about 

the intensely physical relationship between film productions and the historic sites and 

properties they utilize. Unlike more theoretical studies about filming, history, and location, 

this study will stick to the literal surface of the question to investigate how the built fabric can 

be protected and cared for when it becomes part of the unique filmmaking experience. The 

ultimate goal of this approach will be to provide an introductory practical guide for property 

owners, heritage organizations, film crews, production companies, and other interested 

parties to effectively identify and manage potential risks.  

 

As a subject about which there has been little published work, this study has been carried out 

primarily through interviews with professionals in the heritage community or film industry 

who have been closely involved with filming in historic properties, as well as access to 

unpublished documentation, reports, and photographs graciously supplied by these interview 

																																																								
6 Filming departments were established at the National Trust for Scotland in 2012 and English Heritage in 2015. 
Filming is part of the Events department at Historic Environment Scotland. The first major film production at an 
HES property took place in 2009. 
7 Sheridan, interview. 
8 Various interviews with the author transcribed in Appendix D. 
9 Amy R. Masterman, “On-Location in North Carolina: The Use of Cultural Resources in Filmmaking” (MA 
thesis, University of Georgia, 1995). 
10 Amy R. Masterman, “History for Hire: Using Cultural Resources as Film Locations” (Washington, DC: 
National Trust for Historic Preservation, 1995). 
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subjects. Secondary sources have been referenced in order to provide necessary background 

context.  

 

This study is organized into four chapters. Chapter One explores why location filming has 

become a common practice in the film industry by summarizing its history and presenting an 

overview of the benefits that it offers both to production companies and to the featured 

properties. Chapter Two provides a practical guide to the types, causes, and effects of threats 

that filming introduces to the historic built fabric and describes potential methods to prevent 

or mitigate these threats. Chapter Three explores how the protection of a heritage site may be 

managed within the context and structure of the established filming process. Chapter Four 

presents real-life examples of recent filming activity in historic properties through an 

examination of two selected case studies: the use of the Irish World Heritage Site, Skellig 

Michael, in Star Wars: The Force Awakens and the forthcoming Star Wars: Episode VIII and 

Scotland’s Doune Castle in the pilot episode of Game of Thrones. Two additional case 

studies from Downton Abbey, a glossary of relevant film terminology, sample documents, 

and interview transcripts have been provided in the Appendices. 
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CHAPTER 1: 

Why Location Filming? 

 

“Hollywood makes pictures for the whole world and therefore should consider the whole 

world as a shooting location.”11 

Darryl Zanuck 

 

Part I: A Brief History of Location Filming 
 

A “location,” according to the Oxford Dictionary of Film Studies, can be “any place other 

than a studio where a film is partly or wholly shot.”12 As this chapter will illustrate, the 

history of location filming has often been a story about the film industry’s need to respond to 

economic trends and the fluctuating demand for realism on screen in order to maintain 

relevance.  

 

Filming “on location” has been a part of the film industry since the invention of the “motion 

picture” in the late 19th century. The earliest films were shot outdoors in real locations and 

frequently documented everyday life – workers leaving a factory, a train rushing straight 

toward the screen – as a means of aweing audiences with the new technology’s ability to 

accurately reproduce reality. French brothers Auguste and Louis Lumière pioneered this 

“documentary” approach. In contrast, Georges Méliès, another Frenchman and a former stage 

magician, used film as a tool to create fantasies and illusions, an idea most memorably 

displayed in his masterpiece A Trip to the Moon (1902). The contrast between his films and 

the works of the Lumière brothers marks an early example of the constant push and pull 

																																																								
11 Sheldon Hall and Steve Neale, Epics, Spectacles, and Blockbusters: A Hollywood History. Contemporary 
Approaches to Film and Television Series (Detroit: Wayne State University Press, 2010), 135. 
12 Annette Kuhn and Guy Westwell, A Dictionary of Film Studies, Oxford Paperback Reference (Oxford: 
Oxford University Press, 2012), 249. 
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between realism and expressionism that has characterized filmmaking throughout its 

history.13  

 

Despite its prominent place in the foundation of filmmaking, location shooting became less 

frequent with the rise of the Hollywood studio system and the introduction of sound in the 

1920s and 1930s.14 Initially, the film industry was decentralized, with many of the early film 

companies based in France or the East Coast of the United States. However, because most of 

the earliest films were shot outdoors or in sunlit glass studios where the filmmaker could take 

advantage of natural lighting, productions were vulnerable to changes in the weather. Around 

1910, filmmaker D.W. Griffith and several film companies based in New York and New 

Jersey, such as the Selig Company and the New York Motion Picture Company, began to 

send teams to Los Angeles, California to take advantage of the ample sunshine and dry 

weather during the winter months.15 By 1914, much of the film community had moved to Los 

Angeles, transforming it into the global hub of the film industry.16 

 

The centralization of the film industry in Los Angeles ushered in the rise of the studio system 

in the 1920s and the beginning of a period known as the “Golden Age of Hollywood.” During 

this era, the most powerful film companies, known as “the Majors,” became vertically 

integrated entities that controlled all aspects of the industry, including production, 

distribution, and exhibition. Motion pictures were primarily filmed on purpose-built sets in 

studios and soundstages that were erected in the film companies’ Los Angeles backlots 

(Figure 2). On these studio sets, the companies had full control over the cast, crew, and 

creative team, as well as the look and feel of the final product.17  

 

The introduction of sound into films in 1927 also had a profound impact on the way in which 

movies were shot. The cumbersome, sensitive microphones used to record sound 

injudiciously picked up background noise, making the recording of dialogue difficult, if not  

 

																																																								
13 James Monaco, How to Read a Film: The Art, Technology, Language, History, and Theory of Film and 
Media, Revised ed. (New York: Oxford University Press, 1981), 236-8.	
14 Diane Borden, “Travelogue as Traumalogue – Space, Place, and Memory in Vertigo,” in The San Francisco 
of Alfred Hitchcock’s Vertigo: Place, Pilgrimmage, and Commemoration, ed. Douglas A. Cunningham 
(Lanham, MD: The Scarecrow Press, Inc. 2012), 155. 
15 Kristin Thompson and David Bordwell. Film History: An Introduction. Second ed. (London: McGraw-Hill, 
2003), 42. 
16 Monaco, 206. 
17 Ibid., 208-11. 
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impossible.18 The logistical challenges of recording sound outdoors made it increasingly 

attractive to film in purpose-built, soundproof sets in which the actors could perform close to 

the microphone. At the same time, the Majors had realized the power of marketing films 

around popular performers, making the faces of the “stars,” rather than locations or settings, 

the focus of films.19  

 

Filming on sets in Los Angeles studios remained the dominant industry practice until World 

War II. The war had myriad effects on the film industry that spurred a gradual shift toward an 

increase in location filmmaking. First, exposure to wartime documentaries raised audience 

interest in film realism. At the same time, restrictions on set-building and economic 

tightening during the war also led many studios to sell off their backlots and engage in 

location filming as a way to cut costs. Meanwhile, technological advances – such as the 

																																																								
18 Thompson and Bordwell, 195-7. 
19 Borden, 155. 

Figure 2: A 1923 Hollywood film set for In the Palace of the King. (Courtesy of Library of Congress) 
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development of more portable cameras, faster film stock, and smaller lighting units – made 

filming on location easier.20  

 

More than any other factor, however, increased location shooting in the post-war period was 

spurred by the American film companies’ drive to take advantage of the uncertain global 

economic climate. To combat financial instability and control the outflow of U.S. dollars, 

many Western European countries froze the box office earnings of American film companies 

after the war. In order to access these frozen funds, the film companies negotiated with 

European governments to enact measures in the late 1940s that would create a more 

favourable market environment. These measures included the elimination of import taxes, 

lower import quotas, and most importantly, the creation of tax incentives21 such as the British 

Film Production Fund,”22 which allowed American companies to apply their frozen earnings 

																																																								
20 Daniel Steinhart, “All the World’s a Studio: The Internationalization of Hollywood Production and Location 
Shooting in the Postwar Era” (PhD diss., University of California, Los Angeles, 2013), 261-2. 
21 Steinhart, 2-10. 
22 Ibid., 32. 

Figure 3: A scene from the 1953 film Roman Holiday, filmed on the Spanish Steps in Rome. (Courtesy of Wikimedia 
Commons) 
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toward filming in the host country. Such tax incentives and the cheaper cost of labour and 

materials abroad created a highly attractive environment for foreign filming in which 

American film companies could realize increasingly higher production values while also 

saving money.23  

 

In the 1950s, as frozen funds began to dwindle, this source of funding was replaced by the 

creation of foreign subsidiaries and co-production deals that enabled film companies to 

access money from local subsidies and bypass domestic filming quotas, thereby facilitating 

continued foreign location shooting.24 Subsidiaries, co-productions, tax incentives, and the 

continuing globalization of the film industry remain the foundations of foreign film 

production today.  

 

In the ensuing decades, location filming was also used as a means of combatting the rise of 

commercial television and the resulting drop in movie audiences. Filming in exotic, foreign 

locations allowed films to indulge audiences’ growing interest in international travel25 and 

also helped film companies create products that would appeal to new, lucrative audiences 

worldwide.26 Meanwhile, new widescreen technologies highlighted the spectacle of these 

grand locations with their near-panoramic eyewitness vistas.27  Location filming also 

appealed to the growing demand for realism in film embodied by the rise of the Neo-Realism 

and New Wave movements in Italy and France in the 1960s and 1970s.28  

 

Throughout the history of film, the prevalence of location filming has fluctuated along with 

economic cycles and audience taste, but it never ceased entirely. With the advent of the 

“Golden Age of Television” in the second decade of the millennium, location filming has 

shown no sign of decline and could, in fact, be increasing. Although tracking the number of 

productions filmed on location is outside the scope of this study, there have been indications 

that the number of location shoots has grown in the last decade with the proliferation and 

success of high-budget, original content providers and online streaming platforms such as 

Netflix, Amazon, HBO, and Showtime. Time reported that in 2014 there were 350 scripted 

																																																								
23 Steinhart, 255. 
24 Ibid., 34-6. 
25 Ibid., 248. 
26 Ibid., 55. 
27 Borden, 155. 
28 Idem. 
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series on broadcast, cable and streaming platforms.29 According to a report prepared for 

Creative Scotland, “much of the talent and resources that previously made [major] films is 

moving into high-end TV production.”30 Harvey Edgington, Head of Filming and Locations 

for the National Trust, and Victoria Marsland, Conservator and Filming Specialist for the 

National Trust, agreed that the number of enquiries for filming at Trust properties has risen in 

recent years because of increased demand from high-end television platforms.31 In Scotland, 

where the lack of a studio has traditionally limited location filming, Anna Rathband, Filming 

Manager for the National Trust for Scotland, also noted that the number of filming enquiries 

has grown every year since the NTS first hired a filming manager in 2012.32  The creation of 

dedicated filming departments at many heritage organizations in the U.K. in the last fifteen 

years is, itself, an indication of growing interest in filming at historic locations.  

 

Today, the decision to shoot in locations outside of California, known in the industry as 

“runaway productions,” appears to be largely driven by the allure of tax incentives. In 2013, 

only 24 per cent of the top 25 live-action and animated movies in the world had been made 

primarily in California, down from 68 per cent fifteen years earlier. Within the U.S., 

Louisiana has become known as “Hollywood South,” as tax incentives have enabled the state 

to overtake California as the leading filming location in the country.33 In the United 

Kingdom, the Film Tax Relief (FTR) enacted in 2007 has also succeeded in attracting large 

numbers of productions. A study prepared for the British Film Institute (BFI) in 2015 

reported that between the start of the FTR and March 2014, tax breaks for filming in the UK 

supported £5.6 billion in production expenditure, or £775 million per year.34 

																																																								
29 James Poniewozik, “The Paradox of Television’s New Golden Age: You Don’t Have Time to Watch It,” 
Time 185, no. 23 (2015), accessed July 8, 2016, http://time.com/3917707/the-paradox-of-televisions-new-
golden-age-you-dont-have-time-to-watch-it/. 
30 BOP Consulting, “Review of the Film Sector in Scotland,” report for Creative Scotland, January 2014, 
accessed August 16, 2016, 
http://www.creativescotland.com/__data/assets/pdf_file/0018/25245/Review_of_the_Film_Sector_in_Scotland_
-_Jan_2014.pdf, 9. 
31 Edgington and Marsland, interview. 
32 Anna Rathband (Filming Manager, National Trust for Scotland), interview by author, March 9, 2016. 
Appendix D. 
33 FilmL.A. Research, “2013 Feature Film Production Report” (Los Angeles: FilmL.A. Inc., 2014), 2-5.  
34 Olsberg SPI and Nordicity, “Economic Contribution of the UK’s Film, High-End TV, Video Game, and 
Animation Programming Sectors,” report presented to the BFI, et. al, February 2015, accessed August 16, 2016, 
http://www.o-spi.co.uk/wp-content/uploads/2015/02/SPI-Economic-Contribution-Study-2015-02-24.pdf, 34. 
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Part II: The Benefits of Location Filming 

 

Location filming remains an attractive practice in the film industry thanks to the considerable 

benefits it can offer to the production companies and properties involved. Production 

companies benefit primarily from the large cost savings they are able to achieve by filming 

on location. Frequently, these savings come from tax incentives, which allow productions to 

recoup millions in production costs. As it is currently configured, the FTR offers qualifying 

films – British co-productions or films that pass a “Cultural Test” and have a budget of over 

£20 million – a rebate of up to 25% of U.K. production expenditures.35 Thanks to this 

program, Disney earned £167.6 million in tax breaks between 2007 and October 2015 from 

its filming activity in the U.K.36  

 

U.K.-based location managers Emma Pill and Mark “Sparky” Ellis agreed that the motivation 

behind location filming is primarily economic.37 “The main thing is it’s a cost issue,” Ellis 

said, “To try and replicate a historic location in a studio – with all the beautiful details, the 

wallpaper, the stonework, the windows, the fireplaces – it would take a craftsman weeks on 

end to build it at a huge cost of money, and you would never get the [right] scale.”38 Both 

also noted the artistic and aesthetic benefit of being able to film in 360 degrees, with shots 

that feature long views from interiors to exteriors and from one room into another.39 

 

Most pertinent to the scope of this study, filming can have a considerable positive impact on 

the locations in which it takes place, both through direct funding sources as well as its ability 

to attract and create new connections with visitors. Masterman estimates that one third of the 

total production budget is spent in the shooting location in the form of direct payments to the 

location and patronage of local businesses. Often, if filming in a town or residential area, 

productions will donate money to a local heritage organization and compensate the affected 

																																																								
35 BOP Consulting, 33.  
36 Christian Sylt, “Rags to Riches: Disney Earns £170m in Tax Breaks as UK Film Industry Grows,” The 
Guardian (London, England), October 2, 2014. 
37 Mark “Sparky” Ellis (location manager), interview by author, July 11, 2016, Appendix D. Emma Pill 
(location manager), interview by author, July 3, 2016. 
38 Ellis, interview. 
39 Idem. Pill, interview.  
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residents or businesses.40 These location fees are a key reason heritage properties choose to 

engage in filming and will be discussed further in Chapter Three. 

 

Occasionally, productions will undertake restoration work as part of their work at a historic 

site that the property does not have the funding or resources to undertake themselves. 

Rathband noted that when the Starz television series Outlander filmed at Preston Mill, the 

production company paid for NTS-approved contractors to replace water paddles, which 

otherwise would not have been replaced for another year or more. She called the increased 

exposure that filming has brought to NTS properties “Amazing,” noting that “It helps us to 

spread the message of conservation, [and] the reasons that we look after the places that we 

do. It’s a different way for people to access us and…[learn about] the historic significance of 

the property.”41 Rae Marshall, Events and Filming Manager for English Heritage, echoed 

those sentiments: 

 
In a way, it's helping another group of potential visitors to understand the validity 

and importance of what's just down the road that they walk past everyday and have 

no real interest in, and that then is another generation of people who feel that 

ownership and that respect and that connection and help protect and enhance the 

heritage of that building.42 

 

Film-induced tourism, as long as it does not harm the historic integrity of the property or site, 

is perhaps the most long-lasting and beneficial impact of filming activity. According to a 

2015 report for Creative England, 36.1% of international tourists and 11.6% of domestic 

tourists surveyed at filming locations across the U.K. were motivated primarily by screen 

productions.43 In 2013 alone, £840 million of the total spend by overseas tourists to the U.K. 

was attributed to film-induced tourism.44 Alnwick Castle, one of this dissertation’s case 

studies, reported a 230% increase in visitors and an estimated £9 million benefit or the local 

economy since 2011 due to productions shot there, including the first two Harry Potter  

 
																																																								
40 Masterman, “History for Hire,” 4-6. 
41 Rathband, interview. 
42 Rae Marshall (Events and Filming Administrator, English Heritage), interview by author, May 18, 2016, 
Appendix D. 
43 Olsberg SPI, “Quantifying Film and Television Tourism in England: Report for Creative England in 
association with VisitEngland,” March 4, 2015, accessed August 16, 2016, 
http://applications.creativeengland.co.uk/assets/public/resource/140.pdf, 27. 
44 Olsberg SPI and Nordicity, 1. 
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films.45 Meanwhile, Doune Castle, another case study for this research, experienced a 44% 

increase in summer visitors in the first year after Outlander filmed there.46  

 

The sources of funding that filming offers to historic properties – whether it is in the form of 

location fees, production crew expenditures, donations, or increased visitor numbers – can be 

used to benefit the properties in a wide variety of ways. Often, as some of the case studies in 

Chapter Four and the Appendix will demonstrate, these earnings will be applied toward 

necessary conservation, restoration, or repair work that otherwise might not be possible. In 

other cases, properties may use them to fund exhibitions or to pay staff that keep the site 

running.  
																																																								
45 Ibid., 2. This number does not include the impact of filming for Downton Abbey, which took place after this 
study was carried out. 
46 Holly Lennon, “Scots Tourism Feels ‘Outlander’ Effect of Hit TV Show,” The Scotsman, October 30, 2015, 
accessed July 15, 2016, http://www.scotsman.com/heritage/people-places/scots-tourism-feels-outlander-effect-
of-hit-tv-show-1-3933138. 

Figure 4: “Follow in the footsteps of Claire and Jamie.” An NTS 
location guide for Outlander.  

Figure 5: A tourism brochure for the 
Oxfordshire Cotswolds featuring Dowton 
Abbey.  
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There is no guarantee that film involvement will attract the level of benefits described above, 

and in fact, most of the cited examples can be viewed as exceptions rather than the norm. 

Every production will not have the massive long-term effect of an international phenomenon 

such as Harry Potter or Downton Abbey, so property managers must make careful 

considerations before deciding to welcome filming. Creative England’s 2015 report on film 

tourism includes a useful diagram of questions that properties should consider when 

assessing the potential of a production to attract tourism (Figure 6). These include whether 

the proposed production is associated with a movie franchise, television series, or literary 

work with an established high-level of success and large, built-in fan base and whether the 

property will be featured as a prominent location in the story.47 For instance, in the initial 

filming requests sent to HES for the use of Doune Castle in Outlander, the location manager 

proposed that the castle would be used as the “hero castle”48 for the one of the series’ main 

characters, Jamie Fraser, writing that “This is a new high end TV drama series for global 

release. Already huge fan base from books and has serious potential to dramatically boost 

visitor numbers as a result of our filming.”49 As the next chapter will illustrate, weighing the 

potential benefits of filming is essential in light of the significant, high-impact risks that 

filming activity can present to the built fabric of historic sites. 

 

 

 

																																																								
47 Olsberg SPI, 44-9. 
48 Hugh Gourlay, “Outlander – Historic Scotland – Doune Castle Request,” June 24, 2013, Outlander file, 
Historic Environment Scotland, Edinburgh, UK. 
49 Hugh Gourlay, “Filming at Historic Scotland Properties,” Outlander file, Historic Environment Scotland, 
Edinburgh, UK. 
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Figure	6:	A	“Predictive	Model”	for	assessing	screen	tourism	potential.	(Source:	Olsberg	SPI,	“Quantifying	
Film	and	Television	Tourism,”	45) 
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CHAPTER 2: 

The Causes, Types & Mitigation of Threats from Filming 

 
Hosting filming activity may seem like an attractive way for a historic property to earn much-

needed funding and exposure; however, these benefits cannot undo damage that may occur to 

the property’s irreplaceable historic fabric as a result.50 Film productions introduce a high 

degree of risk to a historic property and become more dangerous as they increase in scale. 

They can range from minimally intrusive, small student films or newscasts with less than ten 

crewmembers and a single camera to major motion picture dramas with hundreds of cast and 

crewmembers; unpredictable special effects; and truckloads of large, heavy lighting, sound, 

and camera equipment; set pieces; and props.  

 

Despite the inherent risks, filming need not be refused simply out of principle. Contrary to an 

oft-held belief, the goal of conservation is not to put historic properties and collections in a 

glass box. Rather, conservation aims for “the careful management of change. It is about 

revealing and sharing the significance of places and ensuring that their special qualities are 

protected, enhanced, understood and enjoyed by present and future generations.”51 Filming 

can be a valuable way for properties to achieve these goals. As this chapter will show, a 

historic property may enjoy the full benefits of filming, without negative impacts on its built 

fabric or collections, as long as it is carefully managed. 

 

The risks that filming presents to historic properties are innumerable and vary greatly, 

depending upon the unique demands of the site and production in question. It would, 

therefore, be impossible to produce an exhaustive study of every threat and means of 

mitigation. Instead, the discussion below seeks to collate the threats that are most applicable 

to filming and offer suggestions for their prevention, using a selection of relevant “agents of 

deterioration” from the National Trust’s Manual of Housekeeping as its starting point and 

including an additional section for new technologies.  

																																																								
50 Masterman, “History for Hire,” 8. 
51 National Trust, Manual of Housekeeping, 35. 
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1. FIRE 
 

Filming Causes and Effects 
 

All historic sites have procedures in place to prevent, detect, and eliminate the risk of fire 

during normal, everyday use; however, filming activity can often introduce a higher risk of 

fire for which these established procedures may not be adequate. The primary cause of fire 

risk during filming is “hot work,” that is, the introduction of heat-producing equipment or 

activities that can cause flammable materials to ignite. On a film set, hot work does not 

simply refer to fire threats related to building or construction activity,52 which in many cases 

will have already taken place off-site during set construction. Rather, hot work in a filming 

environment often comes from the use of naked flames, such as candles or open fires, to 

create a desired aesthetic effect or natural, period-appropriate source of lighting.   

 

The use of any equipment that releases large amounts of heat, such as high-intensity tungsten 

halogen lighting, or faulty electrical appliances in close proximity to flammable materials 

also increases the risk of fire. 

 

Mitigation 

 

As with all of the agents of deterioration to be discussed in this chapter, effective fire risk 

mitigation begins with thorough communication, risk assessment and planning, followed by 

site preparation and trained on-site supervision.  

 

When fire hazards have been identified in filming proposals, property staff should first: 

 

• Offer alternatives to the use of hot work or fire hazards on-site. 

• Evaluate the level of fire risk to determine whether permission can be granted and 

what mitigation measures will be necessary.53 

• Request a method statement and risk assessment for any proposed hot work that 

details where, how, what type, and by whom the work will be carried out.  

																																																								
52 Stewart Kidd and Sharon Haire, “Guide for Practitioners 7 - Fire Safety Management in Traditional 
Buildings” (Edinburgh: Historic Scotland, 2010), Part 2, 7. 
53 Ibid., Part 1, 61-5. 
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• If the proposal is approved, require a hot work permit on-site during filming. This 

permit must be filled out by a trained member of the film crew, who will be 

responsible for the hot work during filming. 

 

Planning should be followed by physical preparation of the area where a fire hazard is 

present: 

 

• Remove combustible materials or items from the area. 

• Cover nearby sensitive surfaces or fixtures with flame-retardant materials or 

treatments. 

• Ensure that the area is well-ventilated. 

• Stock the area with fire fighting equipment.54 

• PAT test electrical wiring and equipment.55 

• Uncap, inspect, and sweep historic fireplaces if they are to be used.56 

 

Once filming has begun, careful supervision will be of paramount importance, as fire 

detection systems will likely have been temporarily disabled to allow for the use of flames: 

 

• Use a “touch test” to monitor heat levels on surrounding materials.57 

• Require a fire marshal or trained crewmember and member of the property staff to be 

present during hot work. 

• Put out fires or candles in between takes.  

• Monitor the area for an hour after hot work has ceased to allow the equipment and 

surrounding materials to cool.58 

 

For example, in the 2007 film The Duchess (2007) the main character’s wedding, filmed at 

the National Trust property Osterley Park, takes place in a room filled with candles. The risk 

assessment supplied by the production company specified that no more than 100 single-wick,  

 
																																																								
54 Graham Clowes, “Hot Work Permit – Application and Risk Assessment,” 2011, internal document, National 
Trust, Swindon, UK, 3-4.  
55 Sally Johnson, “Guidelines for Filming & Photography at English Heritage Sites,” 2015, internal document, 
English Heritage, Swindon, UK, 14. 
56 Edgington and Marsland, interview. 
57 Sheridan, interview. 
58 Clowes, 3-4. 
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non-drip candles would be used, and that 

they would be mounted in secure holders 

at least 450 mm away from any 

combustible materials. To catch any wax 

drips, the floor under the candelabras 

were protected by Melinex clear 

polyester sheets, and stipulations were 

included for fire supervision, ventilation, 

and fire fighting equipment.59  

 

This combination of thorough planning, physical preparation of the site, and on-site 

monitoring by trained individuals creates an environment in which the risk of damage to a 

historic property due to fire is very low.60 

 

																																																								
59 T. Green, “The Duchess Movie Ltd – Risk Assessment,” October 29, 2007, internal collections, National 
Trust, Swindon, UK. 
60 Edgington and Marsland, interview. 

Figure 7: Still from The Duchess. (Courtesy of Snap Stills/REX/Shutterstock) 

Figure 8: Map of candelabra locations at Osterley Park from risk 
assessment for The Duchess. (Courtesy of National Trust) 
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2. PHYSICAL 
 
Filming Causes & Effects 

 

a. Movement of People & Equipment 

 
The movement of people and equipment is the most common threat to historic sites during 

filming. The high level of activity that filming introduces over a concentrated period of time 

increases the chance that mechanical damage – such as fabric loss, breaks, tears, and 

accelerated wear and tear – will occur.61 Correspondingly, the most dangerous moments of 

filming are not when the cameras are rolling, but rather the intense periods of activity before 

and after a scene has been shot when large quantities of people, equipment, and props must 

be quickly transported, set up, removed, and sometimes reassembled in another location. The 

locations that are most vulnerable to damage in these moments are pinch points: doorways, 

hallways, or other narrow spaces where there is a higher chance that equipment or people will 

hit, snag, or rub against a historic surface.  

 

Mitigation 

 

There are many ways in which the risk of damage from impacts or cumulative wear and tear 

may be reduced. Across all of the heritage organizations and properties examined for this 

study, fixing or attaching anything to historic fabric is universally prohibited and should be 

considered a general rule for filming in any heritage property. When a film company makes a 

proposal that could permanently alter a historic site, such as fixing, they will be required to 

obtain formal consent from the relevant local authority. This creates a challenge for film 

companies wishing to set up lighting rigs, cameras, and theatrical scenery but one that is not 

impossible to overcome.  

 

Begin by managing user interaction: 

 
• Reduce the number of people required on site to the lowest level possible. 

• Move fragile historic objects or items on loan to a safe location before filming starts. 

• Require equipment and props to be carried, rather than dragged. 

																																																								
61 Idem. 
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• Require anything over 2 metres in length to be carried by 2 or more people. 

• Do not allow people or objects to lean or rest on historic fabric. 

• Forbid fixing or attaching anything into the existing historic fabric. 

• Prohibit the use of strong adhesives, such as gaffer tape, which can pull off historic 

surfaces.62 

 
Install protective materials or barriers in vulnerable locations: 

 
• Doorframes, doorknobs, window sills, corners, edges of furniture, etc.: 

o Cover these features with a material that corresponds to the level of expected 

impact, such as Correx (fluted sheets of polypropylene plastic that come in a 

variety of thicknesses) or Plastazote (a high-density foam that can be cut and 

shaped to any desired shape).63 

o Install protective materials using cotton tape ties or “pressure fit” them so that 

no fixings are required and only their own weight, rigidity, and snug fit hold 

them in place.  

 

																																																								
62 Johnson, 10-31. 
63 National Trust, Manual of Housekeeping, 811. 

Figure 9-11: Plastazote foam protection installed on various historic features at Alnwick Castle. (Courtesy of 
Northumberland Estates) 
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• Floors:  

o Place tennis balls over the sharp feet of camera tripods. 

o Cover areas of heavy traffic with a layer of protective material, such as 

Correx. 

o For additional protection and to spread heavy loads, place a layer of plywood 

on top of softer layers of Correx or Plastazote. 

o Prohibit staking or fixing. Weight freestanding equipment down with 

sandbags or other heavy object instead. 

o Prohibit high heels. 

 

• For added impact protection, “box in” fragile features inside a plywood frame that is 

padded with foam where it comes into contact with historic fabric. 64 

 

																																																								
64 Ibid., 717-20. 

Figure 12: Protective materials installed using cotton tape 
ties. (Courtesy of Northumberland Estates) 

Figure 13: Floors protected with Correx.(Courtesy of 
English Heritage) 
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b. High Structural Loads 

 

The most serious damage that filming can cause is structural failure if heavy loads – such as 

camera equipment, lighting rigs, or heavy props – are placed on historic structures or surfaces 

that are not able to bear them. Staircases, balconies, floors, and outdoor grounds with 

underlying archaeological remains are particularly vulnerable to high point loads. 

 

Mitigation 

 

When there is a concern about the effect of high point loads on a historic structure or surface: 

 

• Consult a building surveyor or structural engineer to determine the amount of weight 

the structure can bear. 

• Ask for the weights of the equipment that the production team proposes to use in 

sensitive areas. 

• Use this information to assess whether a proposal can move forward or needs to be 

adjusted. 

• Place a rigid protective layer over vulnerable surfaces to spread loads and then dress 

them to have the desired physical appearance.65 

 

At Middle Temple – a historic area of London frequently used for exterior shooting because 

of its narrow cobblestoned streets and high concentration of historic buildings – the estate 

managers have prepared a map that illustrates the appropriate weight loads for various areas 

of the site (See Figures 14-15).  

 

Where the disturbance of archaeological remains beneath the surface is a concern – as at the 

Old Royal Naval College in Greenwich, where the remnants of a Tudor palace have been 

excavated and covered over – nothing may be staked unto the ground. Instead, all structures 

or rigs must be weighted down to the ground using sandbags or other heavy object.66 

 

																																																								
65 National Trust, Manual of Housekeeping, 59. 
66 Ian Allchin (Estate Operations Manager, Old Royal Naval College, Greenwich), interview by author, April 
26, 2016, Appendix D. 



The Heritage Film Set: The Protection & Care of Historic Filming Locations 
	

31	

	
Figure 14: Middle Temple Gardens, London. 

Figure 15: Loading guide for pavements and surfaces at Middle Temple. (Courtesy of The Honourable Society of the 
Middle Temple) 
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c. Redecoration 

 

A production will sometimes request to “redecorate” a historic location in order to create a 

desired aesthetic or to cover anachronistic features. These requests can include painting a 

historic surface; removing modern fixtures such as handrails, doors, or windows; or erecting 

theatrical scenery over historic features and dressing them with a desired finish. 

 

Mitigation 

 

The National Trust advises that “there should be a presumption against [redecoration]” due to 

the risk of irreversible damage it can cause to historic fabric; however, it may be permitted in 

some cases where the risks have been thoroughly assessed and the threat of damage is low.67 

Listed Building Consent is not required for changes that are temporary, but in these cases, it 

may be sensible to liaise with the relevant local authority to inform them of any changes, 

particularly if the film shoot is long. 

 

When redecoration is proposed: 

 

• First seek alternatives.  

• Establish the historic significance of the existing decoration to determine if original 

fabric will be affected. 

• Ask for method statements and details about the types of materials that will be used 

and how they will be applied. 

• Use materials that are compatible with the existing decorative scheme to prevent 

long-term harm to the historic fabric. 

• Require qualified, experienced contractors to carry out the work. 

• Record any alterations to inform future research on the property’s history and 

condition.68  

 

																																																								
67 David Adshead et al., “Guidance: Filming Requests for Redecoration,” 2013, internal document, National 
Trust, Swindon, UK, 2. 
68 Adshead et al., 2. 
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For example, when Outlander filmed in the village of Culross in Scotland in 2013 and 2014, 

the film company asked to repaint many of the buildings. Although the properties are listed 

historic buildings, the redecoration scheme was approved, because the buildings have been 

repainted numerous times as part of regular maintenance efforts, meaning that no significant 

historic fabric was at risk. Approved National Trust for Scotland contractors carried out the 

repainting work, and after filming ended, they returned the buildings to their original white 

colour (See Figures 16-17). NTS documented the colour change as a record for future studies 

on the village.69  

 

 

d. Special Effects 

 

Some special effects (SFX) can also act as physical agents of deterioration. Special effects 

that fall under this category include stunts, explosions, pyrotechnics, car chases, and the use 

of weaponry. These can be particularly concerning in a historic setting due to the large-scale 

and the corresponding risk of large-scale damage that can occur. 

 

Mitigation 

 

The mitigation of risk from special effects and stunts takes place primarily during the 

planning and preparation stages.  

 

 

 
																																																								
69 Rathband, interview. 

Figure 16: Culross village before redecoration for 
Outlander. (Courtesy of NTS) 

Figure 17: Buildings in Culross with new painting scheme 
during the filming of Outlander. (Courtesy of NTS) 
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Generally, when special effects are proposed, properties should: 

 
• Request a detailed method statement and risk assessment from the film company, 

which describes the proposed special effect, how and by whom it will be carried out, 

and the locations that will be used. 

• Observe tests or rehearsals in a safe location off-site before granting approval. 

• Ensure that only qualified, experienced personnel will perform the special effect. 

• Install protective coverings or materials at the filming location before the start of 

filming. 

 
For example, when Outlander filmed at Blackness Castle in Scotland, the film company 

wanted to film an explosion. After Historic Environment Scotland received method 

statements and risk assessments from the film company, an HES specialist attended a 

demonstration of the proposed effect to assess the level of risk involved. The explosion was 

designed so that it was primarily pyrotechnic and had no concussive power, meaning that a 

person could stand near it without any danger. After witnessing this demonstration, HES 

approved the use of this special effect.70 

 

																																																								
70 Fran Caine (Assistant Events Manager, Historic Environment Scotland) and Kirsty Owen (Cultural Resources 
Advisor, Historic Environment Scotland), interview by author, April 26, 2016, Appendix D. 

Figure 18: A special effects specialist on set.  ©National Trust Images/Megan Taylor 
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3. CHEMICAL 
 
Filming Causes & Effects 

 

Gases, liquids, or solids are considered chemical agents of deterioration when they react with 

a material and cause changes in its chemical composition. For example, acidic chemicals can 

corrode metals and weaken or embrittle organic materials, such as paper, while alkaline 

chemicals can damage lead-containing metals and proteinaceous organic materials, such as 

wool, parchment, or leather. The rate of chemical deterioration can be slow and remain 

invisible to the eye for long periods after the initial exposure, making chemicals particularly 

challenging to manage in a historic property. 

 

a. Food, Drink, & Other Common Sources 

 

On a film set, chemical agents of deterioration come in many seemingly innocuous forms. 

Perspiration from hands and many foods and beverages, such as wine and fruit, are acidic and 

can cause the materials they land on to chemically deteriorate. Some paints undergo a process 

called “off-gassing” when they dry, during which they release harmful pollutant gases.71 

Aerosols, such as hairsprays, that are sprayed into the air may also land on historic materials 

and cause damage. 

 

Mitigation 

 

The best defence against damage from chemicals is to prohibit their use in sensitive historic 

spaces entirely. Where this is not possible, protective procedures should be put in place: 

 

• Require paintwork and set fabrication to take place off-site so that paints have time to 

off-gas before they arrive at the filming location and will not splash or spill onto 

historic surfaces.72  

																																																								
71 National Trust, Manual of Housekeeping, 69-76. 
72 Ibid., 73. 
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• Designate a space for hair, makeup, craft services, and other film departments where 

potentially harmful chemical agents are often present, in which these can be used 

safely away from significant historic fabric.  

• Cover floors with protective, waterproof material in areas where food or drinks are 

present.73 

 

b. Special Effects:  

 
Special effects are a common source of chemical contaminants that is unique to filming. 

Artificial smoke, haze, blood, snow, and ash are all specially-made chemical products, which 

a film company may request to use in order to achieve a desired look or effect. Artificial 

smoke and haze, known in the industry as Atmos, are particularly common. They consist of 

water or oil-based aerosols or solid particulates that can cause irreversible damage to the 

historic surfaces that they land on. Aerosols can penetrate porous materials such as fabric or 

paper and cause internal structural damage. Oil particles, meanwhile, can soften varnishes or 

paints, creating a sticky surface that attracts dust and dirt and causes gradual discolouration.74 

Water-based Atmos uses polyglycols or glycerine as a solvent, which can be deposited on 

historic surfaces. Water is also heavy and cannot be atomized as small as oil particles, so 

more product is needed to achieve the same result, raising the possibility of that humidity will 

increase to harmful levels.  

 

Mitigation 

 

Because of the wide range of products available and their unknown long-term effects on 

historic materials, the use of chemical special effects is a subject of serious concern among 

heritage professionals and property managers about which more research is needed. The 

current consensus is that these products should be avoided if possible and only used 

cautiously on a case-by-case basis.  

 

Until 2010, the National Trust did not allow the use of artificial haze at any of its properties. 

This rule has since loosened slightly, thanks to tests of a variety of haze machines and 

																																																								
73 Johnson, 13. 
74 Kathy Lithgow, Nigel Blades and Victoria Marsland, “Guidance: Artificial Smoke and Other Special 
Effects,” 2013, internal document, National Trust, Swindon, UK. 
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substances that the Trust conducted that year as part of the negotiations for the filming of 

John Carter at Ham House. In certain circumstances, the Trust now permits the use of some 

types of haze machines, such as the Phantom Pea Soup Pro-Hazer, which use refined oil 

particles that are so tiny – 0.1 to 0.2 microns in size – that they gravitate in the air and can be 

easily ventilated from a space without landing on historic surfaces. As the Trust discovered at 

Ham House, these refined particles can travel to expected parts of a building, and therefore, 

the organization generally does not allow the use of haze inside its properties, unless they 

contain no significant decorated surfaces.75  

 

If a film company proposes special effects: 
 

• Request a method statement and Material Safety Data Sheet in order to assess the 

chemical properties of the proposed substance.  

• Conduct tests with a specialist.  

 

If the use of chemical special effects is approved, implement additional protective measures:  

 
• Cover sensitive immovable objects with protective materials. 

• Where chemical aerosols are in use, seal the room in order to prevent particles from 

travelling into other spaces.  

• Once filming has ended, ventilate the space as quickly as possible.76 

 

	

																																																								
75 Edgington and Marsland, interview. 
76 Lithgow, 3-4. National Trust, Manual of Housekeeping, 69-75.  

Figure 20: Artificial snow at a National Trust property. 
(Courtesy of National Trust) 

Figure 19: Smoke machines in use during filming at St. Michael's 
Mount, Cornwall. ©National Trust Images/Megan Taylor 



The Heritage Film Set: The Protection & Care of Historic Filming Locations 
	

38	

4. LIGHT 

Filming Causes & Effects 

 

Light causes material to deteriorate by 

generating energy that induces chemical 

changes. This deterioration may be visible as 

changes in colour or in the loss of a 

material’s strength. The amount of damage 

light may inflict depends upon the intensity 

of the light, the duration of exposure, and the 

type of material affected. High intensity 

lights with longer wavelengths, such as UV 

lights, are more harmful than low-intensity 

lights, such as LEDs. Organic materials – 

paper, wood, fur, leather – are more 

vulnerable to light exposure than those – 

such as stone, glass, or ceramics – that 

contain no organic material.77  

 

In the past, light was a major concern during filming endeavours in historic environments due 

to the intensity, size, and poor efficiency of the lights used. High intensity tungsten halogen 

lights remain in use on many film sets today, but are gradually becoming less common as 

cold, efficient LED lighting technology continues to develop and become more readily 

available. In addition to UV exposure, a primary danger when dealing with tungsten lights is 

the high amount of heat they emit.78  

 

Mitigation 

 
• Use cold lighting, such as LEDs, rather than hot tungsten lighting, whenever possible. 

• Apply filters over UV lights. 

• Turn off lights when they are not in use or if nearby surfaces become too hot. 

																																																								
77 National Trust, Manual of Housekeeping, 93-4. 
78 Edgington and Marsland, interview. 

Figure 21: Lighting rigs set up at Montacute House, 
Somerset for filming of Wolf Hall. ©National Trust 
Images/Chris Lacey 
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• Cover or remove sensitive materials where high-intensity lights are in use.79 

• Monitor and restrict maximum UV light levels.80  

• In some properties, a maximum distance from historic surfaces may be enforced.81 

 

5. NEW TECHNOLOGIES 

Filming Causes & Effects 

 

In addition to LED lighting and artificial haze, there are other recent technological 

developments with relevance to filming in historic locations. As with any new or unfamiliar 

proposal, the use of new technologies should be approached with caution and careful 

planning. 

 

a. Drones 

 

As the technology has improved, drones have begun to replace more established technologies 

– such as jibs, cranes, cherry-pickers, and helicopters – for aerial filming. Drones are very 

attractive to film crews: they are lighter, cheaper, easier to transport, and can fit into smaller 

spaces. From a property’s perspective, they have the advantage of being less physically 

intrusive than larger, traditional filming equipment.  

 

However, because of the general lack of experience surrounding them, drones can be highly 

dangerous. Drone technology is affordable and easily accessible to members of the public, 

many of whom may be untrained in how to safely operate them. The use of drones by 

inexperienced pilots increases the risk of potentially damaging mistakes or collisions. While 

many drones are small and relatively harmless, those that are used for major filming 

endeavours can be the size of a table. If a large drone crashes on a crewmember, visitor, or 

historic structure, it can do considerable harm. 

 

																																																								
79 National Trust, Manual of Housekeeping, 93-7. 
80 English Heritage restricts levels to 250-600 lux, but this limit can vary depending on the site (Johnson, 9). 
81 English Heritage advises that lights should be a minimum of 1.5 metres away from historic surfaces (Idem.), 
while the National Trust no longer has a required minimum, recognizing that such rules can be unrealistic. They 
instead carefully monitor light exposure (Edgington and Marsland, interview). 
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Mitigation 

 

Until experience levels and protocols catch up, this technology should be approached with 

extreme caution. In order to minimize the risk of damage from drones, the National Trust 

advises the following parameters: 

 
• Drone pilots must be licensed by the Civilian Aviation Authority (CAA). 

• The use of drones is only permitted for professional film crews in which both the pilot 

and film company have public indemnity insurance. 

• The surrounding environment – including the weather, proximity of buildings, and 

effects on wildlife – must be carefully considered. 

• Drone filming is prohibited when members of the public are present.82 

 

b. Laser Scanning 

 

Laser scanning poses no known physical threats to the historic environment and has been 

used in many delicate sites around the world. It can, however, present notable advantages to 

historic properties that are involved in filming. In instances where a production company’s 

proposals are particularly invasive or where the property is highly sensitive, laser scans could 

be used to create full-scale replicas of collection items or entire physical spaces for use in 

filming without the risk of damaging historic fabric. Currently, “squeezes,” latex casts of 

historic surfaces or structures are commonly used to create such replicas, however, this 

practice is not appropriate for all material types. An example of the use of laser scanning in 

this context will be discussed further in the case study about Skellig Michael in Chapter Four. 

As the full potential of laser scanning develops, it could become an increasingly useful tool 

for minimizing the impact of filming on historic environments.83 

																																																								
82 Edgington and Marsland, interview. 
83 Idem. 
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CHAPTER 3: 

Practicing Conservation Within the Filming Process 
 

 

The success of the mitigatory measures described in Chapter Two is dependent upon their 

careful planning and implementation within the established filming process. This process is 

not limited to periods when the camera is rolling, but rather consists of three main phases 

after a production has been green-lit: pre-production, production, and post-production. The 

following chapter details how the protection of a historic property can be accomplished 

within this context.  

 

1. Pre-Production 
 
The Initial Filming Enquiry & Application: 

 

Pre-production is the period of time after a production has been green-lit during which the 

necessary elements for filming to begin are planned and coordinated.84 For a property or 

location, involvement in filming begins with an initial enquiry from someone involved with 

the production. These enquiries will often come from a location manager, who will act as the 

intermediary between the property owner and the production throughout the process and will 

coordinate all aspects concerning the filming location.  

 

The first official step for a production company interested in shooting at a historic location is 

to complete a filming application or enquiry form. The purpose of this form is to provide the 

potential filming location with the basic information about what a production plans to do, so 

that its staff can begin to assess whether the site can accommodate it. Not all properties will 

have a pre-established process or application specifically for filming.85 The key is to gather 

the basic facts about a production’s plans, including its name, the proposed dates and 

																																																								
84 Kuhn and Westwell, 327. 
85 Various interviews in Appendix D. 
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locations of filming, and an estimated number of cast, crew, vehicles, and equipment that will 

be involved (See Appendix C).  

 

Many properties also require production companies to have a minimum amount of public 

liability insurance and employers’ liability insurance, which may also be listed in the 

application. For highly significant historic properties, such as those owned or managed by a 

national heritage organization, insurance requirements often range between £2 million and 

£10 million. These insurance requirements add an additional layer of protection during 

filming.86 

 

“Recces” 

 

If a production company decides it is interested in filming at a location, it will schedule a 

“recce” (“reconnaissance”) or “scout” visit to tour the location. Recces are an essential part of 

the process of preventing damage to a historic location, during which the physical demands 

and parameters of filming will be established. 

 

The location manager will normally schedule and attend the first recce. At this time, he or she 

will consider whether the location has the desired physical appearance for the production 

while also taking into account the basic logistics and costs involved in filming there. For 

instance, a location may have the perfect look, but if it is too difficult to get to, filming may 

not be plausible, and the filming enquiry will end there. The location manager will often take 

photos of the location at this time and send them to the director and production designer with 

a list of other location ideas.87 

 

If, after considering several options, the production decides to move forward with a location, 

a “tech recce” will take place. At this time, key members of the production team – often the 

various “Heads of Department” (HODs)88 – will tour the location with the property staff, ask 

questions, and discuss their plans in detail. This is a critical moment for the property team to 

																																																								
86 National Trust, “Application for Filming & Photography at National Trust Properties,” internal document. 
National Trust for Scotland, “Filming Enquiry Form,” internal document. Historic Environment Scotland, 
“Filming Request Form,” accessed July 30, 2016, https://www.historicenvironment.scot/media/2952/hes-
filming-request-form.docx. 
87 Ellis, interview. Pill, interview. 
88 The Heads of Department may include the Director, Production Designer, Director of Photography, Producer, 
Location Manager, and Gaffer. 
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establish early in the process what they will and will not allow during filming. While only 

two recces have been described here, additional recces may be necessary, and large-scale 

filming endeavours can sometimes require more than ten recces before the start of filming. A 

“recce checklist” can be a useful tool to help ensure that a property’s main concerns are 

addressed during these visits (See Appendix C).  

 

Contract Negotiations, Location Agreements, & Location Fees 

 

If both parties remain interested at this stage, contract negotiations can begin which will 

culminate in the signing of a location agreement. The location agreement is a binding 

contract between the production company and location that provides the legal framework for 

the protection of a site during filming. 

 

A set of filming guidelines, establishing a location’s significance, standard policies, and rules 

for use, can act as a useful starting point for these negotiations.89 These guidelines, however, 

cannot cover every eventuality, and must be customized during the negotiation process to 

address the specific demands of each filming proposal. Particularly when the use of special 

effects, hot work, redecoration, or set construction have been proposed, standard filming 

policies may be modified if the property is satisfied that the production company has 

adequately mitigated potential risks, usually through the exchange of method statements and 

risk assessments and specialist tests. The parameters that emerge out of these negotiations 

will be included in the location agreement as a list of terms and conditions.90 

 

The location agreement will also include stipulations about the payment of a location fee and 

the minimum level of insurance a production is required to have before filming can begin. 

The location fee is the amount of money a production company agrees to pay to a property 

owner in return for being allowed to film at a specific location. The fee is crucial for most 

heritage sites, as it often directly supports the conservation of the site and is frequently a 

site’s primary reason for engaging in filming. English Heritage’s Rae Marshall explained that 

a substantial location fee can also influence the way in which a film crew interacts with a site. 

																																																								
89 Victoria Marsland, “Guidance – Filming: The Process and the Risks,” 2012, internal document, National 
Trust, Swindon, UK, 2-3. Historic Environment Scotland, “A Guide to Filming at Historic Environment 
Scotland Properties,” accessed July 30, 2016, https://www.historicenvironment.scot/media/3027/filming-
guidance-for-staff-and-customers.pdf. Masterman, “History for Hire,” 14-5. 
90 Johnson, 3. Masterman, “History for Hire,” 17.  
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“By helping [the production team] to understand that, by paying their fee, they're taking part 

in the on-going conservation of the site,” she said, “It helps them to understand how 

important it is to take care of it when they're there.”91 

 

The final location agreement will state the precise timing, terms and conditions, fees, footage 

rights, and other parameters of the film shoot. It will also specify that the property has the 

right to immediately stop filming if any of the agreed upon terms are broken and that the 

production company will be liable for any damage that occurs.92 

 

2. Production 

 

Production is the stage when a film crew is on-site and actively engaged in filming. It 

includes time for dressing the set, shooting scenes, and striking the location and can range 

from less than a day to several weeks in length, depending upon the scale of the production. 

 

No amount of planning or preparation can entirely prevent damage from occurring to a 

historic site during filming. In addition, it is part of the artistic, collaborative nature of 

filming that unexpected changes and circumstances will inevitably arise once filming starts 

that pre-written agreements and physical protections do not address. It is, therefore, 

imperative that there is a system of on-site supervision in place at all times to monitor filming 

activity and to respond to sudden, unforeseen circumstances.  

 

Supervision 

 

In many cases, the property’s staff will perform this supervisory role. They know the 

strengths, vulnerabilities, and quirks of a site better than anyone else and are an invaluable 

resource for determining what a property can safely handle. However, a day of filming can 

last twelve hours or more, and film shoots can extend for several weeks at a time. In these 

cases, it is unlikely that normal property staff will be able to perform their regular 

responsibilities on top of providing full-time filming support.  

 

																																																								
91 Marshall, interview. 
92 Masterman, “History for Hire,” 14-5. Marsland, “Guidance – Filming,” 2-3. 
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To address this challenge, the National Trust 

and English Heritage employ freelance project 

conservators for the duration of filming on their 

sites. Project conservators are trained 

conservation professionals with specialist 

knowledge about the filmmaking process, who 

are responsible for monitoring filming and act 

as liaisons between the property and the location 

manager.93 They will also assist with the 

installation of protective materials and react to 

requests from the film crew. Gill Keay, a project 

conservator who frequently works for the 

National Trust, said that project conservators are 

“the eyes and ears for the National Trust…My 

main purpose is to make sure that filming can 

take place without the property being damaged.”94  

 

When a property requires a project conservator to be present, this will be written into the 

location agreement, and the production company will pay their salary.95 Private properties 

may also employ project conservators, while other heritage organizations – such as HES, the 

NTS, and Ireland’s Department of Arts, Heritage and the Gaeltacht – use conservators that 

they already employ to perform this supervisory role. Whoever is given this task, it is his or 

her responsibility to closely monitor the production process and, if necessary, halt filming 

when anything dangerous occurs. 

 

Crew Preparation 

 

Supervisory efforts will be enhanced if the film crew is adequately prepared to work in a 

sensitive historic property. It is in the location manager’s best interest to ensure that a 

property they use is treated with care and is not harmed during the filming process, because 

																																																								
93 Gill Keay (project conservator), interview by author, February 18, 2016, Appendix D. Johnson, “Guidelines 
for Filming,” 10.  Marsland, “Guidance – Filming,” 3. 
94 Keay, interview. 
95 Idem. 

Figure 22: A project conservator can help supervise 
filming. (Courtesy of National Trust) 
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they may wish to use that location again in the future. They will work to ensure that the film 

crew follows any rules laid out by the property. Many crews working with major productions 

will have worked in historic locations before and will be aware of the inherent sensitivities; 

however, their primary concern is to complete their specialized tasks to the satisfaction of the 

production, rather than to protect the location. To encourage the crew to treat the filming 

location with care, it is a good idea to convey the significance of the location to them at the 

start of filming. Location managers will often do this by verbally briefing the crew and listing 

important guidelines about the filming location on the call sheets that they print out and 

distribute to crewmembers each day of filming.96 “It's just a case of getting that message out 

[to the crew] that we're privileged to be there,” Ellis explained. “These are amazing places to 

shoot at.”97 

 

3. Post-Production 
 

Post-production is the period of time after the end of on-site filming when all of the 

remaining necessary work – such as editing, scoring, and special effects – is carried out to 

complete a film or programme for release.98 There are a few final steps that can help 

safeguard a historic site after all of a production company’s equipment, sets, props, and other 

items have been removed from the filming location. First, a representative from the property 

should walk through the areas that were used in filming with the location manager in order to 

make sure that the site has been returned to its original condition before the film crew arrived. 

If necessary, any damage will be recorded at this time, so that the property can begin to seek 

compensation from the production company and coordinate repairs. Production companies 

often dissolve after filming has finished, so it is important to organize repairs as soon as 

possible.99 Internally, property staff should also take this time to write a post-filming report 

while the experience is still fresh in their minds (See Appendix C). These reports are an ideal 

place to describe issues that may have come up and to make suggestions for improvement if 

filming occurs again in the future.100 

 

																																																								
96 Ellis, interview. Pill, interview. 
97 Ellis, interview. 
98 Masterman, “History for Hire,” 3. 
99 Masterman, “On-Location in North Carolina,” 83. 
100 Johnson, “Guidelines for Filming,” 17. Marsland, “Guidance – Filming,” 4. 
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Keys to a Successful Filming Experience 
 

Several common themes emerged in the interviews and documents that formed the 

foundation of this study which can provide useful guidance for ensuring a successful 

experience when filming takes place at a historic location. 

 

1. Communication 

 

The most frequent theme that emerged is the importance of clear, efficient communication 

between the property staff and production team as early in the process as possible. It is 

essential that both parties are forthright about their needs from the beginning, so that they can 

develop a well-informed plan that is mutually satisfactory. Issues arise when key members of 

the production team or property staff are not adequately informed about requests or decisions 

within a reasonable amount of time. 

 

Quick responses are particularly important because of the short turnaround times that the 

filming process requires. In order for a historic site to accommodate a filming request, its 

staff will often need weeks of advance notice in order to conduct tests, examine risk 

assessments, consult specialists, and provide consultation for any necessary Listed Building 

Consent applications. It must, therefore, be a priority for the production and property teams to 

provide requested documents and information in a timely manner and vice versa.  

 

2. Flexibility  

 

Sources from both the property management and production side of the filming experience 

emphasized the importance of flexibility and compromise throughout the filming process. 

While the protection of the site always takes precedence, the property staff will work to 

accommodate the needs of the production company whenever possible. This may mean 

engaging in lengthy negotiations and research before they can agree to a proposal. “People 

think that we are difficult to deal with, or at least it has been said in the past,” Fran Caine, 

Assistant Events Manager for HES explained, “but really what it boils down to is, if you're 

prepared to work with what we want, then we'll make it happen, or we'll try our hardest to 
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make it happen.”101 If, however, a property feels a proposal is too risky, it has the right to 

refuse permission. In these instances, it is best to follow a refusal with an alternative solution.  

 

Flexibility is also essential for production teams. Emma Pill, a location manager who has 

worked on numerous high-profile film projects, said that she approaches the challenges of 

working in historic locations not as a limitation but rather as an invitation to think outside the 

box in order to achieve what the production needs while working within the property’s set 

parameters.102 According to Caine, the best approach a production company can have when 

making a difficult request is to ask, “What is it that we need to do to make it happen?” and 

then working with the property to find an agreeable solution.103 This willingness to work 

together to accommodate the interests of both parties is essential to fostering a positive 

filming environment.   

 

3. The Confidence to Say “No” 

 

While it is necessary for properties to facilitate the needs of a production company, it is also 

crucial for staff members to have the confidence to refuse requests and stop filming when it 

becomes too risky. Confidence is particularly important for those in a supervisory role when 

filming is in progress. “A lot of people feel overawed and a little bit intimidated by the 

filming environment and feel like, even if they see something they don't like, they can't say 

anything until the cameras stop rolling. There's that preconceived impression,” Rae Marshall 

explained, adding that English Heritage is in the process of establishing a team of staff who 

will readily step in front of a camera and stop filming when necessary. Staff members at 

Alnwick Castle and within the NTS shared similar opinions.104 

 

4. Explaining “Why”  

 

Efforts to protect the integrity of a historic property during filming are more effective when 

the reasoning behind rules or guidelines that a property has imposed are clearly explained. 

From the outset, it is useful to communicate the historic significance of the property to the 

																																																								
101 Caine and Owen, interview. 
102 Pill, interview. 
103 Caine and Owen, interview. 
104 Clare Baxter (Collections and Archives Manager, Northumberland Estates) and Eve Reverchon (Collections 
Assistant, Northumberland Estates), interview by author, May 5, 2016, Appendix D. Rathband, interview. 
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film crew. Understanding the priceless, irreplaceable nature of the location helps to 

encourage everyone involved with a historic site to treat it with care. As the NTS’s Anna 

Rathband explained, it is important for film companies to understand that “We're not just 

saying ‘no,’ because we can't be bothered, but we're saying ‘no’ because that room is of such 

significance that we're just not willing to risk it… There’re reasons behind us not being able 

to facilitate things sometimes. [The key is] just making it clear to the production company, so 

they understand that.”105 

																																																								
105 Rathband, interview. 
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CHAPTER 4: 

Case Studies 
 

“If you imagine a place where the Jedi Order could have actually first emerged, that’s what 

led me to Skellig Island at the end of this movie, because this is a place that emerged in 

600AD as a Christian retreat from the world.” 

 

Rick Carter, Production Designer, Star Wars: The Force Awakens106 

 

 

The following case studies have been included to provide practical context for the general 

discussion that has taken place in the previous chapters. Two case studies have been included 

below, and an additional two may be found in Appendix A. These studies are not intended as 

exhaustive descriptions of every procedure or protective measure that was applied during 

filming at the location in question. Rather, they highlight a selection of key issues that arose 

during filming to offer a snapshot of the range of experiences that historic location filming 

can encompass. 

 

1. SKELLIG MICHAEL, COUNTY KERRY, IRELAND 
 
Star Wars: The Force Awakens (2015) & Star Wars: Episode VIII (expected 2017) 
 

Background: 

 

Skellig Michael is an island 12 km west of the Iveragh Peninsula in County Kerry, Ireland. 

The island is the site of a remarkably well-preserved dry stone Christian monastic complex 

that dates primarily to the 8th and 9th centuries AD. It was designated a UNESCO World 

Heritage Site in 1996 on the basis of its “outstanding universal value” as “an exceptional, and 

in many respects unique example of an early religious settlement deliberately sited on a  

																																																								
106 The Secrets of The Force Awakens: A Cinematic Journey, directed by Laurent Bouzereau (2016), iTunes 
Extra. 
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pyramidal rock in the ocean, preserved because of a remarkable environment.”107 The island 

is also a designated Special Area of Conservation (SAC), Special Protection Area (SPA), and 

National Heritage Area (NHA) with a rich wildlife population, which includes several species 

of breeding seabirds – such as storm-petrel, puffin, guillemot, kittiwake, fulmar, Manx 

shearwater and gannet – and lichens.  

 

In July 2014, the island hosted filming for the climactic scenes of Star Wars: The Force 

Awakens, standing in as the location of “The Last Jedi Temple.” In September 2015, scenes 

for the currently untitled Star Wars: Episode VIII were also shot on the island. Filming 

activity lasted for a total of ten days in 2014 and nine days in 2015.   

 

Filming Request & Consent: 

 

In order to assess whether filming could safely take place at Skellig Michael, the production 

company’s request was referred to three government agencies: the National Monument 
																																																								
107 Edward Bourke and Philip Buckley, “Sceilg Mhichíl World Heritage Site - Report to UNESCO on Film 
Production Activities Undertaken at the World Heritage Property in September 2015” (Dublin: Department of 
Arts, Heritage and the Gaeltacht, 2015), accessed July 22, 2016, 
http://www.ahrrga.gov.ie/app/uploads/2015/10/sceilg-mhichil-world-heritage-site-filming-report.pdf, 3. 

Figure 23: Skellig Michael, Ireland. (Courtesy of Edward Bourke) 
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Service (NMS), a section of the Department of Arts, Heritage and the Gaeltacht (DAHG) that 

oversees the protection of Ireland’s built and cultural heritage; the Office of Public Works 

(OPW), which is responsible for operating and maintaining the country’s national 

monuments; and the National Parks and Wildlife Service (NPWS), which cares for natural 

heritage in protected areas. The film company was asked to submit a detailed method 

statement for their filming plans and worked with all three agencies to create a proposal that 

adequately addressed their concerns.108  

 

The DAHG and OPW determined that the best means of protecting the site’s built heritage 

was to advise that any filming proposals must be so minimally invasive and unlikely to cause 

damage that they would not require ministerial consent under Ireland’s National Monuments 

Acts 1930-2004. Describing the logic behind this approach, Edward Bourke – the Senior 

Archaeologist who supervised the filming in 2014 and wrote the post-filming report that year 

– explained, “Why would you let somebody do something that would require consent if you 

can get them to agree not to do it?”109  

 

Obtaining filming permission with regards to Skellig Michael’s natural heritage was a more 

complicated process, because the island’s SPA and SAC designations require that any 

proposals must also satisfy European rules and regulations. In 2015, an additional step was 

taken to commission an independent ecological assessment prior to filming in order to 

determine the potential impact on the seabird population. That year, filming was also moved 

from July to September when the breeding cycles of most of the bird species on the island 

had ended. 

 

Filming consent was ultimately granted based on a series of mitigatory methods and a system 

of supervision that were instated to eliminate or significantly reduce the risk of harm to the 

built and natural environments.110  

 

 

 

 
																																																								
108 Bourke and Buckley, “Report to UNESCO,” 2015, 3-4. 
109 Edward Bourke (Senior Archaeologist, Department of Arts, Heritage and the Gaeltacht), interview by author, 
May 5, 2016, Appendix D. 
110 Bourke and Buckley, “Report to UNESCO,” 2015, 3-4. 
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Supervision: 

 

The stipulations for consent included that the production company had to agree to supervision 

by a team of specialists throughout its time on the island. A head guide from the OPW 

supervised the entirety of filming work and acted as a constant point of contact for the 

various parties throughout the process. A senior staff member of the DAHG monitored the 

built heritage,111 while a rotating group of staff from the NPWS monitored the seabird 

population and wildlife, with at least one NPWS member present at all times. In 2015, the 

production company employed an additional ecologist and ornithologist to provide extra 

wildlife supervision. All of these individuals had the authority to halt filming at any time.112  

 

Movement of People & Equipment: 

 

To decrease the potential for damage during filming, the amount of cast, crew, and staff 

allowed on the island during each day of filming was limited to 180, the maximum number of  

																																																								
111 In 2014, this role was filled by Edward Bourke, while in 2015, it was filled by Grellan Rourke, the site’s 
Conservation Architect. 
112 Bourke and Buckley, “Report to UNESCO,” 2015, 13. 

Figure 24: A filming camp and equipment at the Upper Monk’s Garden. (Courtesy of Edward Bourke) 
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visitors allowed on an average day when the 

site is open to the public. The majority of 

people and equipment were transported to 

the island by boat in the same manner as 

visitors to the site.113 All boats and 

equipment arriving from the mainland were 

carefully inspected to ensure that no 

invasive species or predators were brought 

onto the island, which could destroy the 

native wildlife population or harm the built 

structures. A small number of crewmembers 

were transported by helicopter, but 

helicopter use was tightly managed to 

prevent injury or prolonged disruption to the 

birds nesting near the helipad.114 On each 

day of filming, only four flights were 

allowed, and any aerial filming could not 

last more than a total of 45 minutes. NPWS 

staff closely monitored the behaviour of the 

birds when the helicopter was in use.115 

 

Once on the island, rope access specialists 

transported equipment to a series of camps 

across the site (Figures 26-27). Their safety 

ropes were attached to a network of anchor 

points that exist throughout the island to 

facilitate the removal of injured personnel 

and the transportation of equipment for 

regular maintenance work. As pieces of film 

equipment were no longer needed, they were 

																																																								
113 Bourke and Buckley, “Report to UNESCO,” 2015, Appendix. 
114 Ibid., 14. 
115 Ibid., Appendix. 

Figure 26: A rope access specialist transporting equipment. 
(Courtesy of Edward Bourke) 

Figure 25: Helicopter landing on Skellig Michael during 
filming. (Courtesy of Edward Bourke) 
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removed from the island, a procedure 

which accelerated the clean-up process 

after filming had finished.116 

 

Additionally, filming was largely 

restricted to areas that are normally open 

to the public, both to limit unnecessary 

contact with sensitive built or natural 

heritage elements and to ensure public 

safety. In instances where filming took 

place close to nesting sites, hazard tape was installed to mark areas that were to remain off-

limits (Figure 28).  

 

During the course of filming, minor works were carried out to repair steps that had loosened 

under the weight of equipment and people traversing the site, but the post-filming report 

																																																								
116 Bourke, interview. 

Figure 28: Hazard tape marks areas that are off-limits. (Courtesy 
of DAHG) 

Figure 27: A generator being transported. (Courtesy of Edward Bourke) 
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noted that these repairs “did not appear to be any greater than that required on a normal week 

when tourists are using the island.”117 

 

Temporary Structures & Camera Positions: 

 

All structures, cameras, props, or stored equipment was placed at least 1.2 metres away from 

any built historic feature. This had two purposes: it discouraged the crew from leaning or 

placing items on historic structures and prevented the birds – many of whom build their nests 

in the manmade stone structures around the island – from injuring themselves while entering 

or exiting their burrows. Additionally, tennis balls or a thick layer of cloth were placed under 

the feet of camera tripods. When it was necessary to place a camera on a wall, small cameras 

were used, which were mounted on thin rails and cushioned with a layer of cloth and 

plywood.118 

 

During the filming in 2015, an incident occurred in which a dry stone enclosure sustained 

damage. As a crew member passed through a narrow entrance into the Upper Monks Garden, 

his jacket snagged on a stone in the inner door jamb, dislodging it and several smaller stones. 

An OPW mason was quickly called to the site and immediately began repairs while 

restricting access to the area. The incident occurred at 8:45am, and repairs were completed by 

																																																								
117 Bourke and Buckley, “Report to UNESCO,” 2015, 12. 
118 Bourke, interview. 

Figures 29-31: A dry stone doorway sustained damage, was stabilized, and repaired. (Courtesy of DAHG) 
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12:45pm that day (Figures 29-31). The area where the incident occurred is the narrowest 

passing point on the island, and two similar incidents had occurred in the same location in the 

previous 18 months due to visitors passing through the same doorway.119 

 

Set Dressing & Redecoration: 

 

Set dressing was minimal during both years of filming. During the planning and permission 

phase, two of the production company’s proposals were immediately refused. The first was 

its request to use imported ferns from New Zealand to hide signs that had been installed to 

guide visitors. The various agencies managing the site forbade this, as the introduction of a 

potentially invasive species could threaten the wildlife and built structures. Instead, the 

production team used native sea campion growing on the island and plastic ferns to dress the 

location (Figures 32-33). 

 

The film company also proposed making a plaster cast of one of the dry stone monastery 

structures to enable the creation of full-scale replicas. While “squeezes” like this are allowed 

at some historic sites, this was refused at Skellig Michael because of the risk that plaster 

could become embedded in the monument’s dry stone construction. As an alternative, the 

film company was given access to previously completed 3D LIDAR scans of the island, 

which they could use to reproduce structures without touching the monument.  

 

The film company also requested the temporary removal of a fence near the Christ’s Saddle 

rock formation, so that it would not need to use CGI to manually edit the fence out of every 

frame. This was permitted on the basis that the work take place under archaeological  

																																																								
119 Bourke and Buckley, “Report to UNESCO,” 2015, 103-5. 

Figures 32-33: A sign before and after being covered with native and artificial plant life. (Courtesy of Edward Bourke) 
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Figures 34-35: The fence at Christ's Saddle before and after removal. (Courtesy of DAHG) 

supervision by OPW staff and that the fence was immediately replaced after filming (Figures 

34-35).120 

 

One incident occurred in relation to set dressing activity. While in the process of removing 

small buckets of diluted water-based paint and texturing sawdust from a location, the 

production designer knocked one bucket of paint over.  Highly-absorbent pads and water 

were immediately used to clean the site, limiting the effects of the spill. Although slight 

discolouration occurred, no negative impact was recorded.121 

 

Impact & Lessons Learned: 

 

The cautious, minimally invasive approach that the DAHG and NPWS adopted in the filming 

at Skellig Michael in 2014 and 2015 played a key role in minimizing the impact of filming on 

the site’s built and natural heritage. Bourke was pleased with the way the film crew had 

behaved while on site and the overall manner in which the filming had been handled. “I 

sound like I'm kind of an advert for Disney, but the fact is I had absolutely no issues,” he 

said. The only downside, from his perspective, was the amount of time he spent responding 

to Freedom of Information requests from the media and public, rather than caring for the 

monument. “I lost two and a half months last year just dealing with Freedom of Information 

requests,” he explained, “It probably generated about 20% of the work, not just for my 

																																																								
120 Bourke, interview. 
121 Bourke and Buckley, “Report to UNESCO,” 2015, 9. 
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section, but the whole of National Monuments and the DAGH.” He also noted that increased 

interest from tourists could lead to problems in the future if more visitors are allowed onto 

the island every day. The damage caused by increased visitor traffic, and the reduction in 

available days to carry out necessary repairs, could threaten the site’s World Heritage 

status.122 

 

Ultimately, only two minor incidents of physical damage occurred, as noted earlier, and 

neither was determined to have had a lasting, negative effect. In its post-filming reports, the 

DAHG concluded, “Any potential impacts on the cultural and built heritage of Sceilg Mhichíl 

by the film production were fully addressed and the Department is entirely satisfied that the 

activities undertaken had no implications for the Outstanding Universal Value of the World 

Heritage Property.”123  

																																																								
122 Bourke, interview. 
123 Bourke and Buckley, “Report to UNESCO,” 2015, 15. 

Figure	36:	Filming camp and equipment at Christ’s Saddle. (Courtesy of Edward Bourke) 
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2. DOUNE CASTLE, SCOTLAND, U.K. 
 

Game of Thrones pilot episode (2009) & Outlander (2013-2014) 
 

Background:  
 
Doune Castle is located just outside Doune village in Perthshire, Scotland on a promontory 

between the River Teith and Ardoch Burn. It was constructed at the end of the 14th century by 

Robert Stewart, Duke of Albany, who ruled Scotland as its Guardian during James I’s 

captivity in England. The castle is a coursed sandstone rubble structure with curtain walls, a 

courtyard, and guard towers.124 

 
In 1979, Doune Castle was listed as a Scheduled Monument, a Scottish designation for 

monuments of “national importance.” It received this designation, because it is considered 

“one of the largest and best-preserved 14th-century castles in Scotland” and a precursor of 

the royal courtyard palaces of the 15th century. Its courtyard also possesses known, 

unexcavated archaeological remains that have the potential to reveal additional valuable 

information about the site. The castle is currently in the care of Historic Environment 

Scotland (HES).125 

 
In October 2009, Doune Castle was used as the location for Winterfell during 12 days of 

filming for the pilot episode of Game of Thrones before the series was officially picked up by 

HBO. The majority of the episode was ultimately reshot in a different location; however, 

some scenes from the filming at Doune appear in the episode that HBO released.126 Monty 

Python and the Holy Grail was filmed almost entirely at Doune Castle in 1974, but Game of 

Thrones was HES’s first experience hosting a big-budget, large-scale filming endeavour, and 

it acted as a “watershed” moment for the organization in terms of filming at its Properties in 

Care (PIC).127 From September 2013 to August 2014, Doune Castle again hosted filming, 

portraying Castle Leoch over several months of filming for the television series, 

Outlander.128 

																																																								
124 John Gifford, Frank Arneil Walker and Richard Fawcett, Stirling and Central Scotland, Buildings of 
Scotland (New Haven: Yale University Press, 2002), 378. 
125 “Doune Castle SM12765,” Historic Environment Scotland, accessed July 23, 2016, 
http://portal.historicenvironment.scot/designation/SM12765.  
126 “Pilot episode,” Game of Thrones Wiki, accessed July 23, 2016, 
http://gameofthrones.wikia.com/wiki/Pilot_episode.  
127 Kirsty Owen, email to author, May 13, 2016. 
128 Gourlay, “Outlander – Historic Scotland – Doune Castle Request.” 
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Filming Request & Consent: 

 

As the first time that HES had hosted large-scale filming at one of its properties, the process 

of organizing filming for Game of Thrones was a learning experience for the organization.  

“We weren't really aware at the time, obviously, of where this was going to go and how big it 

was going to be. I’d never heard of Game of Thrones,” Kirsty Owen, a Cultural Resources 

Advisor for HES who advised on the filming at Doune Castle, explained. “This was, as far as 

we were concerned, an Irish film company that were making something that they were trying 

to get HBO to pick up, which may or may not take off.”129 

 

																																																								
129 Caine and Owen, interview. 

Figure 37: Doune Castle, Scotland. © RCAHMS 
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HES considered many of the production’s initial filming proposals “unworkable,”130 but 

through a series of recces and discussions, they were able to reduce the scale of these 

proposals “into something which was actually starting to look quite manageable.”131 The 

organization informed the production company that they would need to obtain Scheduled 

Monument Consent (SMC) before they could be granted permission to shoot at the castle, a 

process which could take several months. Owen advised the production team throughout the 

SMC application process; however, negotiations were slow, as a location manager, the key 

point of contact between a production company and location, was not hired until several 

months after the initial request had been made. HES and Emma Pill, the location manager 

who was eventually hired, both agreed that this was a significant issue in the coordination of 

the production.  

 
Once SMC had been granted, the location and production worked out detailed plans for the 

shoot. The production had already been informed that they would not be permitted “to fix 

anything to the castle and that they must leave it exactly as they found it without so much as a 

scratch.” Meanwhile, the production worked to balance HES’s concerns with the necessities 

of filming. In a letter to HES, Pill wrote, “I appreciate that the following will raise a lot of 

eyebrows, but if we can all sit down and work out what is possible and what is not, that 

would be great.”132 After months of negotiations and preparation, a plan was finally agreed to 

that satisfied the needs of both the property and production team.  

 
Supervision: 

 
Organizing staffing and delegating responsibilities was a challenge for HES, as the 

organization did not have an established procedure for filming supervision, and the 

production required 12-hour shoots over a two-week period.133 In the end, it was decided that 

a member of the Monument Conservation Unit must be on-site at all times during filming, 

and District Works Managers would only be necessary during “high risk activities.” On the 

production side, a member of the Art and Locations Departments would provide additional 

supervision of works.134 

																																																								
130 Kirsty Owen, “Game of Thrones – CRT Involvement,” letter to Peter Yeoman, October 20, 2009, Game of 
Thrones papers, HES, Edinburgh, UK. 
131 Caine and Owen, interview. 
132 Emma Pill, email to Kirsty Owen, September 24, 2009, Game of Thrones papers, HES, Edinburgh, UK. 
133 Caine and Owen, interview. 
134 Owen, “Game of Thrones – CRT Involvement.” 
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Temporary Structures & Weight-Loading: 

 
The access road into the castle was a 

particular challenge, as it is structurally 

unstable and features original medieval 

cobblestones. The production provided 

weights for the vehicles it needed to use on 

this road and parked the majority of them at 

a location offsite. A protective track was 

also installed over the road to spread weight 

loads and minimize contact with the historic 

cobbles (Figs. 38-39).135 

 
Several measures were put in place to 

protect the castle’s structural integrity and 

the underlying archaeological features in 

the courtyard. The production again 

provided HES with the weights for all of 

the structures they planned to build inside 

and outside the castle. In the courtyard, no 

temporary structures were allowed to be 

staked into the ground, and they were 

designed to be of a lightweight, 

freestanding, wooden construction that 

would not compress the historic elements 

below the surface and could be held in 

place by concrete blocks (Fig. 43). 

Throughout the site, no structure was 

allowed to be fixed into or directly touch 

the existing historic fabric, and where any 

temporary structures or set dressing came 

into contact with historic fabric, they were 

soft-padded with Plastazote foam (Fig. 40). 
																																																								
135 Caine and Owen, interview. Pill, email to Kirsty Owen.   

Figure 38: Protective track laid over access road. (Courtesy 
of HES) 

Figure 39: Protective materials installed in castle entrance.. 
(Courtesy of HES) 

Figure 40: Plastazote padding between rigid structure and 
historic fabric. (Courtesy of HES) 
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Figure 41: Art Department plan for constructing the lighting rig in the Great Hall, showing equipment weights and directions 
to avoid fixing into the historic fabric. (Courtesy of HES) 

Figure 42: Lighting rig in the Great Hall with metal pipes 
soft-padded against historic fabric. (Courtesy of HES) 

Figure 43: Art Department drawing for wooden structure in 
the courtyard. (Courtesy of HES) 
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Redecoration: 

 

The production requested redecorating 

the castle’s courtyard with a dirt surface 

and initially proposed removing the 

existing grass and replacing it after the 

end of filming. HES investigated this 

possibility but determined that it would 

pose too high a risk to the archaeological 

remains under the courtyard surface. 

Instead, the courtyard was covered with 

a protective membrane, on top of which 

was poured a mixture of sand and soil 

(Figure 45). This mixture weighted 

down the membrane, negating the need 

for any pegging into the ground, and the 

incorporation of sand reduced the risk 

that the soil would become too wet and 

get tracked inside the castle. Tack-mats 

were also placed in the castle entrances 

to collect dirt from shoes. Once filming 

had finished, the dirt mixture and 

protective membrane were scooped up 

and removed.  

 

To prevent staining or contamination from paint spills, all set pieces and props that were 

brought into the courtyard and castle were painted and dressed off-site before arriving on set. 

Where touch-ups were necessary, waterproof protective sheets were first laid down.136 

																																																								
136 Game of Thrones Art Department, “Doune Castle Method Statement,” SMC Application to Film at Doune 
Castle, 2009, Game of Thrones papers, HES, Edinburgh, UK. 

Figure 44: The castle courtyard before redecoration. © RCAHMS 

Figure 45: A protective membrane is laid to receive sand and soil 
mixture. (Courtesy of HES) 
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Fire:  

 

Fire is a particular issue in older castles like Doune, because, as Owen explained, “the 

stonework tends to be quite wet and if you dry it out suddenly, it tends to crack, so we don't 

have heat in our monuments on the whole.” During filming for Game of Thrones, a gas fire 

was used in Doune’s kitchen fireplace. To minimize the risk of damage, the fire was fuelled 

by propane gas so that it would emit minimal amounts of heat. The fireplace, itself, was 

dressed in fireproof materials and insulation, and the area was ventilated using an extractor 

fan. Trained SFX technicians and a fireman supervised the process.137 

 

The production also used candles and cast iron fire braziers to dress scenes throughout the 

castle. These were required to be a minimum distance from any walls or surfaces, and 

protective layers were placed beneath them to prevent stains from dripping wax. Candles 

																																																								
137 Fire & Blood Productions Ltd., “Game of Thrones Special Effects, Doune Castle Risk Assessment and 
Method Statement – Kitchen Fire,” 2009, Game of Thrones papers, HES, Edinburgh, UK. 

Figure 46: The Great Hall decorated with numerous unlit candles and candelabras. (Courtesy of HES) 
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were only allowed to be lit while the cameras were rolling, and they were monitored by a 

designated prop man, who was equipped with a snuffer and fire-fighting equipment.138 

 

Special Effects:  

 

The filming at Doune Castle also included the use of artificial ash and snow. In both 

instances, HES requested product information sheets and samples, so that its technical 

conservation specialists could assess their chemical make-up and conduct tests before 

granting approval. Both of the proposed products are chemical-free, non-toxic, and 

biodegradable. They are designed to stick to pre-wetted surfaces and be easily washed away 

with water. The artificial snow that Game of Thrones used was a product called PowderFrost, 

which is made of organic wood pulp.139 The ash was a product called “Paper Ash.”140 HES 

tested both products by rubbing them on stones that were used to make repairs at Doune and 

attempting to remove them. After examining the results, HES determined that these products 

would not harm the castle and granted permission for their use. The fake ash was used to 

dress the kitchen fireplace; however, some of it did not wash off completely.141 

 

Impacts & Lessons Learned: 

 

Because of HES’s inexperience managing large-scale filming endeavours at the time, the 

Game of Thrones shoot at Doune Castle was at times an arduous experience. Pill described it 

as the most difficult of her career as a location manager; although she expressed an interest in 

returning.142 The procedures and protective measures that were put in place succeeded in 

mitigating significant, lasting damage to the castle, but perhaps more importantly, the 

experience became a valuable learning experience that influenced the way in which HES 

manages filming on its properties.  

 

As the next major production to film at Doune Castle for an extended period of time, 

Outlander, has reaped the benefits of these lessons. During the Game of Thrones shoot, the 

																																																								
138 Game of Thrones Art Department. 
139 Darcey E. Crownshaw, “Risk Assessment PowderFrost,” Snow Business International Ltd., September 23, 
2008, Game of Thrones papers, HES, Edinburgh, UK. 
140 Snow Business, “Material Safety Data Sheet Grey and Black Chemical Free Paper Ash,” Game of Thrones 
papers, HES, Edinburgh, UK. 
141 Caine and Owen, interview. 
142 Pill, interview. 
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castle remained open to the public, a decision which necessitated bussing visitors to the site 

from the nearby village. HES determined that this arrangement was too “chaotic” in its post-

filming evaluations, and decided to close the castle for Outlander, establishing a precedent 

that closure would be permitted, depending on the site and scale of the production. Outlander 

also copied the methodology for creating a dirt surface in the courtyard from the 

specifications that were prepared for Game of Thrones.143 

 

Doune Castle, meanwhile, has experienced a boom in visitor numbers since hosting these 

productions. The castle reported a 44% increase in summer visitors in the year after 

Outlander premiered.144 “It's crazy, because it was a one-person staffed site before…and now 

they're scrambling around trying to get staff recruited to look after it,” Caine explained. “But 

it's good if you get something like that. It's perfect for us, because more money goes in, 

which means more investment can be made in the upkeep of the site, so it's brilliant for us.145 

 

																																																								
143 Caine and Owen, interview. 
144 Lennon. 
145 Caine and Owen, interview.  
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Conclusions 
 

As long as location filming continues to provide demonstrable benefits to both heritage sites 

and production companies, it will continue to take place at a high rate, and indeed, the on-

going demand for high-quality film and television content and the multiplication of viewing 

platforms suggest that filming at historic locations may, in fact, increase in the coming years. 

The impact of filming activity on historic sites and properties, therefore, is a globally relevant 

topic that deserves much closer attention, particularly as a specialized concern within the 

field of architectural conservation. 

 

This dissertation has aimed to shine a much-needed light on the subject by producing a 

practical, introductory guide to the physical protection and care of the historic built fabric 

during filming. To achieve this goal, the study began by describing the history and benefits of 

location filming in order to uncover the reasoning behind its practice. The middle chapters 

summarized the types of threats that a historic property may face during filming and the 

potential means of mitigating them, followed by an examination of how conservation efforts 

may be integrated into the established filmmaking process. Lastly, a range of selected case 

studies provided real-world context for the generalized discussion in the earlier chapters.  

 

The resulting work revealed that despite the inherent risks, historic sites and properties can 

safely engage in and reap the benefits of filming without sacrificing their historic integrity as 

long as the experience is properly and carefully managed. The recommended method that 

emerged from a wide range of specialists, primary source documents, and other resources is 

largely similar across organizations, properties, and production teams and can be compared to 

the process that takes place when any repair, maintenance, or intervention work is considered 

at a historic property: proposals must be made, qualifications and experience scrutinized, 

risks and benefits weighed, consent obtained, and contracts negotiated and signed. Such a 

rigorous system is essential to ensuring that the rewards afforded by engaging in filming 

activity outweigh the risks. 

 

As filming continues to take place in historic locations around the world, it will be important 

to continue searching for ways to improve how this type of activity is managed. In spite of 
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the general similarities between their policies and approaches to filming, the heritage 

community could benefit from a forum in which to share expertise about the filming 

experience and to formulate a unified set of guidelines that all historic property owners can 

use. In particular, the use and effects of new technologies and chemical products deserves 

much closer study, which a centralized forum could also help coordinate. Ultimately, it is 

hoped that more people will begin to consider the impact of filming on the world’s invaluable 

historic spaces in the years to come so that these “heritage film sets” may harness the full 

advantages of film involvement, not simply as a means of prolonging their physical 

existence, but as a means of creating lasting bonds with wider audiences of people. 

 



The Heritage Film Set: The Protection & Care of Historic Filming Locations 
	

73	

List of Figures 
 
Cover photo: Courtesy of Carnival Films & Television. Photographer - Nick Briggs. 
 
Figure 1: Filming in action at Alnwick Castle (Courtesy of Carnival Films & Television. 
Photographer - Nick Briggs). 
 
Figure 2: A 1923 Hollywood film set for In the Palace of the King. (Reproduced from 
“Hollywood set - interior view of palace,” 1923, photograph, Library of Congress, 
Washington, DC. Accessed August 16, 2016, 
http://www.loc.gov/pictures/item/2002713066/). 
 
Figure 3: A scene from the 1953 film Roman Holiday, filmed on the Spanish Steps in Rome. 
(Reproduced from “Cropped screenshot of Audrey Hepburn and Gregory Peck from the 
trailer for the film Roman Holiday,” 1953, screenshot, Wikimedia Commons. Accessed 
August 16, 2016, https://commons.wikimedia.org/w/index.php?curid=2470303). 
 
Figure 4: “Follow in the footsteps of Claire and Jamie.” An NTS location guide for 
Outlander. (Reproduced from “Discovering Outlander,” 2015, travel guide, National Trust 
for Scotland, Edinburgh. Accessed August 16, 2016, 
http://www.nts.org.uk/Downloads/Travel-Trade/Itineraries/discovering_outlander.pdf). 
 
Figure 5: A tourism brochure for the Oxfordshire Cotswolds featuring Dowton Abbey. 
(Reproduced from “Downton Abbey in the Cotswolds,” leaflet, Oxfordshire Cotswolds. 
Accessed August 16, 2016, 
http://www.oxfordshirecotswolds.org/dbimgs/DowntonAbbey_Leaflet(1).pdf.) 
 
Figure 6: A “Predictive Model” for assessing screen tourism potential (Reproduced from 
Olsberg SPI, “Quantifying Film and Television Tourism,” 45). 
 
Figure 7: Still from The Duchess (Courtesy of Snap Stills/REX/Shutterstock). 
 
Figure 8: Map of candelabra locations from risk assessment for The Duchess. (Reproduced 
from Green, “The Duchess Movie Ltd – Risk Assessment,” National Trust). 
 
Figure 9: Plastazote foam protection installed on various historic features at Alnwick Castle 
(Courtesy of Northumberland Estates). 
 
Figure 10: Plastazote foam protection installed on various historic features at Alnwick Castle 
(Courtesy of Northumberland Estates). 
 
Figure 11: Plastazote foam protection installed on various historic features at Alnwick Castle 
(Clare Flynn, 2016, photograph). 
 
Figure 12: Protective materials installed using cotton tape ties (Courtesy of Northumberland 
Estates). 
 



The Heritage Film Set: The Protection & Care of Historic Filming Locations 
	

74	

Figure 13: Floors protected with Correx. (Courtesy of English Heritage). 
 
Figure 14: Middle Temple Gardens, London (Clare Flynn, 2016, photograph). 
 
Figure 15: Loading guide for pavements and surfaces at Middle Temple (Courtesy of The 
Honourable Society of the Middle Temple). 
 
Figure 16: Culross village before redecoration for Outlander (Reproduced from “Change of 
Colour,” 2014, internal document, National Trust for Scotland, Edinburgh). 
 
Figure 17: Buildings in Culross with new painting scheme during the filming of Outlander  
(Reproduced from “Change of Colour,” 2014, internal document, National Trust for 
Scotland, Edinburgh). 
 
Figure 18: A special effects specialist on set (Reproduced from Megan Taylor, “The filming 
of ‘Mariah Mundi and the Midas Box’ at St Michael’s Mount, Cornwall,” photograph, 
National Trust Images. Accessed August 16, 2016, 
http://www.nationaltrustimages.org.uk/image/983916). 
 
Figure 19: Smoke machines in use during filming at St. Michael's Mount, Cornwall 
(Reproduced from Megan Taylor, “Crowd filming handing scene during the filming of 
‘Burke and Hare’ at Knole, Kent,” photograph, National Trust Images. Accessed August 16, 
2016, http://www.nationaltrustimages.org.uk/image/189661). 
 
Figure 20: Artificial snow at a National Trust property (Reproduced from Victoria Marsland, 
“Icon 16 CCG and Historic Interiors Session,” PowerPoint presentation, National Trust, 
Swindon, UK.) 
 
Figure 21: Lighting rigs set up at Montacute House, Somerset for filming of Wolf Hall 
(Reproduced from Chris Lacey, “Filming for the 2015 BBC adaptation of Hilary Mantel's 
'Wolf Hall' at Montacute House, Somerset,” photograph, National Trust Images. Accessed 
August 16, 2016, http://www.nationaltrustimages.org.uk/image/1076957). 
 
Figure 22: A project conservator can help supervise filming. (Reproduced from Marsland, 
“Icon 16,” National Trust). 
 
Figure 23: Skellig Michael, Ireland (Courtesy of Edward Bourke). 
 
Figure 24: Filming camp and equipment at the Upper Monk’s Garden (Courtesy of Edward 
Bourke). 
 
Figure 25: Helicopter landing on Skellig Michael during filming (Courtesy of Edward 
Bourke). 
 
Figure 26: A rope access specialist transporting equipment (Courtesy of Edward Bourke). 
 
Figure 27: A generator being transported (Courtesy of Edward Bourke). 
 
Figure 28: Hazard tape marks areas that are off-limits (Reproduced from Bourke and 

Buckley, “Report to UNESCO,” 2015, DAHG, Dublin). 



The Heritage Film Set: The Protection & Care of Historic Filming Locations 
	

75	

Figures 29: A dry stone doorway sustained damage, was stabilized, and repaired (Reproduced 
from Bourke and Buckley, “Report to UNESCO,” 2015, DAHG, Dublin). 
 
Figures 30: A dry stone doorway sustained damage, was stabilized, and repaired (Reproduced 
from Bourke and Buckley, “Report to UNESCO,” 2015, DAHG, Dublin). 
 
Figures 31: A dry stone doorway sustained damage, was stabilized, and repaired (Reproduced 
from Bourke and Buckley, “Report to UNESCO,” 2015, DAHG, Dublin). 
 
Figure 32: A sign before and after being covered with native and artificial plant life (Courtesy 
of Edward Bourke). 
 
Figure 33: A sign before and after being covered with native and artificial plant life (Courtesy 
of Edward Bourke). 
 
Figures 34: The fence at Christ's Saddle before and after removal (Reproduced from Bourke 
and Buckley, “Report to UNESCO,” 2015, DAHG, Dublin). 
 
Figures 35: The fence at Christ's Saddle before and after removal (Reproduced from Bourke 
and Buckley, “Report to UNESCO,” 2015, DAHG, Dublin). 
 
Figure 36: Filming camp and equipment at Christ’s Saddle (Courtesy of Edward Bourke). 
 
Figure 37: Doune Castle, Scotland (Reproduced from “Doune Castle. View from South-East. 
Digital image of A 7221 CN,” 1985, photograph, Canmore. Accessed August 16, 2016, 
http://canmore.org.uk/collection/798571). 
 
Figure 38: Protective track laid over access road. (Courtesy of Historic Environment 
Scotland). 
 
Figure 39: Protective materials installed in castle entrance (Courtesy of Historic Environment 
Scotland). 
 
Figure 40: Plastazote padding between rigid structure and historic fabric (Courtesy of 
Historic Environment Scotland). 
 
Figure 41: Art Department plan for constructing the light rig in the Great Hall, showing 
equipment weights and directions to avoid fixing into the historic fabric (Reproduced from 
“’Game of Thrones’ – Castle Great Hall – Ceiling Layout,” internal document, Game of 
Thrones papers, Historic Environment Scotland, Edinburgh). 

Figure 42: Light rig in the Great Hall with metal pipes soft-padded against historic fabric 
(Courtesy of Historic Environment Scotland). 

Figure 43: Art Department drawing for wooden structure in the courtyard (Reproduced from 
“A Game of Thrones – Ext. Winterfell – Inner Bailey Kitchen Outhouse,” drawing, Game of 
Thrones papers, Historic Environment Scotland). 

Figure 44: The castle courtyard before redecoration. (Reproduced from “Doune Castle. Inside 
courtyard from South. Digital image of A 7142 CN,” 1985, photograph, Canmore. Accessed 
August 16, 2016, https://canmore.org.uk/collection/798573). 



The Heritage Film Set: The Protection & Care of Historic Filming Locations 
	

76	

 
Figure 45: A protective membrane is laid to receive sand and soil mixture (Courtesy of 
Historic Environment Scotland). 
 
Figure 46: The Great Hall decorated with numerous unlit candles and candelabras (Courtesy 
of Historic Environment Scotland). 
 
Figure 47: Alnwick Castle (Clare Flynn, 2016, photograph). 
 
Figure 48: Castle staff watching the filming (Courtesy of Northumberland Estates). 
 
Figure 49: China cabinet (above) and barometer (below) wrapped in Plastazote (Courtesy of 
Gill Keay). 
 
Figure 50: China cabinet (above) and barometer (below) wrapped in Plastazote (Courtesy of 
Northumberland Estates). 
 
Figure 51: Camera equipment next to the Cucci Cabinets, which are wrapped in Plastazote 
(Courtesy of Northumberland Estates). 
 
Figure 52: Camera equipment next to the Cucci Cabinets, which are wrapped in Plastazote 
(Courtesy of Northumberland Estates). 
 
Figure 53: Heavy camera equipment stored on layer of plywood (Courtesy of 
Northumberland Estates). 
 
Figure 54: External lighting towers (Courtesy of Northumberland Estates). 
 
Figure 55: Helium balloon lights in the dining room (Courtesy of Gill Keay). 
 
Figure 56: Helium canister in plastic box (Courtesy of Northumberland Estates). 
 
Figure 57: Stains left by spilled drinks (Courtesy of Northumberland Estates). 
 
Figure 58: “On Location” film tour at Alnwick Castle. (Clare Flynn, 2016, photograph). 
 
Figure 59: St. Mary's Church, Bampton (Clare Flynn, 2016, photograph). 
 
Figure 60: Streets and residences in the main village square (Clare Flynn, 2016, photograph). 
 
Figure 61: The "Crawley House" in Bampton (Clare Flynn, 2016, photograph). 
 
Figure 62: Filming inside St. Mary's Church (Courtesy of Carnival Films & Television. 
Photographer - Nick Briggs). 
 
Figure 63: Dog bin and pipes ready to be hidden with prop coverings (Courtesy of Bampton 
Community Archive). 
 
Figure 64: Dog bin and pipes dressed for filming (Courtesy of Bampton Community 
Archive). 



The Heritage Film Set: The Protection & Care of Historic Filming Locations 
	

77	

 
Figure 65: Village library transformed into the “Downton Cottage Hospital” (Courtesy of 
Bampton Community Archive). 
 
Figure 66: Set pieces weighted by sandbags to create the “Dog and Duck Pub” (Courtesy of 
Bampton Community Archive). 
 
Figure  67: Downton Abbey memorabilia in library gift shop (Clare Flynn, 2016, photograph). 
 
Figure 68: Bampton village library (Clare Flynn, 2016, photograph). 
 
Figure 69: "The Downton Mile." (Reproduced from “Downton Mile Map,” poster, Bampton 
Community Archive. Accessed August 16, 2016, 
http://www.downtonmile.co.uk/images/A4%20Downton%20Mile%20Map.pdf). 



The Heritage Film Set: The Protection & Care of Historic Filming Locations 
	

	 78	



The Heritage Film Set: The Protection & Care of Historic Filming Locations 
	

	 79	

References 
 
 

INTERVIEWS 
 
Allchin, Ian (Estate Operations Manager, Old Royal Naval College, Greenwich). Interview 

by Clare Flynn, April 26, 2016. Appendix D. 
 
Bourke, Edward (Senior Archaeologist, Department of Arts, Heritage and the Gaeltacht). 

Interview by author, May 5, 2016. Appendix D.  
 
Baxter, Clare (Collections and Archives Manager, Northumberland Estates) and Eve 

Revershon (Collections Assistant, Northumberland Estates). Interview by author, May 
5, 2016. Appendix D. 

 
Caine, Fran (Assistant Events Manager, Historic Environment Scotland) and Kirsty Owen 

(Cultural Resources Advisor, Historic Environment Scotland). Interview by author, 
April 26, 2016. Appendix D. 

 
Edgington, Harvey (Head of Filming and Locations, National Trust) and Victoria Marsland 

(Conservator and Filming Specialist, National Trust). Interview by author, June 27, 
2016. Appendix D. 

 
Ellis, Mark “Sparky” (location manager). Interview by author, July 11, 2016. Appendix D. 
 
Johnson, Sally (East Collections Conservator, English Heritage). Interview by author, May 9, 

2016. Appendix D. 
 
Keay, Gill (project conservator). Interview by author, February 18, 2016. Appendix D. 
 
Marshall, Rae (Events and Filming Administrator, English Heritage). Interview by author, 

May 18, 2016. Appendix D. 
 
Pill, Emma (location manager). Interview by author, July 3, 2016. No audio recorded. 
 
Rathband, Anna (Filming Manager, National Trust for Scotland). Interview by author, May 9, 

2016. Appendix D. 
 
Rouse, Janet (Archivist, Bampton Community Archive). Interview by author, June 26, 2016. 

Appendix D. 
 
Sheridan, Nancy (Architectural Historian & Film Advisor, Heritage4Media). Interview by 

author, April 5, 2016. Appendix D. 
 
Wakelin, Laura (Director of Communications & Marketing, Black Country Living Museum). 

Interview by author, July 8, 2016. Appendix D. 
 
 



The Heritage Film Set: The Protection & Care of Historic Filming Locations 
	

	 80	

INTERNAL DOCUMENTS & GUIDELINES 
 
Adshead, David, Harvey Edgington, Katy Lithgow, Vicki Marsland and Sarah Staniforth. 

“Guidance: Filming Requests for Redecoration,” 2013. Internal document. National 
Trust. Swindon, UK.  

 
Bourke, Edward. “Sceilg Mhichíl World Heritage Site - Report to UNESCO on Film 

Production Activities Undertaken at the World Heritage Property.” Dublin: 
Department of Arts, Heritage and the Gaeltacht, 2014. Courtesy of Edward Bourke. 

 
Bourke, Edward and Philip Buckley. “Sceilg Mhichíl World Heritage Site - Report to 

UNESCO on Film Production Activities Undertaken at the World Heritage Property 
in September 2015.” Dublin: Department of Arts, Heritage and the Gaeltacht, 2015. 
Accessed July 22, 2016, http://www.ahrrga.gov.ie/app/uploads/2015/10/sceilg-
mhichil-world-heritage-site-filming-report.pdf. 

 
Clowes, Graham. “Hot Work Permit – Application and Risk Assessment,” 2011. Internal 

document. National Trust. Swindon, UK. 
 
Crownshaw, Darcey E. “Risk Assessment PowderFrost.” Snow Business International Ltd., 

September 23, 2008. Game of Thrones papers. Historic Environment Scotland. 
Edinburgh, UK. 

 
Dalzell, Julia C. “Post Filming Report,” July 23, 2015. Internal collections. Northumberland 

Estates. 
 
Edgington, Harvey and Lauren Taylor. “Filming: Terminology/Glossary,” 2016. Internal 

document. National Trust. Swindon, UK. 
 

Fire & Blood Productions Ltd. “Game of Thrones Special Effects, Doune Castle Risk 
Assessment and Method Statement – Kitchen Fire,” 2009. Game of Thrones papers. 
Historic Environment Scotland. Edinburgh, UK. 

 
Game of Thrones Art Department. “Doune Castle Method Statement.” SMC Application to 

Film at Doune Castle, 2009. Game of Thrones papers. Historic Environment Scotland. 
Edinburgh, UK. 
 

Gourlay, Hugh. “Filming at Historic Scotland Properties.” Outlander file. Historic 
Environment Scotland. Edinburgh, UK. 

 
---. “Outlander – Historic Scotland – Doune Castle Request,” June 24, 2013. Outlander file. 

Historic Environment Scotland. Edinburgh, UK. 
 
Green, T. “The Duchess Movie Ltd – Risk Assessment,” October 29, 2007. Internal 

collections. National Trust. Swindon, UK. 
 
Historic Environment Scotland. “A Guide to Filming at Historic Environment Scotland 

Properties.” Accessed July 30, 2016, 
https://www.historicenvironment.scot/media/3027/filming-guidance-for-staff-and-
customers.pdf. 



The Heritage Film Set: The Protection & Care of Historic Filming Locations 
	

	 81	

 
---. “Filming Request Form.” Accessed July 30, 2016, 

https://www.historicenvironment.scot/media/2952/hes-filming-request-form.docx. 
 
Johnson, Sally. “Guidelines for Filming & Photography at English Heritage Sites,” 2015. 

Internal document. English Heritage. Swindon, UK.  
 
Keay, Gill. “Post Filming Report,” August 27, 2014. Internal collections. Northumberland 

Estates. 
 
---. “Post Filming Report,” July 23, 2015. Internal collections. Northumberland Estates. 
 
Kidd, Stewart and Sharon Haire. “Guide for Practitioners 7 - Fire Safety Management in 

Traditional Buildings,” Parts 1 & 2. Edinburgh: Historic Scotland, 2010. 
 

Lithgow, Kathy, Nigel Blades and Victoria Marsland. “Guidance: Artificial Smoke and Other 
Special Effects,” 2013. Internal document. National Trust. Swindon, UK. 

 
Marsland, Victoria. “Guidance – Filming: The Process and the Risks,” 2012. Internal 

document. National Trust. Swindon, UK. 
 

Snow Business. “Material Safety Data Sheet Grey and Black Chemical Free Paper Ash.” 
Game of Thrones papers. Historic Environment Scotland. Edinburgh, UK. 

 
National Trust. “Application for Filming & Photography at National Trust Properties,” 2016. 

Internal document. Swindon, UK. 
 
National Trust for Scotland. “Filming Enquiry Form,” 2016. Internal document. Edinburgh, 

UK. 
 
Owen, Kirsty. Email to author. May 13, 2016. 
 
---. “Game of Thrones – CRT Involvement.” Letter to Peter Yeoman, October 20, 2009. 

Game of Thrones papers. Historic Environment Scotland. Edinburgh, UK. 
 
Pill, Emma. Email to Kirsty Owen, September 24, 2009. Game of Thrones papers. Historic 

Environment Scotland. Edinburgh, UK. 
 
 
BOOKS & REPORTS 
 
Blair, John. “Bampton: A Minster-Town.” In An Historical Atlas of Oxfordshire, edited by 

Kate Tiller and Giles Darkes. Finstock, UK: Oxfordshire Record Society, 2010. 
 
BOP Consulting. “Review of the Film Sector in Scotland.” Report for Creative Scotland, 

January 2014. Accessed August 16, 2016, 
http://www.creativescotland.com/__data/assets/pdf_file/0018/25245/Review_of_the_
Film_Sector_in_Scotland_-_Jan_2014.pdf. 

 



The Heritage Film Set: The Protection & Care of Historic Filming Locations 
	

	 82	

Borden, Diane. “Travelogue as Traumalogue – Space, Place, and Memory in Vertigo.” In The 
San Francisco of Alfred Hitchcock’s Vertigo: Place, Pilgrimmage, and 
Commemoration, edited by Douglas A. Cunningham, 153-176. Lanham, MD: The 
Scarecrow Press, Inc. 2012. 

 
FilmL.A. Research. “2013 Feature Film Production Report.” Los Angeles: FilmL.A. Inc., 

2014. 
 
Gifford, John, Frank Arneil Walker and Richard Fawcett. Stirling and Central Scotland. 

Buildings of Scotland. New Haven: Yale University Press, 2002. 
 
Grundy, John, Grace McCombie, Peter Ryder, Humphrey Welfare, Nikolaus Pevsner and 

Stafford Linsley. Northumberland. The Buildings of England. Second ed. London: 
Penguin Books, 1992. 

 
Hall, Sheldon and Stephen Neale. Epics, Spectacles, and Blockbusters: A Hollywood History. 

Contemporary Approaches to Film and Television Series. Detroit: Wayne State 
University Press, 2010.		

 
Kuhn, Annette and Guy Westwell. A Dictionary of Film Studies. Oxford Paperback 

Reference. Oxford: Oxford University Press, 2012. 
 
Masterman, Amy R. “History for Hire: Using Cultural Resources as Film Locations.” 

Washington, DC: National Trust for Historic Preservation, 1995. 
 
Merritt, Jane and Julie A. Reilly. Preventive Conservation for Historic House Museums. 

Lanham, MD: AltaMira Press, 2010. 
 
Monaco, James. How to Read a Film: The Art, Technology, Language, History, and Theory 

of Film and Media. Revised ed. New York: Oxford University Press, 1981. 
 
National Trust. The National Trust Manual of Housekeeping: Care and Conservation of 

Collections in Historic Houses. Rev. ed. Swindon: National Trust, 2011. 
 
Olsberg SPI. “Quantifying Film and Television Tourism in England: Report for Creative 

England in association with VisitEngland.” March 4, 2015. Accessed August 16, 
2016, http://applications.creativeengland.co.uk/assets/public/resource/140.pdf 

 
Olsberg SPI and Nordicity. “Economic Contribution of the UK’s Film, High-End TV, Video 

Game, and Animation Programming Sectors.” Report presented to the BFI, Pinewood 
Shepperton plc, Ukie, the British Film Commission and Pact, February 2015. 
Accessed August 16, 2016, http://www.o-spi.co.uk/wp-content/uploads/2015/02/SPI-
Economic-Contribution-Study-2015-02-24.pdf. 

 
Sherwood, Jennifer and Nikolaus Pevsner. Oxfordshire. The Buildings of England. London: 

Penguin Books, Ltd., 1974. 
 
Thompson, Kristin and David Bordwell. Film History: An Introduction. Second ed. London: 

McGraw-Hill, 2003. 
 



The Heritage Film Set: The Protection & Care of Historic Filming Locations 
	

	 83	

 
DISSERTATIONS 
 
Masterman, Amy R. “On-Location in North Carolina: The Use of Cultural Resources in 

Filmmaking.” MA thesis, University of Georgia, 1995. 
 
Steinhart, Daniel. “All the World’s a Studio: The Internationalization of Hollywood 

Production and Location Shooting in the Postwar Era.” PhD diss., University of 
California, Los Angeles, 2013. 

 
 

PERIODICALS & NEWSPAPERS  
 
Lennon, Holly. “Scots Tourism Feels ‘Outlander’ Effect of Hit TV Show.” The Scotsman, 

October 30, 2015. Accessed July 8, 2016, http://www.scotsman.com/heritage/people-
places/scots-tourism-feels-outlander-effect-of-hit-tv-show-1-3933138. 

 
Poniewozik, James. “The Paradox of Television’s New Golden Age: You Don’t Have Time 

to Watch It.” Time 185, no. 23 (2015). Accessed July 8, 2016, 
http://time.com/3917707/the-paradox-of-televisions-new-golden-age-you-dont-have-
time-to-watch-it/. 

 
Sylt, Christian. “Rags to Riches: Disney Earns £170m in Tax Breaks as UK Film Industry 

Grows.” The Guardian (London, England). October 2, 2014. 
 
Thompson, Derek. “Netflix, House of Cards, and the Golden Age of Television.” The 

Atlantic. February 27, 2013. Accessed July 8, 2016, 
http://www.theatlantic.com/business/archive/2013/02/netflix-house-of-cards-and-the-
golden-age-of-television/272869/. 
 

 
WEBPAGES 
 
“About the National Trust.” National Trust. Accessed July 24, 2016, 

https://www.nationaltrust.org.uk/features/about-the-national-trust. 
 
“Alnwick Castle Displays Furniture Worth Millions.” The Journal, June 25, 2013. Accessed 

July 24, 2016, http://www.thejournal.co.uk/news/north-east-news/alnwick-castle-
displays-furniture-worth-4431158. 

 
“Art and Collections.” Alnwick Castle. Accessed July 24, 2016, 

https://www.alnwickcastle.com/explore/whats-here/art-collections. 
 
“Doune Castle SM12765.” Historic Environment Scotland. Acessed July 23, 2016, 

http://portal.historicenvironment.scot/designation/SM12765.  
 
“Pilot episode.” Game of Thrones Wiki. Accessed July 23, 2016, 

http://gameofthrones.wikia.com/wiki/Pilot_episode. 
 

 



The Heritage Film Set: The Protection & Care of Historic Filming Locations 
	

	 84	

 
VIDEO 
 
The Secrets of The Force Awakens: A Cinematic Journey. Directed by Laurent Bouzereau 

(2016). iTunes Extra. 



The Heritage Film Set: The Protection & Care of Historic Filming Locations 
	

	 85	

APPENDIX A 

Additional Case Studies 
	

 

3. ALNWICK CASTLE, NORTHUMBERLAND, U.K. 
 
Downton Abbey Christmas Specials (2014 & 2015) 
 

Alnwick Castle is a Grade I listed castle and stately home located in the town of Alnwick, 

Northumberland. The complex – with its characteristic medieval keep, towered curtain walls, 

gatehouse, and barbican – is an amalgamation of constructions and alterations from many 

different time periods, the oldest dating back to the 12th century. A majority of what is visible 

today was built by Henry de Percy and his son in the early 14th century after de Percy 

purchased the castle in 1309. Alnwick Castle has remained in the ownership of the Percy 

family ever since. 

 

In the middle of the 18th century, the Percy family was granted the title Duke of 

Northumberland, and began to renovate the castle, so that it could once again serve as the 

family’s residence. As part of these works, a Neo-Gothic interior decorative scheme was 

carried out by Robert Adam. In the middle of the 19th century, much of his work was 

replaced by a new Italianate scheme by Anthony Salvin. Today, Alnwick Castle continues to 

serve as a residence for the present Duke of Northumberland and his family.146  

 

In addition to its long, storied history, the castle’s State Rooms also house one of the most 

notable private collections of art and furniture in the U.K, including works by Canaletto, 

Titian, and Van Dyck and the priceless “Cucci Cabinets.”147 The cabinets were custom-made 

for Louis XIV’s palace of Versailles and have been described as the “most expensive items of 

furniture in the world.”148  

 
																																																								
146 John Grundy, et al., Northumberland, The Buildings of England, Second ed. (London: Penguin Books, 
1992), 135-9. 
147 “Art and Collections,” Alnwick Castle, accessed July 24, 2016, 
https://www.alnwickcastle.com/explore/whats-here/art-collections. 
148 “Alnwick Castle Displays Furniture Worth Millions,” The Journal, June 25, 2013, accessed July 24, 2016, 
http://www.thejournal.co.uk/news/north-east-news/alnwick-castle-displays-furniture-worth-4431158. 
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The exterior of Alnwick Castle has been used in filming on numerous occasions, most 

famously standing in for Hogwarts in Harry Potter and the Sorcerer’s Stone (2001) and 

Harry Potter and the Chamber of Secrets (2002). In the summers of 2014 and 2015, the 

castle’s State Rooms hosted filming for the first time, portraying Brancaster Castle in the 

Christmas Specials of the final two seasons of Downton Abbey. That experience is the focus 

of this case study. 

 

Filming Request & Consent: 

 

The decision to allow Downton Abbey to film inside Alnwick Castle was made by the castle’s 

owners, the Duke and Duchess of Northumberland. As their family home, and a museum full 

of priceless works of art, they had previously not welcomed filming in this part of the castle 

and had denied every request of this nature. When it came to Downton Abbey, however, Clare 

Baxter, Collections and Archives Manager for Northumberland Estates, said that the Duke 

Figure 47: Alnwick Castle 
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and Duchess made a rare exception, because they felt “they couldn’t not be part of it, because 

it was such a phenomenon.”149 

 

Prior to granting their permission, castle staff involved with running the estate engaged in 

recces with the production company and negotiated the terms of filming. During this process, 

the Collections department requested that the production pay for a project conservator to 

supplement the castle’s regular staff and provide full-time supervision of the filming activity. 

This was included in final the location agreement.  

 

Supervision: 

 

In both years of filming for Downton Abbey, the estate 

staff consulted the National Trust to hire a project 

conservator. Gill Keay, a freelance project conservator 

who has supervised filming at numerous National Trust 

properties, filled this role in 2014 and again in 2015. In 

2015, a second project conservator, Julia Dalzell, 

supervised the second half of filming, because Keay 

was unavailable to work for the entire period.  

 

A rotation of castle staff were also onsite to answer 

questions and monitor the filming activity, particularly 

in areas of the estate where the project conservator 

could not be present, because she was supervising 

filming in another part of the castle. In 2015, the 

castle’s trained guides were stationed in each room to 

provide additional support. 

 

Mechanical Impacts: 

 

A significant concern throughout the filming process was the risk of damage to the castle’s 

stately interiors and priceless art and furniture collection from blunt impacts with the copious  

																																																								
149 Baxter and Reverchon, interview. 

Figure 48: Castle staff watching the filming. 
(Courtesy Northumberland Estates)  
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amounts of heavy equipment that the film crew 

brought with them. “It's quite scary when they 

first arrive, and you just don't know what's going 

to happen,” Eve Reverchon, a Collections 

Assistant who helped supervise the filming. 

“Especially when it was the first time…because 

you can't really picture it until they all arrive with 

all their kits.”150 

 

With this in mind, the staff began mitigating the 

risk of damage by removing any loaned items or 

collection pieces that had been identified as “at 

risk” and placing them into storage before the 

film crew arrived.151 Protective materials were 

then installed in vulnerable locations throughout 

the castle. Doorways, doorknobs, corners, and 

other projecting architectural features were 

covered in Plastazote foam, as were windowsills 

where the crew had laid cables to run electricity to 

exterior lighting towers. Correx was placed on 

sensitive floor surfaces, and leaned up against 

walls, doors, or furniture. Immovable collections 

items, such as a china cabinet and barometer in a 

corridor where equipment was being carried, were 

also wrapped in Plaztazote. During filming in the 

Drawing Room, cameras were placed next to the 

Cucci Cabinets, which were wrapped in layers of 

Plastazote to protect them from any accidental 

impacts. These protective layers were attached 

using cotton tape ties or by simply leaning them 

up against the vulnerable item (Figures 49-52). 

																																																								
150 Baxter and Reverchon, interview. 
151 Julia C. Dalzell, “Post Filming Report,” July 23, 2015, internal collections, Northumberland Estates, 2. 

Figures 49-50: China cabinet (above) and barometer 
(below) wrapped in Plastazote.  (Courtesy 
Northumberland Estates) 
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In 2014, the castle staff and project conservator worked to install protective layers prior to the 

film crew’s arrival,152 but in 2015, the crew did not bring the Correx until the day of filming, 

so some protection had to be installed as risks were identified.153 In spite of these protective 

measures, some damage did occur as a result of the filming. One door was scratched and 

another lost a piece of timber near its handle.154 

 

Structural Loading: 

 

Another crucial concern was the effect of 

high structural loads throughout the castle. 

The production’s video village and 

equipment storage were accommodated on 

layers of Correx in the Upper Guard 

Chamber, because this room was 

determined to have a high structural 

loading capacity.155 Where heavy 

equipment, such as cameras or dollies, 

																																																								
152 Gill Keay, “Post Filming Report,” August 27, 2014, internal collections, Northumberland Estates, 1.  
153 Gill Keay, “Post Filming Report,” July 21, 2015, internal collections, Northumberland Estates, 2. 
154 Dalzell, 6. 
155 Baxter and Reverchon, interview. 

Figure 51-52: Camera equipment next to the Cucci Cabinets, which are wrapped in Plastazote. (Courtesy Northumberland 
Estates) 

Figure 53: Heavy camera equipment stored on layer of plywood. 
(Courtesy Northumberland Estates) 
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were used or stored, they were placed on  

thick layers of plywood to help spread the 

weight (Figure 53).  

 

In the Library, the film crew wanted to place 

a camera on a balcony overlooking the room; 

however, after a structural engineer assessed 

the balcony’s structural integrity, it was 

determined that it would not be able to safely 

bear this amount of weight. To enable the 

placement of a camera in this location, an 

upright Acrow prop was temporarily placed 

beneath the balcony, and the number of 

people allowed on the balcony during filming 

was limited to one cameraman.156 

 
Lighting: 

 

As noted in Chapter Two, the heat and UV 

radiation produced by lighting has become 

less of a concern in recent years, because of 

the development of more efficient lighting 

technologies. However, the construction of 

lighting rigs may still pose a threat to historic 

fabric.  To minimize the amount of equipment 

and necessity of building lighting rigs inside 

the State Rooms during the filming of 

Downton Abbey, lighting towers were 

constructed in the exterior castle grounds so 

the rooms where filming was taking place 

could be lit from the outside (Figure 54).  

 

																																																								
156 Dalzell, 2. 

Figure 54: External lighting towers. (Courtesy 
Northumberland Estates) 

Figure 55: Helium balloon lights in the dining room. 
(Courtesy Northumberland Estates) 
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Scenes in the Dining Room and Library were lit using helium balloons. In these instances, 

lights were placed inside large helium balloons, which were then inflated and raised to the 

ceiling (Figure 55). This is a minimally invasive solution for lighting a space with sensitive 

historic fabric, because it does not require the construction or fixing of a heavy lighting rig. 

Visually, it also allows filming to take place from all angles, because the balloons are only 

held in place by thin black cords.157 However, there are still risks involved. As the 

pressurized helium gas is released into the balloons, water can condense on the outside of the 

canisters in which the helium is stored. At Alnwick Castle, the project conservator advised 

that these canisters be placed inside a plastic box to prevent condensed water from pooling on 

the Dining Room floor (Figure  56).158 

 

 

 

 

																																																								
157 Pill, interview. 
158 Baxter and Reverchon, interview. 

Figure	56:	Helium	canister	in	plastic	box.	(Courtesy Northumberland Estates) 
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Chemical Contamination: 

 

Two notable issues that occurred during the 

filming were connected to the threat of damage 

from chemical contamination. Castle staff and 

the project conservators had to tell the 

production’s Hair and Makeup team not to use 

hairspray inside the castle on repeated 

occasions. This was noted as a major cause for 

concern in the post-filming reports and in 

subsequent interviews due to the risk of the 

spray landing on historic fabric or collections 

items. 

 

On another occasion, a food preparation area 

was set up in an inner corridor without prior 

approval from the castle staff or conservator. As 

a result, no protective material was placed on 

the floor in the area. When food or drink fell off 

the table, it left a stain on the floor that needed 

to be professionally cleaned and took months to 

fully disappear (Figure 57). 

 

Impacts & Lessons Learned: 

 

After the end of filming in both years, the project conservators each wrote a post-filming 

report to record the measures that had been put in place to protect Alnwick Castle, report any 

issues, and suggest areas for improvement. Both conservators noted that it would have been 

helpful to receive more detailed descriptions of the production company’s plans before the 

day of filming in order to adequately prepare the locations that were to be used. In 2014, 

Keay described the “weakest part of the project” as her lack of direct radio contact with the 

castle staff, stressing the importance of being able to have questions answered quickly and 

efficiently. The following year, she noted an improvement in on-site communication. 

 

Figure 57: Stains left by spilled drinks. (Courtesy 
Northumberland Estates) 
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They also suggested ways to improve supervision during filming. Keay expressed the value 

of evenly distributing property staff throughout the castle to help her monitor activity, as it 

was impossible for her to be in every room at once. She also advised that her efforts would be 

more successful if property staff set a good example for the crew by behaving “over-

carefully” and following their own set rules when interacting with the site and its 

collections.159 

 
Despite having successfully managed to minimize the impact of the filming to a few minor 

incidents, the Collections staff at Alnwick Castle expressed trepidation about welcoming 

filming into the castle interior again because of the amount of stress and risk it involved. “I'd 

prefer it never to happen,” Baxter said. “You just go around, and you see a potential accident 

in everything.” Reverchon communicated a similar feeling. “They only stayed for two weeks, 

but it was so intense,” she said. “It was just such a relief to see them walk away.”160 

 
Nevertheless, they recognized the value of filming, describing it as an important source of 

funding for exhibitions and research that the estate would not otherwise have the resources to 

undertake.161 Alnwick Castle has experienced the positive effects of filming to a particularly 

high degree. As mentioned in Chapter One, the castle reported a 230% increase in visitors 

since 2011, primarily from its involvement in the first two Harry Potter films.162 The annual 

value of international screen tourism to the castle is estimated at £1.2 million.163 

																																																								
159 Keay, “Post Filming Report,” 3. 
160 Baxter and Reverchon, interview. 
161 Idem. 
162 Ibid., 2. This number does not include the impact of filming for Downton Abbey, which took place after this 
study was carried out. 
163 Ibid, 29. 

Figure 58: “On Location” film tour at Alnwick Castle. 



The Heritage Film Set: The Protection & Care of Historic Filming Locations 
	

	 94	



The Heritage Film Set: The Protection & Care of Historic Filming Locations 
	

	 95	

4. BAMPTON, OXFORDSHIRE, U.K.  

Downton Abbey (6 series, 2010-2015) 
 

Background: 

 

Bampton is a stone-built village located in the Cotswolds in the English county of 

Oxfordshire. It first appeared in historical records in 1069 when William the Conqueror 

deeded the land to a vicar named Leofric,164 although the village also includes evidence of 

earlier Bronze Age, Roman, and Saxon settlements in the same location.165 It was an 

important market town until the 18th century.  

 

The parish church of Bampton, St. Mary’s, is predominantly a Late Norman structure with 9th 

century Saxon elements and 19th century alterations (Figure 59).  It steeple and aisles were 
																																																								
164 Janet Rouse (Archivist, Bampton Community Archive), interview by author, June 26, 2016, Appendix D. 
165 John Blair, “Bampton: A Minster-Town,” An Historical Atlas of Oxfordshire, ed. Kate Tiller and Giles 
Darkes (Finstock: Oxfordshire Record Society, 2010), 30. 

Figure 59: St. Mary's Church, Bampton. 
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built during a period of remodelling around 1270,166 and its walls are marked by crosses 

carved by Crusaders leaving for the Holy Land.167 

 

Between 2010 and 2015, the village hosted filming for all six series of the television 

programme Downton Abbey, standing in as the fictional town of Downton. Filming activity 

concentrated around St. Mary’s Church and the square, streets, and residences immediately 

surrounding it. The churchyard and its interiors were used for numerous major events in the 

series, including funerals, weddings, and almost-weddings. In most cases, only the exteriors 

of other buildings and residents in the village were filmed, with interiors shot on studio sets 

in London, or in the case of the “Crawley House” (Figure 61), at a house in Beaconsfield. An 

exception is the “Dowager House,” where interior filming took place during the first three 

series.  

 

According to Mark Ellis, the location manager for Downton Abbey, Bampton was an ideal 

location for exterior filming, because “You can virtually see 360 [degrees] if you stand in the 

main village square there…[You only need to do] very basic dressing on top of that” (See 

Figure 60). The use of the village was also a question of cost, as it was cheaper to film there 

for six years than to rent a studio in London and build the plethora of necessary large-scale, 

elaborate sets.168 

 

 

																																																								
166 Jennifer Sherwood and Nikolaus Pevsner, Oxfordshire, The Buildings of England (London: Penguin Books, 
Ltd., 1974), 429-32. 
167 Rouse, interview. 
168 Ellis, interview. 

Figure 60: Streets and residences in the main village square. Figure 61: The "Crawley House" in Bampton. 
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Filming Consent & Planning: 

 

Because filming at Bampton encompassed numerous properties with different owners, the 

production company needed to coordinate its activity with a variety of parties. Filming was 

primarily organized through the village’s Parish Council and the vicar of St. Mary’s Church. 

When filming was to take place in the surrounding streets or in front of private residences, 

letters were mailed to those residents to notify them of the schedule for filming and request 

that they move their cars for a specified period of time.  

 

As compensation, the production gave money to the Parish Council, church, and the effected 

residents each time it arrived for filming. The production company also paid the village’s 

Playing Field Committee for use of the toilets and hot water in the recreation ground where it 

parked its equipment trucks, trailers, and crew cars.   

 

As for negotiations with the church, Janet Rouse, an archivist in the Bampton Community 

Archive said, “It was very amicable. Our vicar, he's of the opinion that the church belongs to 

the people, so he wouldn't say, ‘No.’ [The production] would've been told, ‘You cannot screw 

things into the walls, and this sort of thing, but certainly you can come in and film it.’ He's 

not precious about it. It's not going to do any harm.” In order to minimize disruption, filming 

was scheduled around church services and major village events.169 “When you film it's all 

about reducing the footprint as much as possible,” Ellis said of his approach to working in 

Bampton.170 

 

Redecoration & Set Dressing: 

 

Because of the series’ early 20th century setting and the vicar’s lenient attitude toward use of 

the church, the need for significant redecoration or set dressing was minimal inside St. 

Mary’s. As during any regular event in the space, the production was not permitted to make 

any fixings or attachments to the existing fabric, but no supplementary protective materials 

were applied. “They used it as it is,” Rouse said.

																																																								
169 Rouse, interview. 
170 Ellis, interview. 
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Figure 62: Filming inside St. Mary's Church. (Courtesy of Carnival Film & Television – Photographer Nick Briggs) 
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In other areas of the village, prop coverings 

were installed over anachronistic modern 

fixtures. In one notable example, an artificial 

letterbox was created to cover a bin for dog 

waste, and prop coverings were placed over 

modern drainpipes (Figures 63-64). These 

prop coverings were primarily made out of 

polystyrene or plaster applied over a 

lightweight wooden frame, which was covered 

in sand-textured paint to match the 

surrounding stone fabric.  

 

Exteriors were primarily dressed for filming 

using skilfully designed props. Prop benches, 

barrels, and signs turned one residence into 

the “Dog and Duck” pub, while a false 

window turned another into a post office. 

Where signs needed to be replaced – as in the 

transformation of the village library into the 

“Downton Cottage Hospital” – they were 

removed, and a temporary prop sign was 

installed, using the pre-existing holes (Figure 

65).  

 

Redecoration was minimal. The front doors of 

the houses that bordered the church square 

were repainted a uniform green colour, with 

the exception of one house at the owner’s 

request. Instead, a prop door that had been 

painted green was created and carefully 

pressure-fitted in front of the existing door.  

 

Figure 63: Dog bin and pipes ready to be hidden with prop 
coverings. (Courtesy of Bampton Community Archive) 

Figure 64: Dog bin and pipes dressed for filming. (Courtesy 
of Bampton Community Archive) 

Figure 65: Village library transformed into the “Downton 
Cottage Hospital.” (Courtesy of Bampton Community 
Archive) 
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Set Construction: 

 

When a scene called for large set pieces, these 

were constructed out of lightweight 

polystyrene. This technique was used to create 

the headstone for the grave of Matthew 

Crawley in the churchyard as well as an 

artificial war memorial in the centre of the 

church square. “It looked like a great, heavy 

stone thing,” Rouse said, describing the war 

memorial. “And then two men simply picked 

it up and walk off and put it in a lorry.” 

Lightweight, free-standing prop structures 

were weighted down with sandbags, rather 

than fixed to the ground or surrounding 

historic fabric (Figure 66). 

 

Impacts & Lessons Learned: 

 

Because the principal site of filming for Downton Abbey was located away from the main 

business street, disruption to the daily life of the village was minimal, and the residents 

generally view the village’s involvement in the series positively. Today, the biggest 

complaint from residents living in the area where the filming took place is the noise and 

exhaust from tour buses that park in front of their houses.  

 

To date, Bampton has enjoyed considerable benefits from its prominent role in Downton 

Abbey. The Parish Council gave the money it had received from the production company to 

pay staff salaries at the library, enabling it to remain open after years of being threatened with 

closure due to a lack of funding. 

 

The town has also experienced a steady increase in visitors, which has benefited local 

businesses and created a steady flow of funding for restoration work at the church and 

library. During the brief hour and a half period I toured the village, I saw one guided tour, a 

Figure 66: Set pieces weighted by sandbags to create the 
“Dog and Duck Pub.” (Courtesy of Bampton Community 
Archive) 
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 married couple, and a tour bus of visitors that had all come to Bampton because of its 

connection to Downton Abbey.  

 

To capitalize off the influx of visitors, the library has set up a gift shop where Downton 

Abbey-themed memorabilia – such as tea towels, place settings, photograph books, postcards, 

and totebags designed by Bampton residents – is sold. Rouse stated that in 2015, 30,000 

people passed through this gift shop (Figure 67). The church has also set up an honesty table 

with merchandise that visitors can purchase. The revenue from both is being directed toward 

the upkeep and restoration of these buildings.  

 

The library has been a key beneficiary of increased tourism from the series. The building, 

originally constructed in 1653 as a grammar school for boys, suffers from considerable 

deterioration (Figure 68). Because of holes in the roof, the upper floors have rotted and have 

been closed due to safety concerns. It is estimated that £250,000 are needed to fully repair the 

building. In addition to revenues from the gift shop, the village has created a campaign called 

Figure 67: Downton Abbey memorabilia in library gift shop. 
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the “Downton Mile” to encourage fans of the 

series to make donations towards the 

library’s restoration. The campaign claims 

that if enough one-pound coins are collected 

to lay end-to-end along a designated tour 

route of locations used in Downton Abbey, 

the library will have earned a little more than 

£70,000, enough to begin applying for grants 

to fund the remainder of the cost of 

conservation work (See Figure 69). 

 

“It's been good for Bampton, because it's 

brought and is still bringing a lot of money,” 

Rouse concluded. “It's going to put this 

building back in good heart, and we could 

never have done that [otherwise].”171

																																																								
171 Rouse, interview. 

Figure 68: Bampton village library. 
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Figure 69: "The Downton Mile." (Courtesy of Bampton Community Archive) 
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APPENDIX B 
 

Glossary of Film Terminology 
 

 
ART DIRECTOR: The member of the film crew who is responsible for carrying out the vision of the 
Production Designer. This includes many practical, administrative tasks of the Art Department, such as 
overseeing set construction, budgeting, scheduling, delegating tasks, and liaising with other departments of the 
production crew. This title was originally given to the head of the Art Department, but has now been superseded 
by the Production Designer.  
 
ART DEPARTMENT: The department of a film’s production team that is responsible for creating the visual 
look of a film, under the supervision of the Production Designer and/or Art Director. The department includes 
a variety of creative personnel such as set designers, painters, decorators, storyboard artists, and set dressers.  
 
ASSISTANT DIRECTOR (AD): A member of the film crew below the Director, who is responsible for the 
logistics of making sure that all members of the cast and crew are where they need to be so that the production 
can run smoothly, including preparing schedules, script breakdowns, and call sheets. On a large-scale film 
shoot, there may be two or three AD’s. 
 
BLACKOUT: Covering or blocking windows in order to eliminate daylight. 
 
BLOCKING: The process of determining the locations and movements of cameras, lights, and cast members 
for each shot or take. 
 
BOOM: A long pole that is used to suspend a microphone, light, or camera above a scene and outside the frame 
of the shot. 
 
CALL SHEET: A document that is distributed to all of the personnel involved with a film shoot at the 
beginning of each day of filming, which includes the day’s filming schedule, meeting times and locations, a list 
of scenes to be shot, and key contact information. 
 
CGI (COMPUTER GENERATED IMAGERY): Elements of a filmed production that are created using 
computer technology, such as special effects or computer animation. 
 
CINEMATOGRAPHER: See Director of Photography. 
 
CONSTRUCTION DEPARTMENT: The department of a film’s production team that is responsible for 
building sets and flattage at a shooting location according to the designs of the Art Department.  
 
CRAFT SERVICE: The department in charge of supplying basic snacks and beverages for the cast and crew 
and keeping the set clean throughout a day of filming. This is separate from Catering, which supplies the main, 
sit-down meals of the day. 
 
CRANE SHOT/JIB SHOT: A shot that is filmed using a camera that is placed on the end of a crane arm. This 
technique enables fluid filming in any direction from a high elevation. 
 
CREW: The group of specialized individuals who are hired to create a film or programme. 
 
DIRECTOR: The principle creative force behind a filmed production, who is responsible for interpreting the 
screenplay and determines the ultimate appearance, structure, and quality of the finished work.  
 
DIRECTOR OF PHOTOGRAPHY (DP or DoP): Also known as the Cinematographer, the DP is the 
member of a film crew who is in charge of capturing the director’s vision on camera. This requires him to make 
a number of creative decisions, such as choosing what format to shoot in; deciding camera positions, angles, and 
framing; and selecting the lighting and camera equipment necessary to achieve the desired visual result. 
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DOLLY: A type of camera equipment that consists of a set of wheels and a platform on top of which a camera 
is placed in order to film “dolly” or “tracking” shots,” which allow for the filming of shots with sideways, 
forward, or backward movement. In many instances, a dolly will be pushed along dolly tracks. 
 
FILTER: A thin piece of glass, plastic, or gelatine that can be placed in front of a light or lens to change its 
quality.  
 
FLAG: A piece of fabric or polystyrene board that can be attached to a lighting stand or rig to direct or block 
light. 
 
FLATTAGE / FLAT: Theatrical scenery, such as walls or doors, that is installed at a filming location. 
 
GAFFER: The head electrician who is in charge of setting up the lights to achieve the Director of 
Photographer’s vision. 
 
GEL: A tinted piece of transparent plastic that can be placed over a light to create areas of coloured light in a 
shot. 
 
GREEN ROOM: A designated room or area where the actors or talent can relax and enjoy basic refreshments 
in between scenes.  
 
GRIP: A member of the film crew who is responsible for setting up various production equipment, including 
dolly tracks, camera cranes, and scaffolding. A dolly grip is responsible for pushing the camera dolly. 
 
HEADS OF DEPARTMENT (HODs): The most senior members of a film crew, who are in charge of a 
specialized department within the production. These may include the Director, Producer, Director of 
Photography, Production Designer, Location Manager, and Gaffer. The HODs will usually attend the 
technical recce to plan how they will use a filming location. 
 
HONEY WAGON: A vehicle that houses portable toilets. 
 
JIB: A type of camera equipment that features a camera attached to a long, counter-weighted, moveable arm, 
which is attached to wheels. This equipment is used to create sweeping shots from a high elevation and can vary 
greatly in size.  
 
KINO-FLO LAMP: A type of equipment used for interior lighting, consisting of a rectangular tube lamp, 
which emits low levels of light and heat. 
 
LIGHTING DEPARTMENT: The department of a film production that is responsible for the lighting and 
electrics on set. 
 
LOCATION: Any interior or exterior place, other than a studio, where a filmed work is partially or entirely 
shot. 
 
LOCATION MANAGER: The member of a film crew who is responsible for all of the elements involved with 
finding, securing, coordinating, and preparing a film location. 
 
LOCATION FEE: A sum of money that a production company agrees to pay to a property owner in return for 
using a location for filming. 
 
MARK: A physical marker that is placed on the floor to show where an actor should stand during a shot. 
 
MONITOR: A television screen that is connected to one or more cameras so that the director and other 
members of the crew can see what the cameras are capturing. 
 
POST-PRODUCTION (POST): The period of time after the end of principal photography when all of the 
necessary work is done to complete a film for release. This often includes editing, scoring, sound design, and 
special effects work. 
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PRINCIPAL PHOTOGRAPHY: The primary portions of filming that consist of scenes involving the lead 
cast members, in contrast to second-unit photography or “B-roll.” 
 
PRE-PRODUCTION: The period of time before filming begins when all of the components required for 
shooting are planned, budgeted, and coordinated. This usually includes location scouting, casting, set 
construction, hiring the crew, leasing technical equipment, hiring a studio, and designing and creating costumes 
and props.  
 
PRODUCER: The person who is ultimately responsible for the creation of a film or programme from start to 
finish. This may include purchasing or acquiring the original idea, budgeting and funding its production, hiring 
key members of the creative team, supervising all stages of production, and negotiating deals for distribution 
and release. 
 
PRODUCTION ASSISTANT (PA, RUNNER, GOPHER): A junior role in a film crew that usually involves 
running errands or completing odd jobs that allow the production to run smoothly. 
 
PRODUCTION COMPANY (FILM COMPANY): A company that forms for the purpose of filming a 
motion picture or programme and dissolves once production has finished. The production company coordinates 
the majority of the production process, including the hiring of freelance crew members, budgeting, scheduling, 
scripting, distribution, and marketing. 
 
PRODUCTION DESIGNER: The individual who is the head of the Art Department and is responsible for 
the overall visual appearance of a film, including the sets, costumes, scenery, props, and interior and exterior 
locations.  
 
PROP: Any number of physical items or objects that is intended for use on screen. 
 
RECCE: Short for “reconnaissance” visit, this term refers to any number of site visits that members of a film 
crew may schedule to determine and plan the logistics of filming at a particular location.  
 
RE-SETTING: The process of preparing a set for another take of the same shot. 
 
RIGGER: A member of the film crew who erects scaffolding and hangs lighting equipment. 
 
RIG: A term often used to refer to camera or lighting equipment designed for a particular purpose. 
 
ROLLING: A term used to describe when a camera is actively in the process of capturing a shot. 
 
SCOUT: See Recce. 
 
SECOND-UNIT PHOTOGRAPHY: Secondary or supplementary portions of filmed content, such as 
establishing shots or B-roll, in which the lead cast members are not present. 
 
SET: The place where a scene is shot. 
 
SET CONSTRUCTION: The creation of film sets and scenery that will be dismantled at the end of the shoot. 
 
SET DRESSING: The process of visually decorating a set so that it has the desired physical appearance for 
filming. This includes arranging furniture, props, hanging drapes, and other related activities. 
 
SHOT: A single piece of uncut filmed material. The shot is the basic building block of all filmed works, which 
typically consist of many shots that have been edited together. 
 
SHOOT: “To shoot” refers to the activity of capturing images on film, while “a shoot” refers to the entire 
process of filming. 
 
SOUND STAGE: A soundproof, warehouse type building where sets can be built and used for filming. 
 
SPECIAL EFFECTS (SFX): A broad term used to describe any technique that is used to create an illusion in 
film. This includes both mechanical effects that are captured by the camera during filming and visual effects that 
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are applied during post-production. Common examples of special effects are the use of stunts; pyrotechnics; 
haze machines; artificial blood, fog, snow, or rain; models or miniatures; green or bluescreens; and CGI.  
 
SQUIB: A miniature explosive device that is used to create small pyrotechnic or mechanical force effects. It is 
often filled with fake blood and placed on an actor or embedded in a prop wall to simulate bullet hits. 
 
STEADICAM: A camera technique in which a camera operator uses a hydraulically-balanced body brace to 
film hand-held shots with relative smoothness. 
 
STRIKE: The process of dismantling and removing all set pieces and filming equipment from a location in 
order to return it to its original condition. 
 
TAKE: A term used to refer to a version of a shot. Typically, several takes of the same shot will be filmed, but 
only one will be used in the final filmed work. 
 
TRACK: Rails along which a camera moves to create tracking shots. 
 
TUNGSTEN HALOGEN LIGHTS: A type of lighting that is commonly used in the film industry. They 
produce high intensity levels of light and large quantities of heat. 
 
VIDEO VILLAGE: The designated location on a film set where a group of TV monitors are set up so that the 
director and other members of the crew can see what the cameras are capturing. 
 
WRAP: The end of shooting, either for the day or the entire production. 
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Ian Allchin 
Estate Operations Manager, Old Royal Naval College, Greenwich 
 
Date: 26 April 2016  
Format: Telephone 
Filming Projects & Locations: Various 
 
 
Interviewer:  I had visited the Royal Naval College when I was in London over the holidays, and I walked into 
the Painted Hall, and you’re doing a bunch of restoration on the ceiling there, and there were a bunch of displays 
on the tables about all of the films that it had been involved with, so it seemed like a good site to learn a little 
more about. Anyway, I saw online that there’s a big list of films that you’ve worked on, so I don’t know if there 
are any in particular that you think would be more useful for my research? 
 
Ian Allchin: Generally the bigger the film, the bigger the blockbuster, the bigger the problems we get. So films 
like Pirates [of the Caribbean] and Les Miserables, which were huge films that we had on site present their own 
problems just by the sheer fact of the size and the equipment and everything else that they bring that's even 
before they start to film and, you know, changes and things at the last minute. But I mean, all films, us as an 
organization, one of my jobs A is to service the film companies because if we get a big film like Pirates, they 
pay us good money for it. That money goes directly back into the upkeep of the buildings, so we have an 
interest in trying to please the film companies, because when they come they bring a lot of money, but our main 
purpose is before we service the film companies make sure that they don't damage the buildings. You know, it's 
a World Heritage site, and we need them to understand right from the start that everything we do is about 
protection of the buildings, or not necessarily protection but whatever they do to ensure that they don't damage 
the buildings inside and out before they get here. So the first thing we do, we have a big discussion about that, 
about what they want to do. We like to say we never say "no" to anything, but we sometimes out of necessity 
have to turn around and go, "You can't do a big explosion. You can't dig in the grounds. You can't do this and 
you can't do that," but we try as much as we can to do as much as we can for them. So the first thing is about 
discussion about what they want to do, what they're looking to achieve, and for us to look at it and say, "Can we 
help them achieve that without there being any unnecessary risk to the buildings themselves." 
 
Interviewer: Right that makes a lot of sense. So what sort of procedures and guidelines do you have in place to 
manage all of that? 
 
IA: Yeah, I mean, the discussion takes place, they tell us what they want to do and when they want to come and 
stuff like that. We discuss that over a matter of weeks or months or however long before they arrive, figuring 
out what they can and what they can't do. For instance, there's something here at the moment going on and they 
want to film in the chapel. They want to bring in a huge camera crane in that weighs 2 and a quarter ton, so the 
floor in the chapel is unlikely to be able to take that weight, but they want to do that, so we've had to ask them to 
provide us with all the details of the crane and the weights and the point loads and all that, and then we've sent it 
to our building surveyor to look at the calculations and to say whether they can or can't do it, which at the 
moment, they can't do it, because it's too heavy, and they can't brace the floor enough to take that type of 
weight. So, straight away that goes back, and they've go to look for another way of getting what they want to 
get, maybe with a lighter crane. Again, they'd have to supply us with details and we'll check it through. But 
basically, what we send out a set of rules about what people can and what people can't do on site, where they 
can drive, where they can't drive, where they can park, the fact that they may need to ask us before they do 
anything, even moving the simplest things around they just need to ask the question, "Can it be done?" That's 
what we get. What you get with filming is, the director is all powerful, and when he says jump, everyone in the 
film company jumps, so if he turns around and goes, "I want that [out of] the shot" there are plenty of people to 
rush about to move it. What we say, is that they should ask us first. You know, they may be touching something 
of very historical significance and it needs to be moved carefully, or in fact if doesn't need to be moved at all. So 
there's a set of rules that state that. Whether all the film company people read those rules is a matter of debate, 
because what you get, especially with things like, when a film company arrives with a big unit, the first problem 
is getting them parked up, making sure they don't drive all over our grounds in the wrong place, because we [...] 
historical artifacts buried underneath the ground and stuff like that, so there's all sorts of things about weight and 
where they can drive and where they can't drive. Of course, loads of people that come may well be people that if 
it's people who come to put up scaffolding, it's people who come from a scaffold firm that have never been on a 
World Heritage Site before. They don't understand the issues around it. They might not have read the 
information, because it's about 3 or 4 pages long, and whether they got it in the first place is debatable, so the 
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first thing is to make sure that when the vehicles arrive on site that they are doing the right things and don't drive 
all over the grounds and damage other bits and pieces, which the drivers occasionally do. So, the first bit is 
about once they get into the site and parked up make sure they're doing the right thing, looking at the rules. And 
then from there it becomes more sort of where they want to film stuff -- they film inside the buildings, 
somewhere like the Painted Hall, w have rules about you can't put lights facing the wall, you know nearer than 
sort of a metre away, high powered lights. Anything that touches the floor has to be on [...] or carpet, because of 
the fine marble that scratches quite easily. Nothing can be laid up against the walls. If anything is, it's got to be 
filtered or whatever behind it. Nothing can be stuck on the walls, drilled on the walls anywhere on site; 
although, in some ways in the past the film company's got around it when we haven't been looking, and you 
know, just general looking after of all the bits and pieces. What happens generally is that with the real large 
films, as in all industries, the larger the film, the people that are doing it and the location managers that we deal 
with are at the high end of their profession, so they come here quite a lot, and quite a lot of the film people that 
work on site and all that come here quite often, you know on several films they filmed here two or three times, 
so they start to know what's right and what's wrong. All the time that the film companies are on site, we have at 
least one person -- when they're filming and it's big, say, three or four people -- with them all the time making 
sure they're not doing anything silly. I'm talking a lot. 
 
Interviewer: No, no, it's fine. It's better you talking than me. 
 
IA: So, the obvious things are we have weight limits on the site, and if they want to bring in anything heavier 
than that, I mean if they're filming outside, if they're filming in the Lower Ground/Grand Square (?), that's the 
site of the original Tudor palace, which has been excavated and all the information taken and it's been covered 
back over, so a lot of the site is [...] anyway, so they're not allowed to dig more than a foot into the ground, so 
any structures that they need to build needs to be weighted as opposed to staked, you know, so they'll be 
marquees and stuff like that onto the site. They can't stake them like normal marquees and the stakes that they 
have to bring weights in, concrete weights or water ballast weights, to hold them down. And if they use 
anything weighted, and they need to spread the weights in places in the Painted Hall or even the chapel that 
we're talking about, if they put in anything weighted in there, they need to board it out to make sure they can 
spread the weight, and they need to give us those calculations, and we check those calculations to make sure it's 
not going to damage the site. 
 
Interviewer: Do you have sort of standard numbers or weights that you allow or don't allow, and is that how you 
go about it? 
 
IA: Yeah, I mean, the standard sort of weight is not [fully] standard because building surveying is 5 kilonewtons 
per square metre, which works out to about half a ton. So anything above that, it needs to be, the weight needs 
to be spread, so there's no more than that weight on at any point load throughout the site. 
 
Interviewer: Did you come up with those numbers based on consultation with some specialists? Is that how you 
figured that's the right number? 
 
IA: Yeah, our buildings surveyor for the site does all that sort of work for us. 
 
Interviewer: One of the things I was interested about in your site, because you've obviously worked with a ton 
of really big productions and a lot of them sound like they've been action ones, is stunts and special effects and 
that kind of thing, because a lot of historic sites are used for their beautiful interiors, but that's a little quieter 
whereas obviously these outdoor shoots with special effects introduce different threats to the building. 
 
IA: Yeah, we've had explosions on site, car crashes, [...] fires which we certainly haven't had for quite some 
time. All of those things, the film companies need to come and prove to us that what they're dong is safe and is 
not going to damage the buildings like that. They come to us with risk assessments, method statements, which 
will give another look, but a lot of the stunts, I mean, you've watched all of the Painted Hall windows blow out. 
If you watched 'Gulliver's Travels' you'll find that there's some explosions and stuff like that on site. All those 
sort of things we ask them to provide evidence, so quite often, if they want to do an explosion, we say, "Right, 
come and show us what you want to do, and how you're going to do it, and we'll view that and take an opinion 
on it." And most of them, we say "yes." They're certainly not going to build something in the middle of Grand 
Square (?) and set fire to it, we just wouldn't allow it, but stunts, car crashes, buses overturned, explosions, gun 
fights with bullets, so as I said at the start, we want to service the film companies and help them do what they 
want to do on site, because we need the money that they bring in. We're a charity and same as all charities, we're 
always happy for money. And film companies, although you can never guarantee that you can't guarantee that 
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you're going to get a big film to come in, when they do, we want to service them through as much as we can to 
let them get what shots they want, so then they come back time and time again, because we need them to come 
on site. 
 
Interviewer: So what kinds of things do they do when they're trying to do cars falling over and explosions or 
whatever? What sort of things do the film crews normally do to try to prevent that from getting too dangerous? 
 
IA: Well, several years ago, it was in Wolfman, there's a bus that overturns. It was an old steam bus, they work 
out where it's going to crash, and because it was Victorian times, all of the floors [...] were covered with mud 
and dirt and stuff like that, what they done was put some lots of padding and great big mattresses in the area that 
the bus was going to fall onto, and then they cover it in dirt and make sure it'll hold up and then, you know, turn 
it over and it lands. Hopefully, it didn't once, hopefully it'll land in the right spot and there's no damage done. 
And then we had the same film, Wolfman, which came back again to film some more scenes, the Wolfman 
jumps off the top of one of the domes, and they practiced on wires and stuff like that for about two weeks before 
they actually done the jump, so some things are pretty spectacular, and obviously the real big ones that you see 
are. I mean, we don't really have those on site, you know, we just couldn't accommodate that, but the general 
explosions and car crashes and stuff like that. The issue with us here obviously is that it's not just the site that we 
occupy. We're a small part. We're the organization set up to maintain the buildings on the site, but a lot of the 
site is occupied by Greenwich University, and one of the buildings is occupied by Trinity College of Music, and 
of course it's a tourist site as well to come to the Painted Hall, the chapel, see the grounds, so that's our main 
business, so we have to take account of the university -- what's happening with them, what they've got on and 
their students. Same thing with Trinity College of Music, so there's noise coming out of there when they're 
playing music, so it's about us disturbing them or them disturbing us with their noises. And the obvious thing is 
the site is the property of everyone, but particularly the public as they walk through the site, and we always keep 
the site open, and we try, whenever we've got the big films on, when they're not filming, to just let people walk 
through normally instead of shuffling them around all the areas, making them walk around the outside and stuff 
like that. When they’re not filming, we try and allow them to walk through the film sets, so they get an 
experience of being on a Hollywood film set, not in a Hollywood bus tour, saying, "I was there when they 
filmed that." Those sort of things, we'll try to do, but we're always conscious of people's safety obviously. 
 
Interviewer: Yeah, it's an added level of interest to the site. 
 
IA: What I'm trying to say is that people come here because of the history of the site, but we've had so many 
films here that we've started to advertise that fact now, that maybe people come here, because they want to walk 
round and say, "Oh yeah, that was filmed here, and this was the spot that Johnny Depp done such and such or 
this is the spot Russell Crow..." It adds a different perspective, a different element to the site, really.  
 
Interviewer: Do you have a conservator on site when there's filming, somebody who's sort of in charge of 
saying, "Yeah, you can do that. No, you can't." 
 
IA: Yeah, it does actually quite surprise other sites, because quite often a lot of the other sites do have on-site 
conservators, mainly probably because they've got a lot of artifacts, which we don't have here. Ours is more the 
building itself, so obviously Historic England, who visits us on a regular basis and wants to know what we're 
doing with the filing and will often ask to see risk assessments and stuff like that and will turn up during filming 
to make sure it's going well and nothing's being damaged, but an actual on-site conservator, we don't have. It's 
much more a bit of common sense and allowing stuff and making sure we're monitoring what they're doing at 
all times. 
 
Interviewer: I mean, I suppose if you've done it so many times, you probably have most of the knowledge and 
know-how anyway. 
 
IA: Yeah, I think so. The people I work with, we're a small team that do the filming. I mean, I've been here 8 
and a half years, but the people I work with have been here longer, so probably amongst the little group of us, 
we've probably seen everything that they want to do on site or have had some sort of experience with what they 
want to do before. 
 
Interviewer: As a World Heritage Site, are there any extra precautions or things you have to keep in mind 
because of that designations? 
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IA: Well, depending on what they do, it might need Scheduled Monument Consent from Historic England. They 
are becoming more interested in what goes on, not just at this site but at wherever, whatever World Heritage 
Site in England. Depending on what they want to do, we have standing Monument Consent to do certain things. 
We've just sort of been informing them, but if they want to do other things that are outside of that area that we 
would need to go there and probably need to get permission. I think they've been very good to us, to be honest. 
The lady that works for Historic England that comes here, she says she's very confident about the way we deal 
with things. It hasn't been too desperate in the past, but I would imagine, I mean, we're on the verge of 
conserving the Painted Hall again, you know, we're going to clean it, and I'm sure that once it's clean, and some 
of the things that we're going to do have been done, I think they may well be a bit stricter about what we're 
allowed to do in the Painted Hall. 
 
Interviewer: Are there any examples you can tell me about where they needed to get Scheduled Monument 
Consent? 
 
IA: For the films, they haven't needed to ask that yet, but there was apparently an amendment to it in 2014 
which brought that into line for certain things that must be asked. I mean, we know the sort of things that they 
would need, and we've been pretty clear about it with the filming, and because we deal with a lady from Historic 
England pretty directly, we haven't had the need to. 
 
Interviewer: I'm sure it would take a lot more time if you had to do all that. 
 
IA: Yeah, as I say, I think it may well be one of those things that's coming shortly. 
 
Interviewer: Well, the reason I ask is because I was talking to the people who were doing some of the Star Wars 
filming on Skellig Michael, and they had to file a report about the filming there, because of their World Heritage 
Status, so that was the reason I was asking. Anyway, I don't want to take up all of your morning. Do you have 
any sort of guidelines, method statements, risk assessments or anything like that that you'd be able to share? 
 
IA: I can send you our rules for filming that we issue to film companies and our emergency procedures for fire. 
This will be stuff that goes out to every film that comes on site, so I can send you over that. I can send you those 
bits and pieces if it helps. 
 
[...] 
 
Interviewer: Thank you so much. Have a great rest of your day. 
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Clare Baxter 
Collections and Archives Manager, Northumberland Estates  
 
Eve Reverchon  
Collections Assistant, Northumberland Estates 
 
Date: 5 May 2016  
Format: In-person in the Estate Offices at Alnwick Castle, Alnwick, United Kingdom   
Filming Projects and Locations of Filming: Downton Abbey, Alnwick Castle 
 
 
Interviewer: So just say your names, briefly, and what your titles are and main responsibilities are. 
 
Clare Baxter (CB): Clare Baxter, Collections and Archives Manager, so responsible for all of the collections 
archive library in the ownership of the Duke of Northumberland, but also Syon House, London, as well.   
 
Eve Reverchon (ER): And I'm Eve Reverchon. I'm the Collections Assistant, so I do a bit of everything really. 
It's quite difficult to describe.   
 
CB: You support all the work of the department really.    
 
ER: Yeah, well, yeah it's quite general.   
 
Interviewer: In terms of filming, though, what's your main role?   
 
ER: Well, there were a few of us who were here, really, to support the project conservator who was appointed 
during the filming, so basically we were following her guidelines really, doing a bit of preparation before she 
arrived, but mainly during the filming we were here to help, because obviously we know the collection, and we 
know where we keep things, like material, equipment to protect the collections, so we were really the link 
between her and the collection. 
 
 CB: We needed, the first filming for Downton, we're talking about Downton Abbey, we appointed a project 
conservator and we had someone helping her, but we realized that we actually needed more people who had 
knowledge about the collections and about conservation issues really to be supporting her. We had other staff 
who were fine, but they don't really have the confidence to really say anything unless it's extremely obvious that 
someone's doing something that isn't really acceptable. They don't have the confidence or the knowledge to 
support that or offer a suggestion or a solution, so that was, I think, one of the things that came out of the first 
filming experience. 
 
ER: Because she couldn't be everywhere at the same time, so basically even if we were not project conservators 
ourselves, we could say, you know, "Please wear gloves." Or, you know, we had an idea and if there was 
something bigger that we weren't quite sure about then we could go and ask the project conservator, but, yeah, it 
was more being... 
 
CB: We needed that, because everything isn't going on in the room where the filming is taking place. People are 
doing [...] elsewhere, and one of the big problems managing it is there's periods of intense activity which could 
be going on in multiple different parts of the building and then nothing at all really happening, and when they're 
rehearsing and shooting, it was fine, because the project conservator is in the room, and really most of the time 
she can manage that situation, call people in as necessary, but it's outside of those periods where I think the big 
problems occur. 
 
Interviewer: Because you have to be in more places than one at the same time. 
 
CB: And you're trying to staff something that goes from 7 in the morning to 7 at night, and you're trying to staff 
it appropriately and the best use of people, but also knowing that you can't have somebody on duty from 7 till 7 
every single day. So we managed the second time to stagger it, I mean, the project conservator's on duty, but 
that's part of their role, and that's what they do, and that's what they're paid to do, you know? And that's part of 
the reason they're paid what they're paid, because of those hours, and they know it's for a certain period, 
etcetera. 
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Interviewer: Is this Gill Keay we're talking about? 
 
CB: Yeah, yeah. That's who we used here. 
 
Interviewer: Because that's how I got in contact with you. 
 
CB: But we had to fund the staff from our department ourselves. So, that's because it was considered to be the 
choice that I was making. 
 
Interviewer: So it was up to you to decide if you wanted to hire a project conservator? 
 
CB: Yeah, which was fine. That's paid for by the film. That was part of the contract, and that was fine, but the 
approach taken from the people who negotiated the contract from the estate was that any additional staff that I 
chose to have on set, because of the concerns that I had, were absorbed by the estate, not by the film. 
 
Interviewer: So then, on the second filming, I don't know what that one was for. Was it also Downton or was it 
something else?  
 
CB: Yeah. 
 
Interviewer: Okay, so they just had two phases of filming? 
 
CB: Yeah, yeah. 
 
Interviewer: That's when you decided you needed more staff. 
 
CB: We needed more, yeah. 
 
ER: And the second time, we used the guides who were not working, because the State Rooms were closed to 
keep an eye on certain rooms, because obviously they had knowledge of what was in these rooms and they 
could help, and they were not here the first time, and that was very helpful. 
 
CB: It was a bit better, I think, in that respect. 
 
Interviewer: And did you sort of brief all of them on, like, "These are generally the things we want you to keep 
an eye out for?" 
 
CB: Yeah, I mean, they all were briefed on what the expectations were and who was managing what. It still 
does create difficulties, because some people are more confident than others in being able to say something. 
Some people are either intimidated or a bit in awe of the whole thing, and so neither of those are particularly 
helpful, but you don't know how people are going to react until that sort of situation, and I think that's one of the 
problems. And the fact is once it's been agreed that they can come in and do that filming you can't be obstructive 
about every single thing, but you've got to control it and manage it and find solutions. It's no good to say, "No, 
you can't do that. You can't do that." You've got to offer solutions, and you've got to establish what's agreed, 
make sure everyone knows what's agreed. For instance, an example compared to a National Trust house, you 
know, no one can sit on any of the chairs. Here, you know, the family are in residence and there are certain 
chairs that it doesn't matter who sits on them, and no one's going to get in a flap about it. So there's some quite 
distinct differences but they need to be known at the beginning of the project about what's acceptable and not 
acceptable. And I think Gill is very good, because there also has to be an amount of flexibility. For instance, 
they're bringing in their own props, and we would say, "You know, you're not using the things in the collection 
as props." You need to agree beforehand what is going to be props, and what's not going to be props, but at 
some times they might want to just alter something in a shot. 
 
ER: Like once they needed a small footstool to hide a bit of wire that could be seen, so at the last minute we 
went and fetched one that would fit perfectly the room, and it's about being flexible. 
 
Interviewer: What is your, or the estate's, approach to filming activity? Because obviously there are some places 
where they are more welcoming of it than others... 
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CB: A lot more filming goes on at Syon House than at Alnwick Castle, and generally the Duke and Duchess 
wouldn't allow filming inside the castle. More filming has gone on outside, so notably Harry Potter, but the use 
of it as a film venue is not actually very high. I hope it stays that way. I think the Duke and Duchess felt 
Downton Abbey was, well, if you go see the footage in the Coach House later, you know that the Duchess is 
really saying that they just felt that they couldn't not be part of it, because it was such a phenomenon, whatever 
anybody actually thinks of it in terms of critical opinions. It doesn't really matter. That fact is what it's achieved 
and it's success around the world, so I think that was a big factor in the decision that they made, and the fact that 
it was exclusive, because Alnwick hadn't really been used before, the interiors hadn't been used before. 
 
Interviewer: So how do they decide which ones are, "Yes, we are interested," and which ones are, you know, 
"No, not so much?" 
 
CB: I don't know what their decision-making process is for Syon. I think that for Syon, it's a very different 
house. It's a very different use of the house, so public opening here with the visitors is a massive part of the 
business. There's 280,000 visitors a year come to Alnwick Castle. This is nothing to do with Downton Abbey at 
all. But Syon House is more commercial used, weddings, and they have very small number of visitors that are 
open three days a week for visitors, and they probably have about 12,000 visitors a year, so I think exposure for 
Syon is more appealing, and especially if it's some kind of iconic film. So Gosford Park, part of that was filmed 
there years ago, so there have been a bit of that for ages. And The Madness of King George, but there's a big 
economic factor, I think, for Syon, in terms of literally how much they can bring in over a financial year through 
filming and photo shoots as well. They do quite a lot of those there, which we don't do here, so it's a different 
thought process, I think. 
 
Interviewer: The reason I ask is because, I mean, obviously based on the attractions sort of around the castle, the 
filming activity is very much promoted here, but I don't know if that's something that the estate is actively trying 
to attract or if it's just, once it happens you try to take advantage of it. 
 
CB: Eve, do you think they're actively trying to promote the exteriors? 
 
ER: Yeah, the exteriors. I think they're more using the fact that such and such has been filmed here to attract 
visitors as a tourist attraction, rather than attract more filming. 
 
Interviewer: Right, but it sort of becomes a snowball effect, right? 
 
ER: Yeah, I guess so, yeah. Quite a lot has been filmed in general in Northumberland in the last few years and 
around Alnwick as well. 
 
CB: So like Robson Green's Tales from Northumberland. The castle was featured in that. And there seems to be, 
I don't know how people measure these things, but it seems that that series has had a very, very positive effect 
on tourism in Northumberland. So it's part of that, and so it's part of the picture for the wider region as well. It 
sort of enhances that. So it's all quite different to Syon. If you wanted to speak to somebody about that I would 
have thought David Hawke would be the person, wouldn't he? He's head of sort of the castle opening side of 
things, and he's the one that deals with that, the initial contacts that people would make from film companies.  
 
So, I could give you his details, and I'm sure you could speak to him on the phone, because he would have a 
different perspective. 
 
Interviewer: So, he's the first point of contact when somebody, say a production company, say, "We're interested 
in filming at Alnwick." 
 
CB: And then obviously the head of household is Andrew [?], he would be speaking with them really on the 
Duke and Duchess' behalf, because he would know what the family's thoughts were about a particular approach. 
 
Interviewer: So, obviously it's up to them sort of to sign off, ultimately. 
 
CB: Yes, it is. Absolutely. 
 
Interviewer: So, every case goes to them, and they go, "Yes. No." 
 
CB: Yes. 
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Interviewer: Okay, so obviously, they're much more open to filming in the exteriors than on the interior. 
 
CB: Generally, yes. Yes, definitely. For Alnwick. Well, they live here, and I think they also don't particularly 
want filming. I don't know how many times, but I imagine they've been approached many times by these 
companies who want to do this sort of fly on the wall thing, and thank goodness, they keep saying no. Long may 
that last. So, that's not what they want to be involved in. 
 
Interviewer: So Downton was the most recent filming activity that happened here, and then was there much 
filming activity, I mean, I saw on the list that there was a lot, but what's the gap? Does it happen pretty 
frequently? 
 
CB: Inside? 
 
Interviewer: Or just in general, any filming activity on the property. 
 
ER: We had The Hollow Crown. 
 
CB: That's right. That was the last one. 
 
ER: It was the same year as the first Downton but a different period, and it was all outside in the courtyard. 
Nothing inside. 
 
CB: Well, we had the green room that turned out to be a dressing room. 
 
ER: Oh, yes, they did use that. 
 
CB: So, they won't be doing that again. 
 
Interviewer: There was a room that was supposed to be a green room, and they used it as a dressing room? 
 
CB: It's a room, which we've actually got part of our First World War exhibition in, and we were asked if it 
could be at their disposal as a green room. Was it a green room or just to store some costumes? Anyway, what 
we were led to believe it would just be sort of minimal use and not really have much impact, but in actual fact, 
because the weather was appalling and they were coming in and everybody was muddy and wet and they were 
using it as a changing room. So, that wasn't very successful, but now it's been agreed going forward that it 
wouldn't be offered in the future, so that was resolved. The room it's in is not a State Room, you know, so it 
wasn't the end of the world, but it was not really appropriate. 
 
Interviewer: So what's sort of the general process for when somebody approaches you and says, "I want to film 
at Alnwick?" What are the steps that are taken? 
 
CB: Well, I can't comment really on the negotiations of it. 
 
Interviewer: Is that David? 
 
CB: Yeah, that would be something you could talk to David about. I don’t know how long the negotiations, I 
think they probably went on quite a long time, the negotiations about Downton coming here the first time. I can't 
remember how far in advance I knew that they were coming, but it wasn't that far. I think partly because things 
hadn't actually been finalized with the contract, and they were still negotiating things, so it was slightly up in the 
air almost to the point where they were arriving, you know. But I knew that we wanted to have a project 
conservator, so as soon as I knew the filming was going to be, was looking likely to be agreed, then I made sure 
that was included in the negotiations, which wasn't very popular. But the good thing was that the colleagues I 
have here, they did involve me in recces and seeing what sort of things might impact on the interior, but the 
thing is, it's always the same, that part's easy and you can settle the guidelines and rules. It's actually managing 
that when they've arrived, and there's a hundred people and all their kit. 
 
ER: It's quite scary when they first arrive and you just don't know what's going to happen. Like, especially when 
it was the first time, and we just thought, "Oh my god, what...," because you can't really picture it until they all 
arrive with all their kits. 
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CB: They just take over. 
 
ER: Yeah, that's it. That's the feeling, really. They just take over the house, and then you're just here to answer 
questions and you can't stop really everybody. 
 
CB: It's really intense. So, you know, I'd had a bit to do with filming down at Syon, so I was very aware of how 
the location manager is always very pleasant and always tells you everything is going to be alright, but actually, 
it's not always like that in reality. I have to say that the crew, as in the location manager, and what was Tom's 
role? Was he the assistant location manager? Anyway, we could look at the... 
 
Interviewer: Who was the location manager, or can you say? 
 
CB: I think he was called Mark Ellis. Sparky. But you know, he's dealing at the highest, and once he's sorted 
everything, he's not onsite doing the actual [filming], you know, he just has to make sure things are going 
through, but he's dealing with the producers and things. But the people onsite, they were very good. You know, 
if there were concerns, and we went to them, they sorted them. 
 
ER: Yeah, they would be our first contact if we had something to say. 
 
Interviewer: You go to the locations department. 
 
CB: So, yeah, I mean, I don't know. What can I say? I hate filming. I'd prefer it never to happen. 
 
Interviewer: And why is that? 
 
CB: Well, it's just, it's ridiculous. You know, you just go around, and you see a potential accident, damage in 
everything. I mean, they have those great battery packs. They're carrying huge pieces of equipment. 
 
ER: The make-up people. And their sprays. 
 
CB: Everybody. You know, they've all got a job to do. 
 
ER: And they're all very nice people, but you just can't help thinking about all of these potential accidents and 
near misses that you can see. It's just constant stress. 
 
CB: It doesn't go with the job, you know, really, in the sense that the whole point is to try and prevent things 
from happening in the first place, so it's actually, you know, you wouldn't choose to have filming at that scale 
going on inside historic interiors where every part of those interiors has something that's vulnerable, be it a 
gilded surface, silk wall coverings, carved doors, you know, everything is vulnerable. So you wouldn't choose to 
create that situation. 
 
Interviewer: But when you're doing external filming, it's less stressful? 
 
CB: I don't actually have anything to do with it, really, other than all I would, if I know what's going on and if I 
was concerned, I've got a very good colleague in the ...department, that's his role, but he thinks, he understands 
about conservation of the buildings. I would say something that if I notice something or am concerned about 
something, but it's not my role to actually have to be managing that, you know, that's his role, but he's good at 
that, so that means I don't have to worry that he doesn't understand, because he does. So that's good. And I think 
it is less. It is less impact, or it's impact in terms of the grass is ruined and the ground is compacted and all that. 
It can all be, here at Alnwick you know it's a different story. At Syon it's actually archaeology - but here, it can 
be sorted. It's not sort of an irretrievable. 
 
Interviewer: Do you think he'd be willing to talk at some point as well? 
 
CB: Yeah, I'm sure he would. 
 
Interviewer: What's his name? 
 
CB: Robin Smeaton. 
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Interviewer: Yeah, because I'm not only looking at interiors. 
 
CB: Right, okay, so you could speak to him, because he had a lot more to do with the first time, they built 
lighting towers to light the rooms from outside rather than inside. So of course I was very happy about that. 
 
Interviewer: Because it's outside. 
 
CB: Yes. But he was involved with that much more obviously. So yeah, and the barbican. They shuttered the 
barbican, didn't they? 
 
ER: They did. Yeah, I'm not quite sure how. 
 
CB: So access and of course structural things, if they wanted to put a certain camera. 
 
ER: Oh, like in the library. 
 
CB: And we had that inside as well, didn't we? 
 
ER: Yeah, because we didn't know in terms of how much weight they could put up in the library with the 
cameras. 
 
CB: That's right, because it's the camera and then they needed to have two people or three people because of the 
sound boom or something, and so it was all concentrated in one area. 
 
Interviewer: So, what was the situation?  
 
CB: You'll see when you go through the rooms. There's a balcony in the library, and they wanted to, well, Eve 
can show you when you're in there. They wanted to site the camera up on the balcony to take one particular 
shot, so it had to be assessed for the structural integrity, and it was decided that there was to much weight in one 
concentrated area, so we had to put an upright prop underneath for a time. It was quite quick, but for that period 
that's how they dealt with that. 
 
Interviewer: So how did they determine that it was too much weight for one specific area? Was there a structural 
engineer or somebody who came in? 
 
CB: Yeah, yeah. They do the calculations, and it's the same for the floor loading, so the same some of those, that 
massive dolly in the dining room scenes. 
 
ER: Yeah, so they put special wheel boards and stuff like packed. It's very thick. 
 
CB: It's ply, isn't it? Thick ply, yeah. 
 
ER: And they had to transport it wherever they wanted to put this dolly, but obviously they didn't want to carry 
it everywhere because it's such a massive job to move it, so they wanted to avoid it anyway, so that was good, 
but yeah, they have to put these things underneath on the floor. 
 
CB: Yeah, just to spread the load. 
 
Interviewer: So what was it that they did exactly? You said it's plywood? It's the regular floor, and then you 
put... 
 
CB: I don't know. Again Robin would be able to say, but it's calculated. You have to have a certain thickness to 
spread a certain weight that you know whatever the load, the point loading of that floor is. So if you know all of 
those things, you can do the calculation. So they knew that before. Yeah, he specified what it had to be. 
 
Interviewer: And I imagine it's very difficult to get all of this equipment through the doors and up stairs and 
things, because it's obviously not built with loading ramps and things, so how did you get around that? 
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ER: Well, they filmed mostly towards the entrance, so obviously they couldn't take the biggest thing through the 
front door, so that wasn't really a problem. Upstairs, when they did film upstairs in the bedrooms, then that was 
a bit more concerning, so we tried to be really there when they were moving the kits, so standing in the, clearing 
the space, first of all if things could potentially be in the way. 
 
CB: And the thing is as well, their kit's very expensive, so they don't actually want to damage any of it anyway, 
so they are actually more, they're better at it than one thinks they're going to be, I would say. 
 
ER: And when it's tricky access anyway, they will reduce the amount they need. They will do with the bare 
minimum, you know. They won't take things upstairs if they know they won't need it. So it was much more 
reduced in terms of what was happening upstairs. 
 
CB: And they do recces, because they need to do recces. They won't go off with their camera and then find that 
they can't get it through the doorway. So they come and then they check it on it before. 
 
ER: They ask for measurements. They record where the plug sockets are, you know, all these things, so they 
know. 
 
CB: Because they have to be organized obviously to maximize their time, make better use of their time, so that's 
an advantage to us, because it means that they're more prepared, because when they're here, they just want to be 
filming and using all their time expediently, because obviously it costs a lot of money. So that's good from our 
point of view. 
 
Interviewer: If you could sort of categorize the main issues or challenges or whatever you get to the fabric of the 
building during filming, what would you say they are? Is it blunt impacts or lighting or special effects?  
 
CB: I think structural's got to be in there, and things one might not think about particularly. Like the Grand 
Staircase is very big and wide, but that has got a load that it can tolerate as well. So we have done in the past 
where they supported it from underneath, so it's being aware. It's not just up to us. It's up to people in different 
departments that need to collaborate and work together. I don't know if the risk is, it's all just human error. 
 
ER: Yeah, the time when really you actually are checking everything is when they're moving their stuff from 
one room to another, like preparing, setting up for the next scene, that was a big moment where you knew 
something could happen. You were expecting something to happen every second, because everybody is, there's 
so many people and they're moving all their kits, but again as you said, they're careful with their stuff and they 
don't want it be damaged, so they're good. But it's just bumping into doors, or... 
 
CB: I would say, probably 95% of the crew were fine, and then the issues that we had on both occasions were 
always with the same people, and there were about two or three, four, five. You know, but it was always the 
same. 
 
Interviewer: So it was the same crew for both? 
 
CB: Not totally, but the ones that were sort of managing were pretty much the same. 
 
ER: So you get to know people and you kind of see who you can trust and who you've got to keep an eye on. 
 
Interviewer: So what were some of the issues that you came up against? I mean, you don't need to throw 
anybody under the bus, but you know. 
 
ER: As I said before, probably makeup people. I mean, they have to wait for a long time, so they were usually 
the ones you could find against the gilded chairs, touching everything, spraying when we'd asked not to spray in 
the rooms or especially near the paintings and stuff. So we had to tell them off quite a few times. […] 
 
CB: Actually, that was a good point. At some times we had so much equipment in the upper guard chamber, you 
know keeping the routes clear, the fire exit routes clear, that's quite something as well. You know, you have to 
be on top of it all the time, of everything. Stopping them eating. There's supposed to be no food or drink policy, 
just bottled water, so we got people who were eating biscuits and things in the corridor, and then people 
drinking coffee, but that's alright because they're an actress. 
 



The Heritage Film Set: The Protection & Care of Historic Filming Locations 
	

	 150	

ER: Yeah, who think they can do anything. 
 
Interviewer: Oh, so nobody was supposed to be drinking or eating, but they just figured, "Well...?" 
 
CB: Yes. Oh yes. It applies to them as well. But, you know, “I'm an actress so actually I've had special 
permission.” Well, have you had special permission? 
 
Interviewer: Do you think all of these people were aware of all of the guidelines and rules they were supposed to 
be following, or do you think part of it was maybe they weren't informed? 
 
CB: Everyday, you know, they have a call sheet, and they put information at the top, and if they'd been an 
incident or we'd drawn something to their attention, that would appear on the call sheet. The reminder that there 
is a no food policy or something like that. So they do know, and in actual fact most sets now are no food or 
drink. That is very common. So they know that anyway. So they know that whether you're an actor being paid 
however much money or whether you’re a runner, they do know. But you just got people sometimes... 
 
Interviewer: So the issue with the hairspray, was it just that they were spraying it near walls or things that you 
were worried it would...? 
 
ER: Well, the thing was we said no spraying at all in the house. So it would get ready in the guest hall or 
wherever they were dressing up, but they were not supposed then to do it again inside the room. I mean, 
obviously in between scenes and stuff they arrange their hair and change a few things, but we did catch them 
using hairsprays, and so we had to remind them.  
 
CB: But they do know. It's just easier. It's what's going to make their lives easier, I think. 
 
Interviewer: The concern with hairspray specifically, is it just that you didn't want it to get on things? 
 
CB: Well, what happens is obviously it's got to land somewhere and not all of it's going to go on their hair, so 
then it sits on whatever surface it is, and depending on what surface that is and whether it then attracts dust or 
has some kind of chemical reaction with whatever the material is. And the problem is not necessarily that you'd 
be able to even see if with the naked eye, and this is one of the big issues... 
 
ER: Yeah, it's long term. 
 
CB: Yeah, long term damage at a microscopic level, and really from my point of view this is just another part of 
the whole issue of cumulative damage and wear and tear, which most people don't really understand because 
they can't see it. So it sounds really quite, you know, well, okay one time is probably not going to do anything, 
but when it's several times and then if it's at Syon, for instance, where you have regular filming activities, if it's 
not controlled at all, you're creating a bigger and bigger problem. So it's trying to have these rules in place but 
then apply them as well, sensibly. I don't think there's one particular area that I would say was more important 
than another. 
 
Interviewer: Well, not that it's more important than the other but if you could categorize what the main concerns 
or issues that came up were, so obviously you said structural issues are one. 
 
CB: It's cumulative damage, and yeah, human error, so accidents. So, you know, when I was on duty one time 
and the guy's lifting the lights and moving it. I have to shout at him in the end, because he's going to walk into 
the chandelier with the light, because he's not looking. He's looking down. So accidental damage like that, if I 
hadn't have been there or his colleagues in the room – there's lots of people in there, but they're busy doing their 
jobs as well – so if I hadn't have been there looking at that, he would have...and that's the same one who stood 
up on the window sill because he couldn't be bothered to get a ladder, you know? So he stood up in the window 
sill to put something in, so it's an example that he was always going to be the difficult one. 
 
ER: Yeah, it's like the make-up people, I mean, it is always them. Like, they touch everything with their dirty 
hands and then we found  [...] on the gilded chairs. So, it's just their job. It's not their fault, but you end up 
knowing that those are the people you're going to have to watch out for. 
 
Interviewer: So if you did it again, and I know that you don't want to, how do you think you would handle it 
differently to prevent things like that? I mean, obviously, you don't know because people are different, but... 
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CB: I think we would just be better at it again, and I think we could do even more things to protect. Instead of 
saying to people, "Please, don't put your hand [there]," we would put something there so that if they do put their 
hands on there, then they're not putting it straight onto the gilding. 
 
ER: Yeah, not expecting to have to repeat things but just doing it in the first place. That's what we ended up 
doing, because they were filming in the drawing room for ages and ages, and we came back three times asking 
the make-up people not to sit against the thing, and then on the third time, we just thought, "Oh well, they're just 
going to keep doing it anyway," so we just came with protections and did it while they were there, because 
there's no point. You know they're not going to do it, so just put some protection in the first place. 
 
Interviewer: So how did you protect it? What did you put over it? 
 
ER: We put some Plastazote around, so this thick black foam around. So it would be holding itself on the edge 
of the sofa. 
 
Interviewer: And did you use that in lots of different places where they were filming? 
 
ER: Yeah, we did. Around frames of paintings. Around doors.  
 
CB: Yeah, it's brilliant stuff, really.  
 
ER: Because the thing is they carry big belts with radios and things and sometimes they don't realize how big it 
is and it's easily caught onto a chair or some fabric or whatever, so we did put that in every single angle, on all 
of the corners that we could reach. 
 
CB: But it's also got to be something that can be easily removed, because it might be in the shot, and they can't 
spend ten minutes trying to dismantle some beautifully created and crafted protection. 
 
Interviewer: So how did you attach it? 
 
CB: Cotton tape a lot of the time. And Plastazote comes in different thicknesses, so you can get it very think to 
very thick, so it's brilliant stuff. And if you get the thicker stuff the whole point of it is, apart from it's totally 
inert, it's very dense, so it can take an impact, so it's very good actually. 
 
Interviewer: And is that something you just have used on previous things or how did you know that was the 
right thing to use? 
 
CB: Well, we use it a lot anyway, so we know it's good. 
 
ER: We used it in preparation before they arrived. We started covering the doors, the corners, by the staircase, 
so we just kind of spend a bit of time then preparing things. 
 
CB: Because we knew, from the first time, we were aware of where the vulnerable bits were which we had 
made out of some ad hoc arrangement when they were here. But the second time, we felt we could do a lot more 
in advance, because we knew, and we knew where they were filming. We knew how they operated, how they 
worked. 
 
ER: And we requested more stuff as well, because Tom wrote some more Correx and maybe not Plastazote, but 
we did ask them to bring more protections than the first time, because we kind of ran out and had to do with 
what we had, but the second time was much better because we said, okay, we need 500 sheets instead of ten. 
 
CB: Yeah, so Correx is – again Eve can show you some of that. That's great, because you can just put it down 
on the floor, and it just provides some protection, and that's very useful. The other thing that's quite usual, and 
the other thing is somebody, I think a National Trust conservator, who, the bottom of tripods, the feet, to solve 
the problem with those, they suggested cutting tennis balls. And that's just brilliant, and they do it now. The 
crews seem to do it automatically. It's obviously something, or the Downton Abbey crew, did anyway. 
 
ER: Is that the case when they have events at Syon, like all these ladies coming with high heels and walking in 
the gallery? 
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Interviewer: Yeah, did you have to protect the floors from shoes they were wearing or anything? 
 
ER: No, here they didn't. 
 
Interviewer: I guess the floor's protected by carpeting anyway. 
 
CB: It is. It is actually where they were filming. 
 
Interviewer: So that wasn't really a problem. It was more the loads and the heavy equipment that was the 
problem? 
 
CB: Yeah, exactly. 
 
Interviewer: Was there any concern about lighting, because I know that lighting, film lighting, can get really 
very hot. 
 
CB: Well, I think historically, yeah, it was a really massive problem, but I think now, because of the new types 
of lighting, I don't think it's as big a problem. 
 
ER: We could feel the heat in the rooms but more because of the amount of people that were there than the 
lights, so at some point it was getting very stuffy, and when it was raining outside, you could feel that it was 
really humid. 
 
CB: And actually that's another point is the environmental impact as well, because as Eve says you've got, 
literally, the doors are shut up for filming so it's pretty smelly and salmon mousse, or it was in the dining room. 
Salmon mousse and about 40, 50 bodies, so, yes, the humidity levels and the temperature levels obviously 
fluctuate. 
 
Interviewer: Did you have a sensor or something in the room to say...? 
 
CB: We do. We do.  
 
ER: We have them in every room in the State Rooms so we can check on the computer what's happening. 
 
CB: What impact that has I don't know really, because it is a short period, and it's about how quickly something 
changes, rather than the fact that it is changing. And I think, again, if it was being done on a regular basis, a 
more regular basis, I think it would be more of an issue, but it's an issue anyway here, because we don't have 
any effective way of controlling the temperature and humidity anyway, so it's a big problem in itself regardless 
of filming. 
 
Interviewer: Is there a sort of range that you find acceptable for humidity and temperature? 
 
CB: There is a recommended range, and it does depend, ideally, it depends on the type of objects and things. 
And then with a sort of plus or minus fluctuation of about five per cent for humidity and temperature, so it's sort 
of around the fifties, mid-fifties, and then you don't want to go over 65, because you might get mold, and you 
don't want to go below 45, because then it's supposed to be too dry, but as I say, the temperature and humidity 
readings for here area a complete nightmare. 
 
Interviewer: So you said 65 is sort of the one you don't want to go over and 45 is too low. 
 
CB: Ideally. But you sort of aim for around 50, 52, something like that. 55. For general collections, you know, 
when you've got specific requirements for different materials. So for instance, we can manage that for our 
antiquities collection where we've got metal objects, because we can do it in a box, if they're small enough 
objects, we can put them in an airtight box with silica gem, which is just controlling that little 
microenvironment, so you can manage something like that, but it is more difficult generally. 
 
Interviewer: Did they use any sort of haze machines? 
 
CB: Oh, they had this helium lighting. 
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ER: Yeah, like they had to prepare this balloon that would rise up from above the dining room table, and it took 
them a good hour to fill it. They did use it in the library as well.  
 
CB: That's right, the first time. And then what they do is they sort of half do it, don't they? 
 
ER: Yes. 
 
CB: They sort of half fill it, so that it's not up on the ceiling overnight. 
 
ER: They did it the previous night, and then put some weight. 
 
CB: To keep it in the middle of the room 
 
ER: And we had to tell security that there was something half-floating in the room. And then they finished it in 
the morning. It's quite quick actually. 
 
CB: And the other thing is that when they're filling it, the canisters are very cold, so they condense. 
 
ER: So, we had to provide a box, a plastic box in case it was leaking. 
 
CB: Because the water, it condenses on the outside, but again this is really good, because if we hadn't have had 
Gill for the first season, we'd never dealt with helium lighting before, so we wouldn't have known that, so she 
knew immediately, "You need to get a plastic box, because this is what will happen." And when they said about 
helium lighting, "How concerned do we need to be about this?" Well, she'd experienced it, so she could tell us, 
"As long as they do x, y, and z, that's fine. It minimizes the risk." Because obviously the other thing that's pretty 
high is the enhanced fire risk with all of these extra people, extra equipment. Everything obviously has to be 
PAT [portable appliance test] tested. This is all done pre. There's a big list of that sort of thing, so PAT testing 
of their equipment. But again it's in their interest, and loading, as well, on the sockets, so that's why they want to 
know where the sockets are and what are they, 30 amp sockets and how many and what equipment they're 
bringing in. So the electrical guys come in and do a recce for that purpose way before they arrive, so that's all 
down to our colleague Robin. So we're sort of really icing on the cake, and all that sort of thing, which is 
obviously essential, as well, and fire extinguishers, and we have to make sure we have a fire warden in the room 
in the rooms as well, which is another role that the guides were doing, because they're trained anyway for that. 
But that side of things I felt is more manageable. It's more controllable. You know, you can say, "Is all of your 
equipment PAT tested?" and they can give you information about the loading and all of that. I mean, obviously 
you have to trust that it is correct. 
 
ER: There's nothing you can do really.  
 
CB: Yeah, but whereas what we're dealing with is so of-the-moment, really. 
 
Interviewer: When you do all of this filming, are you documenting it in any way, just so you can learn for the 
future, because I know you said obviously on the first one you learned a lot, so then on the second, you took that 
into account, but did you write it down anywhere? 
 
CB: Well, Gill wrote a, she does as part of her brief, she writes a report, and I think the second time, we had 
some notes, but then the second time, the people who were there, like Eve and other colleagues wrote a report as 
well from their perspective, which we actually had Gill and another conservator this time, because Gill couldn't 
do the full period, so we got their reports, so that's all good. And part of that is what could be improved for next 
time.  
 
ER: We also took photos. 
 
CB: You did that more the second time. 
 
ER: To remember how to pack something that was working well or what wasn't working well. 
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CB: And again I think if we did it again, I think we'd improve the documentation even more. It's quite hard to do 
things in the midst of it, but the important thing is that something needs to be done immediately when it's over, 
because it's quite amazing how quickly you forget. 
 
Interviewer: Well, because it's so detail-oriented, you know, like little tiny things that are important, but it's hard 
to bring those back out.  
 
CB: Yeah. Yeah. 
 
[...] 
 
ER: And again because we had two project conservators, one of the things that I noticed is that Gill would do 
things and Julia would approach it differently, so that was really interesting as well. 
 
CB: Yeah, it was a different experience with them, even though they're both project conservators for the 
National Trust. 
 
ER: Like they would have different opinions on covering things. I can't remember, but one of them would prefer 
things to be on site and people to see that there was a table, whereas Julia would prefer to cover it all with black 
plastazote so people would know that there was something behind but they didn't know really how careful they 
had to be, so it was a completely different approach. But again there's not a right or a wrong one. I think it really 
depends. You can't really know. 
 
[...] 
 
ER: It's good to have an exterior eye, as well, because sometimes we know the room so much that we don't 
really look at what we've got. 
 
CB: Yes, it's good to have someone from outside, and the experience of much more experience at other 
properties, so when things have come up and they've found solutions, that's then much more likely to be able to 
say, "Well, we did this here, and okay, it's not ideal," because most of it isn't ideal, but you just find a way 
around. But I think we're quite good at that here in that, because the family live here. It's not a National Trust 
environment, you've got lots of things come up where you wish...but it's just life. It's part of it, so just have to 
learn to find ways to either mitigate things or find solutions for things that are going to satisfy what the family 
wants while trying to do the job of preserving and protecting and all of that. So I think we are quite good at that, 
actually, here, so it's alright really. I just don't like film crews, it's just a personal... 
 
Interviewer: Well, I suppose it's not your normal job either. 
 
[…] 
 
ER: It's just the whole load that comes off as soon as you see them leave. It's just like you feel like you can 
finally relax. It's so intense, and they only stayed for two weeks, but it was so intense. It was just such a relief to 
see them walk away. But it did help having Gill here as well, because we did relax a bit, because if she wouldn't 
have been here, we would have been on edge trying to be everywhere at the same time, and seeing that she was 
quite relaxed, and she was saying, "We've just got to trust them. We can't be everywhere at the same time," just 
made us calm down and say, "Okay, we've got to accept it. That's the way it is, and we're just going to try to be 
helpful more than being against them and work with them." 
 
CB: Yeah. Work with them. 
 
Interviewer: So, do you think it was especially stressful, because you don't film in the interiors very much, so 
you didn't know what to expect or how to approach things? 
 
CB: Yeah. Definitely, yeah. 
 
ER: I mean personally I have no idea. 
 
CB: Well, you've never dealt with filming before this, and in fact the other people hadn't either. 
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Interviewer: So what other filming have you been involved with? 
 
CB: Well, at Syon I've been there for recces and then I've been there for part of the filming, but my colleague 
down there is actually, the way it's managed is the House Manager down there takes all responsibility for it. But 
yeah, it's not, I think I don't get to know the half of it down there, to be honest. 
 
Interviewer: What were the two periods of filming? When did they happen? 
 
ER: Was it July probably? July? August? 
 
CB: We can give you the dates. It's summer for both. 
 
ER: So, July 2014 and July-August 2015. 
 
[…] 
 
Interviewer: So, they more money during the two weeks that the filming was happening even though the ticket 
prices were lower, because there were more people coming in? 
 
CB: No, because it's school holidays, and it's so busy everyday, the money that they would have taken for that 
two week period was more than the film crew paid, the film company paid to be here. So actually in pure 
economic terms, it wasn't any kind of gain for the estate. SO, it's only because it's part of the Downton thing. 
 
Interviewer: Have you noticed any increase in visitors since that happened? I mean, you have the big exhibition, 
and I've seen stuff on your website. 
 
ER: I think it's nowhere in the same line as the Harry Potter, really. 
 
CB: There's already 280,000 visitors. Because that's one of the things the location manager was saying, because 
of Highclere. It's completely different. Well, Highclere wasn't really on the map anyway, you know? So now, I 
don't know what their visitor figures were, but now they're bussing them in, and they built toilet lots specially 
for them and coach parks and all of that. 
 
ER: Well, that happened here after the Harry Potter finished, because it was very quiet before. 
 
Interviewer: So Harry Potter was the bigger... 
 
CB: Oh my goodness. Harry Potter combined with the Alnwick Garden, that combination changed everything in 
terms of visitors here. So we went from 60,000 visitors a year, and then Harry Potter was filmed, and the 
following season we went to about 120,000, and then the year after that we went to 250,000, and it was 
ridiculous, because there was no infrastructure to cope with that at all. And it was the film and then the opening 
of the Alnwick Garden together, and ever since then it's been that kind of level. 280,000. 
 
[...] 
 
CB: Yeah, it's interesting. Castle opening now is a business. I think the agent used to say it used to "wash its 
face," but now it's a business. It's all about how much you can get out of the visitors while they're here, you 
know, get them to buy the burgers and the pizzas, and junk from the shop. And yeah, it's a big, big business 
now. So different. Very commercial. 
 
Interviewer: But I suppose it helps. 
 
CB: It does. I mean, from our point of view one of the benefits is doing some exhibitions, and that's good, 
because it gives you an opportunity to research things that you wouldn't have the opportunity to do otherwise, so 
that's always quite rewarding, and if it wasn't the visitor demand, then that wouldn't be justified, and the budgets 
for that comes from that castle opening side of the business. So that's good. That's a good thing. And they want 
it, because they want to be able to say, "What's new this season?" and have something new... 
 
Interviewer: Yeah, keep coming! 
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CB: Yeah, because they need to get people to come back. 
 
ER: And it pays for having things preserved, as well, so it helps to preserve in the long-term, too, to an extent. 
 
CB: Yeah, it does. It does help towards that. Because if we have an exhibition, and we need conservation work 
on things, because they're going to be in that exhibition, we can justify that as part of the exhibition costs, 
whereas the budget that I'm holding which is, those things might not ever get to the top of the list, because 
they're just not considered a priority compared to other things, so it is a good thing. ... So it does bring benefits. 
It's just too many people walking through the State Rooms. 
 
Interviewer: I suppose it helps with building maintenance as well. I know it's not the sexy thing, but obviously 
you have to maintain your gutters or whatever, because otherwise, it becomes a bigger problem in the long run. 
 
CB: And it helps with the maintenance as well in that the Duke and Duchess want to present things that are in 
good condition and a building that isn't dilapidated and falling down, you know, plants growing off the roof and 
the walls and things. They want it to be in a good state of repair, so that's great, and it gives an added impetus 
and incentive for that. That's why the Duchess isn't very pleased, apparently, with Sophie's bit in the AV 
because they had this freak sort of rain. Because most of the roof of the castle, the main keep, has been 
completely re-leaded over quite a long project that finished, I don't know, a couple of years ago, but even 
though the roof has been done and the gutters and everything, sometimes the rain, if it's very, very severe...It's 
this freak thing, and it was when they were filming in the Dining Room 
 
ER: So we were there with buckets and my colleague says that on the interview. 
 
CB: And then the Duchess has seen it apparently and said, "I don't want people to think we live in a house with 
a leaking roof," so she doesn't like that. 
 
[...] 
 
ER: I mean, you can't say it was all pink and perfect during the filming, you know? You've got to show as well 
the concerns that we had. 
 
Interviewer: Yeah, I think that's important to a lot of people as well, like, people that have our concerns would 
be like, "I want to make sure you did it properly." You know what I mean? 
 
ER: Yeah, and people are interested in knowing what really happens and how it happened, and they don't 
necessarily think about all these objects that have to be protected, so they want to hear how it works, filming 
with such a big crew in tight spaces, because they're big rooms, but they're so full of objects, and you can't fit 
that many people in. 
 
CB: Yeah, it's a strange thing, because they are massive, because they've got high ceilings, but actually, there 
isn't that much space, really. 
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Interviewer: How are things with you? 
 
Edward Bourke (EB): Not so bad. I sent you a link from our website, which has the report of the filming for 
2015.  
 
Interviewer: Yeah, it's wonderful. I'd actually read it a month or two ago, but it was a little hazy now, so I went 
over it again just briefly. 
 
EB: And do you want the same for 2014, as well? 
 
Interviewer: Yeah, if you feel like that's okay. 
 
EB: Yeah, well sure, I mean, we have to do stuff for FOI [freedom of information], so I can give you anything 
you want. I mean, stuff was redacted, because you know we agreed with them that we wouldn't let on what they 
were actually filming, so we put down where they were filming from, but we didn't say whether there was a cast 
of thousands or anything, because there was only two people on the island. They didn't want anyone to know 
that back in 2014, because they would have been able to work out – I mean, I'm not a Star Wars fan – but I 
mean, I looked on the internet and this guy spent months speculating about what was going on and who was 
doing what. They're not on the Skelligs this year. They're doing stuff on the mainland this year. 
 
Interviewer: So they didn't film any of the new film there? 
 
EB: No, the film that's coming out at the end of this year, they did film on the Skelligs. That was done in 2015. 
 
Interviewer: Oh, okay. Is that the report that's online then, or is that a later one? 
 
EB: Yeah, that's the last one, which is coming out at the end of this year, but they're back filming Star Wars IX, 
or whatever it is now, but they're not using the Skelligs this time. 
 
[...] 
 
Interviewer: Your reports are really great. So far, I've talked to a lot of different heritage organizations here in 
Scotland and in England, and so far I haven't gotten anything as detailed as that, so those are really, really great. 
 
EB: Well, you see, we had a debate with our lords and masters, because our Department is both the Department 
of Arts and Heritage – so the art side does the films, and they wanted everything to work like clockwork, and we 
kept on saying, "Look, this is not a problem if you're open about it, but if you act like you've got something to 
hide, then people will think you've got something to hide." So, the first year, they didn't want me to release 
anything at all, but they've actually come around to believing that if you tell the truth it's easier than having 
people making up what is going on, so they don't have a problem talking about it anymore. The only problem 
they have is that you have to talk within the parameters. So, I wasn't actually on the Skelligs this year, so that 
report I cobbled it together from my colleague Grellan Rourke, who's the conservation architect, and he dealt 
with it this year. I dealt with it the year before, because he was on study leave, so he in actual fact is the 
manager of the site, so it made sense for him to be the one dealing with them. So I wasn't even down there this 
year. 
 
Interviewer: Yeah, you were just taking what he had compiled and turning into a report. 
 
EB: Well, he basically based his report for this year on the report I had done last year. He just had to move the 
bits around a bit, you know? Because the agreement was already made in 2014 that they couldn't go closer than 
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1.2 meters from any standing wall, and that they couldn't put their tents or anything else on ground that was 
undisturbed. 
 
Interviewer: Now was all of that stuff that you had figured out specifically for the Star Wars films, or was that 
something you had established for previous events or productions? 
 
EB: No, I'd love to say that this was something that we had a policy on for years, but we hadn't actually got a 
policy on it. We have a policy on mortared monuments, but not on dry-stone monuments. What happened was 
they originally were supposed to come in the [...] in 2014, but Harrison Ford broke his leg, and they had film 
crews sitting in London, costing them a large amount of money, so they decided they'd have to come earlier. So 
we found out at that stage. You know, normally, they would have come to us two or three months in advance, 
but it wound up being a month in advance. So when they came, I said, "We can't do ministerial consent in a 
month and a bit, because we have to consult with the National Museum, and we have to do this and that and the 
other thing, so if you're going to do anything to touch that monument, you would need consent." So we came up 
with a scenario where they didn't touch the monument at all, you know, they weren't even allowed to put loads 
on the walls or anything like that. So we came up with a scheme whereby if they have to go over a wall, they 
have to scaffold up over it, and that scaffolding had to be demountable and that all of the timberwork had to 
come off it because the petrels nest in the walls, and they only come out at night, so the big trick was not to have 
them leaping from their nests and whacking themselves off the scaffolding. So that was all done. I had done 
quite a lot of excavation in the Nineties in the Upper Enclosure and in the Lower Monk's Garden, so we were 
able to place all of their tents and anything else they needed to do on top of what had been spoil heaps. So in 
other words, the ground was already disturbed, so they could do no damage. And they had to stay away from the 
walls, and they had to have protocols as to how they did everything. And this year, it worked almost perfectly. 
There were only two minor incidents. A bit of poster paint was spilled on a rock, and they moved a few stones 
in that entrance, but that's a regular occurrence. That happens with tourists. I've even done it, so I mean, the lads 
are totally used to making minor repairs. It's a 19th century wall that was put up by the lighthouse keepers, and 
it's just too thin, so we weren't going to take it down and put it back up again, because it's part of the monument, 
so we just repair it if a few stones get moved. So we had no real problems with them at all. There was one thing. 
The fence that had to come down on Christ's Saddle. That's in the report you have from this year. That had to 
come down the previous year [in 2014] as well, so we had the protocol for doing that, because we had dug the 
holes to put the fence in the first place, so we just took them out and put them back in after the boys went. They 
had to pay for that. They didn't have to pay for anything else. We have a slightly different attitude to National 
Parks and Wildlife. National Parks and Wildlife said that they wanted the wages paid for the people who were 
out there inspecting them, and when I was asked in 2014 whether I thought National Monuments should take 
money from them. I said, "Under no circumstances." They asked for my reasons, and my reasons were conflict 
of interest. I said that if I have to say no, and I was being paid by them at the same time, it could be construed 
that I agreed to something, because they were paying my wages. And also you see because it was done in a bit 
more of a rush the first time around, we didn't know what to expect. I mean, I remember being asked by one of 
our senior people, you know, "What's the story if they don't want to behave?" And I said, "Well, I'll have to ring 
the guards in Cahersiveen." And he said, "You couldn't do that." And I said, "Of course I could. If they don't 
believe I could do that, then there's no point in this at all, you know?” Of course it didn't come to that. They 
were quite respectful of the place, and we didn't have an issue with them at all. They never came back, saying, 
"I know we said we wouldn't do this, but can we not?" That never happened once, and Grellan, the conservation 
architect, had the exact same experience this year. They weren't there trying to put one over on you or anything 
like that at all. 
 
Interviewer: Do you think that's because you had such a detailed agreement in place, and people on site were 
monitoring things, or do you think there was some other factor? 
 
EB: I think, to be honest with you, it helped that we had a protocol before we ever went out there, but to be 
honest with you, I don't think we'd have had problems with that particular film crew anyway. You know they're 
used to spending money, lots of it, and so if there was a problem and you said, "No," they didn't come back and 
say, "Well, couldn't we do it slightly like this, or like that, or like the other thing." They just took "no" as "no." 
And they weren't, I mean, you'll have seen the first movie, I presume? 
 
Interviewer: Yeah, the one that just came out in December. 
 
EB: Well, as you can see, there's only two characters in it. Now, there were three actors, because the stunt 
double for your woman did a huge amount of the walking up and down the steps, because your woman wasn't 
too healthy. 
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Interviewer: I heard she was ill or something. 
 
EB: So the other girl [name redacted], she's some kind of martial arts expert, so it was only light training for her 
to be walking up and down the steps 27 times, you know? But to be honest, I mean, I sound like I'm kind of an 
advert for Disney, but the fact is I had absolutely no issues. Now, the first year when I was doing it. Grellan was 
in California, and when they wanted that fence taken down, he said to me, "You're not to agree to that until your 
man, the director,” I can't think of the name now… 
 
Interviewer: J. J. Abrams. 
 
EB: J. J. Abrams. "Until he tells you why it needs to be done." So I went down, and I was talking to the 
manager, and I said, "I need to talk to the director," and he said, "Why?" And I said, "Because Grellan is saying 
until it's explained why this is needed, he doesn't see any reason to take the thing down." So I talked to your 
man, and it was perfectly logical. They were shooting and using film so it would have meant doing CGI on 
every single frame, so that you wouldn't see the chain link. So I went back and told Grellan that, and Grellan 
said, "Well that makes perfect sense to me," and so I went back and said, "You can go ahead. I'll take the fence 
out, and I'll put it back, but you'll have to pay for whatever materials have to be used." And that was it, so we 
didn't have an issue with them at all. And I never had that feeling that, you know, I would think the guys in the 
Film Board were probably more nervous than me than anything else, do you now what I mean? Because they're 
part of the same department, but they had gone to a lot of effort to make sure that this film happened in Ireland, 
and I don't think they'd have been too happy if I'd turned around and said, "No" about much, but I didn't have to. 
There was no pressure on me to do anything like that.  
 
Interviewer: They didn't push you too hard when you said “no” about things? 
 
EB: Oh, not at all. I mean, when they were told by the wildlife people that they couldn't use a helicopter to drop 
the heavy equipment behind the monastery, because they said that that could upset the birds, they didn't whinge 
about that, and that meant that every single piece of equipment had to be carried up, including generators. And 
there was no bother about it. Nobody turned around and said, "This is a pain in the neck." And they worked, 
they're obviously good at this, they worked terribly efficiently. As they were filming, and they no longer needed 
certain things, that stuff was being brought down during the filming, so it took them a week to bring everything 
up, but they only needed a day and a half or something, two days afterwards to get everything off the island, 
because a load of stuff that they no longer needed was brought down earlier. But I don't know if you've ever 
been involved with filming, but it is the most boring thing you could imagine. 
 
Interviewer: Yeah, I did a little bit of location scouting and PA-ing for my previous job, but it was a little 
different. 
 
EB: It's a huge amount of setting up and people standing around doing nothing. And then there's a burst of 
action, and everybody's supposed to say "shut up," and then they go and move two metres to the left and do the 
same thing all over again. So all the time they were setting themselves up, the guys would be bringing back 
down stuff that wasn't needed anymore. And we had the road up from the landing was used to store all the stuff, 
so it was really very easy. 
 
Interviewer: How did you attach the ropes that they were using to carry stuff up the monument, because I know 
obviously you don't want to hurt the monument? 
 
EB: We have hundreds of small holes drilled in the rock the whole way up and down, so that ropes can be 
attached, because we need that in case anybody gets injured either one of ourselves or any of the tourists, so 
there has to be a method. If you're carrying a stretcher down those steps, if one of you fell, the whole lots of you 
would wind up down at the bottom in a heap, so we have these safety lines set up everywhere, so that if you did 
have to carry somebody down, that there would be two guys carrying the stretcher but there would be two other 
guys holding ropes that would keep the stretcher and the two people from falling too far. And also when we 
have to carry stuff around. as well, the same sort of things, generators, all that sort of thing, so we need them so 
we don't get hurt when we're doing it as well. 
 
Interviewer: Are they set to carry a certain amount of weight, because I imagine that some of the filming 
equipment can be a lot heavier than a person? 
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EB: No, well, the biggest things they had were two generators, and they were about 250 kilos, and they were 
strapped onto scaffolding poles, and they were carried up by six people -- at least four behind and two in front -- 
and then those guys would have been roped so that somebody could make sure that they didn't all end up in a 
heap at the bottom, you know? 
 
Interviewer: Yeah, and so they were just carrying this up the stairs, or up on the ropes on the side, you said? 
 
EB: Oh no, the ropes are only to catch them if they fell. 
 
Interviewer: Ah, I see. 
 
EB: In fact, they were carrying them up by brute force and ignorance up the steps. 
 
[...] 
 
EB: When they came over first, I mean, of course it's Kerry, so everybody knew as soon as they negotiated with 
one person, then the whole place knew. Like, when I went down the first time to go out to the site with some of 
their location people, and I went out the first day to check before they arrived, and I was coming back, and there 
was a young fellow, I think he was about eight or nine, and he was very sick on the boat, and he was leaning 
over so far that I actually thought he'd fall in the sea, so I went over and held his legs so he couldn't go over the 
side. But while I was generally encouraging them and all the rest of it, my phone fell out of my pocket and 
disappeared into the Atlantic. So I rang Dublin and said, "I have a day before these guys arrive, so will you get 
the department in Killarney to have a new phone for me, please, because I can't operate without a phone." So, I 
went down the next day to collect my phone, and I walked into the office and the guy said, "Oh, you're here 
about the Star Wars thing, are you?" So, I mean, the whole of County Kerry knew when it was all supposed to 
be a big black secret. They didn't know everything about it, but they knew that they were coming, and they 
knew they were going to the Skelligs. There was a guy in Kilarney who had t-shirts printed before the film crew 
arrived, so their main issue all along was that whatever went into our reports would not reveal the plot. So by 
taking pictures of their individual set-ups and not saying who was doing what, it meant that there was no way of 
working out what was going on. We had to do a report to UNESCO. They came back to us in 2014, and said 
they needed a report, and when we decided to do that report, we did have to put the location on it, because you 
couldn't write a thing saying, "No damage happened to the monument" and we're not telling you where they 
were, if you know what I mean? But what you could do is you just wouldn't say how many actors were 
involved. I mean for all they knew there were thirty star-troopers running around the place, or whatever they're 
called. 
 
Interviewer: So the report wasn't something that you were required to do the first time? 
 
EB: No, it was the first time, because somebody complained to UNESCO, and we got a letter back from 
UNESCO, saying, "Can you explain how you preserved the Outstanding Universal Value during the filming of 
Star Wars,” and I don't know that you've dealt much with UNESCO, have you? 
 
Interviewer: I haven't. No. 
 
EB: Well, they work on the basis that it's they have to take every complaint very seriously […]. So, the short 
answer is there've even been exhibitions sponsored by UNESCO about films that took place on World Heritage 
Sites, but what happened was if Joe Blogs writes in and says, "It's an absolute scandal that they're being allowed 
to do this on the Skelligs," instead of saying, "Listen, clear off, and ask these guys what they're doing 
themselves,” they write to us, saying, "Can you explain how you are preserving the Outstanding Universal 
Value while filming this Star Wars thing?" So we decided the easiest thing was to send them the report. 
 
Interviewer: So they're sort of trying to get out ahead of any complaints they might receive? 
 
EB: Well, they do this all the time. We have a guy who's an ex-colleague who dislikes our organization, and he's 
sent stuff off before, and we can't talk to them direct. We have to talk through our ambassador in Paris, but 
anyone else can write straight to UNESCO, so when we got this thing, we said, "Look, we'll pay for it, but send 
an independent expert. You know, we're not getting involved in this. We'll explain ourselves to an independent 
expert, but we're not going to get involved in explaining to this guy, because we've offered on numerous 
occasions the chance for him to come out and see what we're doing, and he never comes. So, this guy came out 
[...], and he gave us a pretty good report. Not 100% but 85% or whatever you want and said that there were 
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certain issues that we, the main thing he said was that we had to publish what we had done, which we were 
doing anyway, but he basically said that the story of the work that we'd done to the Skelligs was, in his opinion, 
nearly as interesting as the monument itself, but that if that story wasn't told and it wasn't documented properly 
then it was no use to them. So we were already involved, and it just made it very easy to get the money, you 
know? When you've got a guy from UNESCO saying, "This has to happen," somebody can't turn around and 
say, "Well, yes it does, but we'll do it in ten years time." Well particularly that in ten years time, I'll be retired. 
 
Interviewer: Had much filming happened on the Skelligs before Star Wars came on, or was that sort of the first 
big thing, and do you think there's going to be more after, having seen the success of it? 
 
EB: Well, there's filming almost every year, but it's usually with wee things like a Channel 4 thing about sailing 
around the British Isles or an educational programme. And then we film ourselves. I don't mean us personally, 
but we film the work every year, so that there's a permanent record of what we did, so there's 20-odd years 
worth of film that someday somebody's going to have to edit it all together. And there was a film in 1976, I 
think it's called Heart of Glass or something. I can look it up for you anyway, but Skelligs wasn't a World 
Heritage Site at that stage, if you know what I mean? It was a very odd thing. It was set in East Germany and in 
the Skelligs. I've never seen it. I just know it exists. We had protocols. At least, there were previous protocols to 
do with filming at Trim Castle – like Braveheart was filmed at Trim Castle, and Excalibur was filmed at Cahir 
Castle. But the problem was that they were masonry castles with mortar in them, so they were much tougher. 
Like, you just can't put loads on top of the walls in the Skelligs. Well, you probably could, and they wouldn't 
fall over, but because there's no mortar in them, it's very liable that stones will get dislodged. So when they 
wanted to put things on the walls, they had to use small cameras with these tiny little rail things, and the whole 
top of the wall had to be cushioned before a flat plank was put down with the rails on it, but they didn't use the 
heavy cameras on the walls at all. 
 
Interviewer: Might you have any photos of that? 
 
EB: Well, we didn't do those, because it showed where the cameras were pointing. Well, they only had a camera 
in the biggest of the cells, Cell A, and the reason for that was because they had a really strange thing, you know 
the tripods with the sharp ends on them? But they had the tripods put into tennis balls, so that they gripped but 
they wouldn't damage the ground, and secondly, that cell is big enough that they were more than a metre, 1200 
mils [millimeters] from any of the walls. They could set up so that they didn't break the protocol. So we had no 
problem with that at all. 
... 
 
EB: We were harder on them than we probably needed to be, but we didn't know them when they were coming 
the first time, so we set those protocols. Like, you know, I would walk around on top of those walls, but I 
wouldn't let them do anything until they had the whole thing covered largely, because although the film process 
is slow, when they finished in one place and they want to move to another, they move very quickly. So the issue 
was that they would have to dismantle this in a logical sort of way so that they wouldn't do any harm whereas I 
had no real experience with dealing with that kind of a film crew. When the guys came out from Channel 4 that 
time there was a crew of about six and the presenter, so that's a completely different scale to having sixty people 
and all these safety experts, and nurses, and men to rescue people, and all the rest of them, and to be honest with 
you, I was more cagey than I would have been with somebody like Channel 4, because you can tell Channel 4 to 
get off the island, and it's not going to wind you up in a lawsuit. So if you didn't have something cast iron and 
was agreed, when I didn't know the way they would actually behave, you needed to have something cast iron so 
that you could say, "Look, this was all agreed before you came out here, so stop doing it or get off the island." 
 
Interviewer: You said earlier that there's a meter and a half barrier or distance you wanted to put between sets 
and the monument. 
 
EB: Yeah, 1.2 metres, that they weren't allowed to put any structure or anything closer than 1.2 metres from any 
of the walls. There were two reasons for that. One was to make sure that you didn't have a situation where there 
was a bit of mission creep and stuff wound up closer and closer to the walls, and the second reason was that by 
being 1.2 metres, we'd talked to the wildlife experts, and that would give, even if they had steps or something on 
the scaffolding they had put up 1.2 metres from the walls, any steps would have to be taken off in the evening 
time and it means that the birds, the night birds, could get in and out without actually damaging themselves off 
the scaffolding poles. So it had two reasons, and also that whole business of if you don't say something like that, 
then people will put stuff right up against the walls, and then when you're trying to demolish them [remove the 
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equipment after filming], you can do a bit of damage, whereas if you're 1.2 metres from everything that's 
upstanding, you'd be very unlikely to damage anything, like taking down the tent or whatever. 
 
Interviewer: Obviously, you had people on location while they were doing all of this, so you had somebody 
there the whole time, and if they got within that 1.2 metres, you would say, "Hey, can you scoot in a little bit? 
You're getting a little too close?" 
 
EB: I never ever had to do that. No one did. 
 
Interviewer: But in theory you could have. 
 
EB: We could have, but what happened was, you go up there, and you were with them when they were putting 
the things up, so you'd measure 1.2 metres, and you'd stick an arrow in the ground and you'd say, "Your tents 
have to be on the other side of that arrow." That was it. It was all cooperative. The head guide on the site was 
the go-to guy. He had to do what I said, but rather than having a situation where nobody knew the full story 
about anything, they had to go through him, whether it was on the wildlife side or the archaeology and building 
side, and the reason for that was that somebody had to know the whole picture, because although I was there 
from before they started through all their bringing stuff on the island, through the filming, and through the 
removal of everything off it, the wildlife guys came and went, so you could have one wildlife guy on Monday 
and you could have a different wildlife guy on Tuesday, so they needed to know that one person knew 
everything. So the easiest thing was to make the head guide responsible for that, a guy called Bob Harris, who 
didn't want them there at all, but he did have to admit that they behaved very professionally. 
 
Interviewer: That was actually another question I wanted to ask you. What was your role versus the many other 
people it sounds like that were there monitoring the situation and the various organizations as well? 
 
EB: No, no, National Parks and Wildlife are part of the same department as me, so we have the same boss, the 
top man who covers the built and natural heritage is the same person, but they would have less room to 
maneuver than we would, because the site's an SAC [Special Area of Conservation] and an NHA [National 
Heritage Area], and that means that there are European rules, not just Irish rules, whereas to do with national 
monuments, they're all Irish rules. So, you know, I just dealt with a load of similar things with developers or 
anything like that, so we would have, if you like, more of a situation of reaching an agreement with somebody 
in order to let them do what they needed to do without doing any damage to the monument, whereas the wildlife 
guys sit there and they have forms to fill in with checklists and everything from Europe, saying how you 
demonstrated that there would be no damage to the habitat. That means that in certain cases they had to conduct 
scientific studies before they could do things. Whereas with us, we knew that if they stayed away from the 
fabric of it and if they stayed off the archaeology, there could be no impact. And there was a whole rigmarole, 
and there was a lot of people said that we should have had a consent, and you know, you're sitting there and 
saying, "Well in actual fact if you make what they're doing fall beneath the minimum situation, in other words 
that a consent could not be needed, because they're not allowed to do anything that could or might damage the 
monument, that's far better than issuing a consent [...] In order to force someone to go through a ministerial 
consent, you have to be able to show that they're going to do some damage. So it's much easier to turn around 
under Irish legislation and say, "If you do what we're saying, you won't need a consent," and that means we 
don't have to consult the National Museum. We don't have to send it to the minister or anything. We just have to 
send a letter to the minister, saying, "In our belief, this does not require consent." And why would you let 
somebody do something that would require consent if you can get them to agree not to do it? 
 
Interviewer: You were saying earlier, did they initially want to film on the monument, but because of the short 
time they had, you were able to...? 
 
EB: No, they had a few really oddball things that they wanted to do, which were no-no's anyway. 
 
Interviewer: What kinds of things would be no-no's? 
 
EB: They wanted to bring plants with them. Now, we have a policy, and it has nothing to do with the wildlife at 
all; it's to do with the monument itself. It's that we don't want invasive species, so they were some kind of ferns 
from New Zealand or something, and I'm not an expert on these things, but I just said, "Look, don't do it." And 
they wanted to put these onto walls and into walls. Now this was the first thing that came to us. I mean, the 
minister asked me when she came out to the island, she asked, "What was the story when they came first?" and I 
kind of said that there were three “over-my-dead-body's,” and everything else was fine, except for two “only-if-
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you're-desperate.” And that was basically the way it was, so the thing was at the time they came to us the first 
time, they hadn't employed their own ecologist. He was brilliant. He was brilliant from my point of view, 
because he had run some English nature property, but it also happened to have three scheduled monuments on it, 
which would be scheduled under the English system. So it was great. I remember they had one thing they 
thought they might need to do, and I said, "No," but this is on the site, and it wasn't a kind of mission creep. This 
had dawned on them as a really good idea, and this guy came out with it, and I said, "No way," and it's a very 
small monastery, so they moved to the other side of the place they were, and I could hear your man, Simon 
Noges, saying to them, "There isn't an archaeologist alive that'd let you do that," so he was actually great from 
my point of view in that there was never any question as to whether what I was saying was unreasonable. And 
he was a cooperative sort of fellow anyway. 
 
Interviewer: Can you say what the things were that you just absolutely were not wanting them to do, just to give 
me an idea of what sort of things you just don't allow at all? 
 
EB: Well certainly the invasive plants were an issue. Invasive animals were another, which they have to do a 
full inspection before they were put on boats and a full inspection of the boats as well, so that something like 
rats or mink or something didn't get onto the island, because there are rabbits on the island, and rats or mink 
would kill half the birds and the rabbits and the whole lot, so they didn't want to do anything wrong about that, 
so they accepted that straight away. But there was a couple of things in the beginning about putting things up 
against monuments and all the rest of it, and there was an idea to try and take casts of the monuments in order to 
be able to recreate them elsewhere. Now, they didn't actually understand that you couldn't do that to a dry stone 
structure, because the stuff would go in between the stones, and when you pulled off your thing, there'd be a 
whole load of plaster stuck in the middle of it, which was completely alter the framing characteristics and 
everything else. I had commissioned a LIDAR survey, which is, they fly over the place with a helicopter which 
is linked to ground stations which the precise location and altitude of each is known, and they fly over the place, 
and they fire laser beams, and they also take film vertically and all the rest of it, and it produces a 3D model of 
the whole island. So we had that for the whole island, and by a fluke, the discovery programme had done 
detailed laser scanning of all the standing buildings, so we gave them all that data, and said, "If you need to 
recreate this elsewhere, you can do it with this, but you're not trying to take casts of our monuments, thank you 
very much." So that was the real no-no altogether. You know, that was the one that I would have rung the 
guards. 
 
Interviewer: It sounds like a 3D model would almost be better, because they could just send it to their props 
team or whatever and say, "Make this." 
 
EB: Well, no, it wasn't that. First of all, they had no idea whether we had or we hadn't done LIDAR, and I don't 
think they'd heard of it either. So, they were just trying to work out a method, and this was not for them, it was 
for the next year they wanted to do it, because at one stage, and I don't know whether they ever did it, they were 
talking about recreating parts of the monastery ashore. So this was their first take on how to try and do it. Now, 
when they sent off that, they had not yet fully recce'd the site. They'd gone out to see whether it was pretty 
enough, but that was it. So it was just a bright idea, and when you said "no" they just stopped. There was no, 
"Surely we could do this, or surely we could do that." But they're done with this, you said "no," and it was over. 
The other thing is that what we said to them as well is that we had no problem with them bringing plastic foliage 
with them. So for instance, they used that on the way up and down the steps, there's a couple of places where we 
have arrows so that people coming down realize that the road takes a right angle turn, because people get very 
tired and they just walk over the edge of the things. So we didn't want them removed, so they were covered with 
plastic foliage that looked a bit like the campion that grows on the island, and then there are certain areas which 
are already if you like have been used, which now have campion growing over them, so we were able to say to 
them, "If you need more than you have brought with you, you can dig that up, because it'll grow back." So they 
would just literally cut off the foliage, throw it around the place, take their image, and then clean it all up after 
them. But they had originally had ideas that they were going to have ferns and queer things, and that was just a 
no-no. I mean, the wildlife guys would have gone mental anyway, but we weren't going to have it either, 
because we have enough problems. We've got Buachanáns on the island which have come over from the 
mainland, and we can't get rid of them. Ragwort is the proper name for them. That's come onto the island, and 
we can't get rid of them, because there's whole bits of the island that we can barely get to. So there's colonies of 
this thing which we have to keep trying to cut back, and the last thing we wanted to discover was that some 
bloody New Zealand fern fell in love with the Skelligs, and we were sitting out there with machetes trying to 
kill it, you know?  
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Interviewer: Was that just trying to maintain the natural character of the area, or do you think it actually had any 
sort of a threat to the monastery buildings or the monument itself? 
 
EB: Well, I have to tell you I am no expert on bugs and bunnies, but if somebody comes along and says, "We 
want to bring something from elsewhere to the island that I've been looking after for the last 23 years, the short 
answer is "no.'" I don't want to go off and have some guy come back and tell me that there's only a 2 per cent 
chance that these things will take off. I don't want any chance, particularly when there's loads of plastic foliage 
and foliage that's native to the island that you can use, literally you could only use it for a day, because it all 
starts going yellow after that, do you know what I mean? But it was a no brainer. Anything that I don't 
understand that somebody wants to bring it onto the island, the answer is "no." And the same thing with the 
policing of bringing the stuff out. A couple of minks on the island, there wouldn't be a nesting bird left. They're 
savage little beasts, and rats would get the rabbits, and they'd get everything else as well. They'd get eggs and 
the whole lot. The only thing that's out there, and they came with the lighthouse keeper since the last century, 
are the rabbits and some tiny little mice, but they're no threat to anybody, but if you had to go back to Wildlife 
and say, "Well, look, there's not a puffin left on the island..." And you have to understand that half the people 
who go out there – like including my girlfriend who came out. I was there talking to her about the archaeology, 
and she had no interest at all. All she wanted to do is get close to a puffin if she could, do you know what I 
mean? So although the reason we're protecting, and its UNESCO status is based on the fact that it's this super 
duper early Christian monastery, the fact is around about 30 per cent of the people who go out there have no 
interest in anything except the birds.  
 
Interviewer: It's of equal if not more importance. 
 
EB: Yeah, well it's not more important. Like, to me the oddball thing about it is that the birds are protected far 
better than the archaeology, whereas archaeology is a finite resource and the birds are not. The problem you get 
with some of the people is they think that the wildlife regulations mean that no bird can be discommoded or 
killed or whatever, but the fact is, that's not true. It's that what you have to prove is that the habitat can recover 
from whatever is happening. So like when we do repairs to the walls, and we have to prove when we go to do a 
new section of wall, we have a study on the bit of wall that was done the year before and the year before and the 
year before that, but before we can start, we have to go back and re-study all the areas we've already done to 
prove that there hasn't been any drop in the numbers of birds. So you could actually have a situation where we'd 
be working on a wall, and there might be only half the birds in it the next year. What you have to show is that 
over three or four years, you're back to the same or more, which we were able to do. But it costs a fortune. 
 
Interviewer: It did look like in the report that the birds are very, very well-documented, more-so than the historic 
built fabric. 
 
EB: Oh no, to be fair we've actually a better handle on the archaeology than we do on the birds. That's part of 
the problem is that some of the birds on the Skelligs are very well-studied and some of them aren't, so in order 
to prove the point, you have to start doing the studies, but like a lot of the stuff, the kittywakes and the things 
that live on the cliffs, they haven't been well-studied at all. It's the birds, the puffins, who live in and on and 
under the monument are quite well-studied, and now the petrels are nearly as well-studied, but the ones that nest 
on the cliffs, they're not well-studied at all, but then they're not part of the problem, because we're not damaging 
them. 
 
Interviewer: So is filming on the archaeological remains, is that something you would ever allow or are you just 
say, "No. Stay away. Go just where the tourists can be? 
 
EB: Oh, no, no, no. The issue is what you're dealing with, so I mean, they had 60 or 70 people out there. So we 
did not want 60 or 70 people on the monument, and we did not want them up the south peak, because the south 
peak is dangerous, so we didn't want anybody killed, so they went in the areas that tourists can go to, but they 
also went to areas the tourists can't go to, like they went to the Steps because it looked dramatic, and that meant 
they have to go into the Lower Monk's Garden, and we don't let tourists in there, because it's dangerous, but 
they have to go through there in order to go out onto the Steps, so it's not true to say that they only went where 
the tourists went. The only difference is that we had safety people with them and everything else, which you 
couldn't do – can you imagine if you had 180 tourists on the Skelligs and you're trying to get safety guys to 
scoot them through the Lower Monk's Garden? They can see the archaeology, but they can't get onto it. 
 
Interviewer: So the only reason you don't normally allow people there is just because it's dangerous. It's not 
because it's dangerous to the monument itself. 
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EB:  Yes, it's purely their health and safety, not that they would do any damage to the monument.  
 
Interviewer: Right okay. That's fair. No one wants to die on an island either. 
 
EB: Well, the Lower Monk's Garden you see was conserved to show it after the collapse of an earlier wall, 
because we couldn't dig it all out, because if we'd dug it all out we'd have brought down the monastery, so it's 
shown with all these big rocks from an earlier version of the inner wall of the enclosure sticking out of the 
ground, so it's a place that you could break your neck or twist your ankle or whatever the story is, so you don't 
want them going out there. And the second reason is that we only have five guides. I think it's four or five at any 
one time, so you need one inside, giving the guided tour and you need another in the Upper Monk's Garden. 
You need one at the bottom explaining to them that "If you've a bad heart, this is probably not a good idea and 
how would you get up there?" and then you have another person over in the back minding to make sure they 
don't go into an area where there's been a certain amount of vandalism in the past. So basically there isn't an 
extra body to let them go wandering through this thing that they'd probably get killed in anyway, and out onto a 
big, very steep set of steps where there's no--You know, I probably wouldn't get killed down there, but Joe 
Public would.  
 
[...]  
 
Interviewer: So it's just a place you have to be aware, and if you're not, you don't want people in those areas 
where it's a little more dangerous. 
 
EB: Well, the other thing about a film crew is that you would have your own health and safety people but they 
would have theirs as well, so it's not a question of you minding them. It's that you're there with their people, 
saying, "This is a bad area, so they're to be discouraged from going over there, and that's completely out of 
bounds.” And if you're going to send this woman and make her walk up these steps 20 million times, there has 
to be somebody below her, and there has to be somebody keeping an eye on her apart from the film crew, and it 
turned out that your woman, it's quite funny, I was being quite sympathetic to her, because she was going up and 
down these stairs about 19 times in an afternoon, but let's see I'm 56, and she's 20-something, but she came in 
anyway, and I was sitting inside the Upper Monk's Garden, and she came over the wall, and I just handed her a 
half litre of water, and she sat down and chatted away to me, and she went off with herself, and then he said, 
"You said something to her about getting the punishment detail or whatever it is." He said, "When you go home, 
go and look up the internet,” and he gave me the title [of a video on YouTube]. That wasn't even a light walk for 
her. She's some kind of martial arts expert. She could have done that all day. So that side of things was very 
well-handled, and it wasn't just that our guys were being professional, but you can imagine what would happen 
if you went back to Mr. Disney and said one of their guys had fallen off the cliff, so they were as careful about 
health and safety as everybody. 
 
Interviewer: And then you were talking earlier about the head guide. What's his role versus your role, because 
you're both on set at the same time, is that right? 
 
EB: Yeah, he would have been there, but we wanted to provide a single point of contact to do with wildlife, 
because they were coming and going, you know, you'd have two guys there on a Monday, and it'd be two 
different guys on the Tuesday, so you needed some kind of continuity for their side of it, and they weren't going 
to accept me as their single point of contact either, and also because the Office of Public Works actually 
managed the monument, they wanted it to be an Office of Public Works employee, so he didn't do anything that 
I didn't tell him to do, and he didn't anything that Wildlife didn't tell him to do, but he was supposed to make 
sure that the guys who were out on Tuesday knew what had been agreed on Monday. So that was basically, I've 
known him since '93, so it wasn't a seniority thing. It was just that there needed to be a person who was there 
day and night. Now I happened to be there day and night, well, I wasn't there every night, but the film crew 
wasn't either, because you can't do emails from the Skelligs. 
 
Interviewer: Because there's no internet? 
 
EB: Well, there're spots on the island, but I didn't want to go up there at 9 o'clock at night and stand in the one 
spot on the edge of a cliff where you might get a signal, so I think I went in about three days when I needed to 
make a report back. So I would go in and stay in the hotel in Portmagee and do my emails and then come back 
out the following morning with the film crew. But he was there day and night, so it made sense for him to be the 
single point of contact. 
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Interviewer: So was he also the main point of contact for the filming that happened last year? 
 
EB: I assume so. Well, it would have been slightly different last year, because Grellan Rourke was out there the 
whole time, and he would be superior to Bob. I suppose if you want to look at it that way, I would be superior to 
Bob, but I'm in a different organization, do you understand what I mean? So I assume Grellan was the single 
point of contact this summer, but I don't genuinely know. 
 
Interviewer: So what is the relationship between the two organizations then? 
 
EB: Well, we were the same organization for years. The government moved all of us from the Office of Public 
Works to a previous version of Arts, Heritage and the Gaeltacht, and then we were moved to Environment 
together, and then OPW decided they would like to have the architects back, so they got the architects back, but 
we didn't go back, so basically we're in two different government departments. Our government department 
owns the monument, but they manage it, because they're the ones who have the masons and the guide service 
and all the rest of it, so they manage it under a Memorandum of Understanding with us. 
 
Interviewer: Yeah, so do you usually have a presence from both organizations on things like this? 
 
EB: You would have to. 
 
Interviewer: Because you're the owners, and they're the operators, basically. 
 
EB: Yes. So, You've got to understand that we were colleagues for years in the same department, so it's not a 
big deal. It'll be a big deal in 10 year's time when all the people of my age are gone from the organization, but at 
the present, we get on really well, so it's not a big deal. I mean, Grellan's been there since 1978, and I've been 
there since '93, so if something really bad were to happen between the two of us, we'd have killed each other by 
now. Particularly when you have to share the hotels when you're excavating together. 
 
Interviewer: Do you still do a lot of excavating out there? 
 
EB: I did some in 2014, a very small amount. We had a problem where we couldn't understand why water was 
pouring out of the wall, so I went in and dug on the inside, and we discovered that there had been a drain in the 
wall, but the drain had collapsed, so the water was going around the drain and just pouring out through the 
walls, so we fixed the drain, and it's now working fine again, but it meant that it had to be excavated, so that 
meant I had to do the excavating. Because the archaeologists all stayed and the other guys when back to the 
OPW. They don't have any archaeologists, so they can't do any digging, so it's either done by us, or it's on 
contract. 
 
Interviewer: But I'm sure they're more comfortable with you guys. 
 
EB: Well, you just get used to one another. It's a long working day, because we only have the summer months, 
so we work from 8 in the morning to 8 at night, and then we have to come back and cook, so if you didn't get on 
it'd be a nightmare. 
 
Interviewer: I saw when I was looking through the report just this evening that there was mention of a method 
statement that the producers put together. Is that in that report, or is that something else that could be shared? 
 
EB: Is the method statement not at the back of that report? 
 
Interviewer: I don't think it was the method statement. It looked like it was mostly a letter from the location 
manager and somebody else just basically saying that whatever plan they'd come up with was being adhered to. 
 
EB: I'll have a look at that again. 
 
Interviewer: Unless it's the method statement about the bird habitat, because there was a big long report about 
the bird habitat. 
 
EB: Oh, well, that's fine, because the other stuff was all agreed the year before, so we basically said, "If you 
agree to the same things you did last year, you're fine." So, I think you probably need the stuff from 2014, so I'll 
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pull that out and send that to you. Well, you see, I wrote the report in 2014, so the report in 2015, it's not quite a 
copy of my report, because the locations weren't exactly the same, but it's in the same format, and so I can pull 
the other one out and send it to you, no bother. It's been to UNESCO. We have no problem about people seeing 
it. 
 
Interviewer: I guess the film's already been out anyway, so it's not such a big deal. 
 
EB: Well the first film is out so there can't be any whinge about that at all, you know? If you want to know 
where they are, you can go and see it for whatever it costs at the cinema. 
 
Interviewer: Also, I saw there was mention of set dressing at the Wailing Woman. Did you talk about that at all, 
or was there anything interesting that was happening with that? 
 
EB: If you've seen the film, do you remember you saw the Millennium Falcon on the island, that's at the 
Wailing Woman, so I presume that's what they're talking about. If you saw the area at the Wailing Woman, 
that's the site of my house. Where you saw your man walking up to it in the film, it was the site of a huge 
warehouse, so they obviously just put a model of it there, and you're supposed to think that's a big space on the 
island, but it wasn't. It was just a small model. 
 
Interviewer: So, do you know of any sort of preparation they had to do to put the model there, or was it really 
just not invasive at all? 
 
EB: It wasn't there, so I haven't a clue. I don't even know whether that was done with CGI. 
 
Interviewer: It probably was. I wouldn't be surprised. 
 
EB: But they may have had to do set dressing around it, so that the surrounds looked right, but I genuinely don't 
know what that means. You'd have to ask Grellan Rourke in the Office of Public Works, and it's probably not 
worth it, because you'd have to go through the whole rigmarole of introducing yourself to him. I could ask him 
for you. 
 
Interviewer: Yeah, if you're up for it, I'd love to. 
 
[...] 
 
EB: Yeah, I have to talk to him tomorrow, because I have to go out to the Skelligs anyway. Star Wars did no 
damage, but God has done some with winter storms, so we have to go down to the island and see what the 
problem is. 
 
Interviewer: Well, nature is a little more powerful than a film crew I guess. 
 
EB: Absolutely. Well, I live out there anyway. 
 
Interviewer: Yeah, whether or not you like Star Wars, it was the first time I'd seen the islands, and I was 
immediately like, "Where is this filmed? It's gorgeous!" so it definitely good for the publicity. 
 
EB: But there's no issue, like I mean, the only thing I do know is one of my top bosses said something to them at 
the end of the year that it might be an idea if they went somewhere else. 
 
Interviewer: Oh really? 
 
EB: Well, you see, the only downside, and this is something you'll have to put in your thesis, the only downside 
is that we have a very short season out there. Like, we have May to September to do everything we need to do, 
so it's not so much agreeing with the film crew, and it's not so much the week and a bit that we have to wait 
when you're not doing the job that you're supposed to be doing, it's the fact that the press is interested. So, like, I 
lost two and a half months last year just dealing with Freedom of Information requests, so it probably generated 
about 20% of the work, not just for my section, but the whole of National Monuments and the DAHG, and it 
was doing the same thing to the Office of Public Works, so what you're looking at in those cases is it's not the 
minor inconvenience of letting them film, which might be a week and a half. It's the major inconvenience of the 
fact that there's two departments that spent a chunk of the time that they're supposed to be looking after the 
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national monument answering stuff about supposed disasters. So that's the biggest problem. And now the other 
problem that seems to be happening is that there's a move on in Kerry that they want us to let more people on 
the island, because they're waiting for millions of Star Wars guys wanting to go out to the island. But the short 
answer is that's not going to happen. Well, sorry, the short answer is that, if we have anything to do with it, 
that's not going to happen. Because apart from everything else we could lose our World Heritage status over it. 
You know, if we had uncontrolled access to the island, and there aren't too many people allowed today out 
there, and that's as much as we can manage. Half a day of every week is the crew going around repairing steps 
that have moved slightly because the people that are using it, so if you can imagine that if you had twice the 
number of people, it might be two and a half days of the week, and that means you've only got two and a half 
days to do your work. So if there's anything that's a downside, it's not the fact that the film took place, it's the 
amount of wasted time and effort. And then people get annoyed. It's not even defensiveness. They just get fed 
up, because you get the same journalists, asking you the same FOI questions, so you have to go and take all of 
the files out again, and you have to go back through them all to make sure that tiny subtle difference that's in the 
question is reflected in what goes back to them. So I remember last year, there's a particular journalist who shall 
remain nameless – had sent in an FOI request, saying that "We believe the Star Wars crowd are coming back 
this summer. Can you confirm or deny it?" So I wrote a thing back, saying, "Yes, they would be coming 
September and blah blah blah," and I saw the reply, and the reply was, "There is no truth in the rumour that they 
are coming back this summer," and I rang the boss, and I said, "What the hell is going on here?" And he said, 
"September is in the autumn. She asked whether they were coming in the summer." So what happens, is people 
get fed up, spending hours and hours and hours and all they need to do is to have a tiny nuance to something, 
and it means that you can't just hand out the same FOI you gave them before, you have to check that there isn't 
something that's in this one, so you have to do all the work again. So that took two administrators and me two 
and a half months of our lives. 
 
Interviewer: Yeah, it sounds like a pain. 
 
EB: Well, it's not a pain. It's not that I don't approve of FOI. What I disapprove of is that with FOI, anything is 
the public interest, so if the press are obsessed with the story because they think it'll sell newspapers, then that's 
the public interest. So if you turnaround and say, "This is your current FOI request on this matter," and you're 
asking the same question every time, you can't do that. The law doesn't let you do that. You have to go back and 
say, "Right, that means every single one of those files has to come out," just to check that there isn't one little 
difference in it. And you have to do it anyway just to see if there's a word or that the sentence couldn't be parsed 
to read as something else, and it just means that I'm so sick of looking at files on the Skelligs at this stage. So 
you sit there, and you say, "What's the biggest disaster that actually happened in relation to the filming on the 
Skelligs?" The filming wasn't the biggest disaster. The biggest disaster was the fact that summer is the silly 
season, so every newspaper wants, "Nobody's doing anything with us and nobody's doing this and nobody's 
doing that," and so if you can run a story every two weeks in your paper about the latest that's going on to do 
with the Skelligs, they know it'll sell the paper, so it's not really public interest. Don't get me wrong, would I 
prefer to go back to pre-FOI days? No, I would not ... But so, I much prefer a situation where you're open and 
accountable, but open and accountable has to have limits somewhere. To me, if it's to do with your health, then 
yeah, but if it's to do with the fact that your journalist has run out of stories, and she says, "Well, I'll try another 
FOI with a twist," and the twist is tiny, it's something that she saw the last time and says, "Well, they can go 
through the same routine again," because you can't just turn around and say, "You got the answer to this last 
week," so it just means that somebody has to go back and start the whole process again. ... I believe strongly in 
FOI, but I really do believe that there should be some method, not a method of telling people that they can't ask 
for FOI, but there should be an agreement with the press that you cannot ask 57 FOIs which are all the same 
except for a sentence, because that's unfair. And then the great thing about that, that means if you don't do your 
job somewhere else because you're asking their questions, they're going to hit you for the fact that you're not 
doing the other job properly. 
 
Interviewer: It's a no-win situation. 
 
EB: Well, I don't mind it. It's way better than the good old days. They could say what they liked about you 
behind your back, and nobody knew what they were saying, so I mean, it's a question of some class of balance, 
but all of this sounds very grand and all the rest of it, but if you're talking about what was the downside? The 
downside was the amount of our time that was taken up doing something which wasn't our job. Our job was to 
look after the Skelligs.  
 
Interviewer: Did you have to close the monument at all during the filming? I'm assuming you did. 
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EB: Only for the days they filmed. 
 
Interviewer: And they were there for what, two days of filming? 
 
EB: No, the first year, I think it was three and a half or something. I don't know how many it was the last time, 
because I wasn't really paying attention, because somebody else had to write the report, but what was happening 
in the run-up was that the tourists were going up and down, and the guys bringing all the stuff up and down 
were working through the tourists, and when the filming was over, it was the same. They were taking the stuff 
down at the same time that tourists were on the island, so it really was just the days they were filming. And it 
made it awkward for the guys that were hauling the stuff up and down but what happened then, the tourists only 
actually come out at kind of 10:30, 11:00, 11:30 in the morning, and they're all down by 4:00, so any of the big 
stuff was brought up either before they arrived or after, so it was only stuff that wasn't going to kill anybody 
while they were there. 
 
Interviewer: So, it wasn't an issue for you that you had to close down for those three and a half days? 
 
EB: Well, it happens all the time. We had a rock fall on the island in '98 or something like that, and we closed 
the island. It wasn't our decision. It's that once we said they didn't need a consent, it was a politic decision 
whether they were let to do it or not. You know, I wrote a report, saying "This does not require a consent. The 
wildlife guys want the answers to the following questions," but whether they were let onto the island or not was 
not decided by me, or whoever decides that, their pay grade is well above mine, let's put it that way." 
 
Interviewer: Right, that sounds like some other places I've heard about too, castles and major tourist attractions. 
If they're going to decide to shut down, it's not an easy decision, because of the lost money, but if it's big 
enough, they'll give it the go ahead. 
 
EB: What people forget about it as well is that this has happened before. Do you think there were tourists in 
Cahir Castle or Trim Castle when they were shooting Braveheart or Excalibur or not? Because they were big, 
mortar-built stone monuments, they were able to add things to them and all the rest of it, so they probably 
weren't able to get onto those sites for months. So, I had a bit of a laugh because there was a lot of stuff about us 
selling our soul to the devil and all of this, and I was talking to somebody and they said, "This wouldn't be 
allowed anywhere else." And I said, "These guys came over. They did their business. Nobody was stopped 
doing anything on the island except on the days they were filming, and they left." And I said, "What did you 
think of In Bruge? "Bloody great film." I said, "That was shot on a World Heritage Site by Irish people, and 
most of the conversations in In Bruge are about what a tip it is, so I said, "They didn't just move in there and 
disrupt a World Heritage Site. They then dissed it as well, so why is In Bruge okay and Skellig not? Of course, 
you've no idea. This is a super special site, and it's spiritual, and it's this and that and the other. Of course it is, 
but that's neither here nor there. The fact is did they do any damage to the Outstanding Universal Value of the 
site? Answer: One lady wrote a thing saying, "Please, please, Minister, don't let this barbarous money-making, 
Disney crowd get onto the Skelligs. It's a disaster and all of the rest of it." And I was asked to write a reply to 
her, and I thought I wrote this thing, and it was never sent, and I basically said to her, "Look, did they damage 
the physical monument? No. Did they disrespect the monument? No." So the issue then is how did they damage 
the Outstanding Universal Value of the monument? And I said that the monument is fragile. The wildlife is 
fragile, and they did not do damage to either of those things. The Outstanding Universal Value of the Skelligs is 
the fact of its extraordinary early Christian site with its religious and spiritual elements as well. That is the 
strongest bit of the Outstanding Universal Value of the Skelligs and cannot be damaged by a film crew. But it 
wasn't sent to her, because the fact is, they wrote back a nice thing congratulating the person [...] because they 
didn't want to go through this whole rigmarole. They'd just get another response, so the easiest thing to do was 
just let her off. 
 
Interviewer: Yeah, there aren't any stories in the papers about how well everything went. 
 
EB: Well, that's the only time that he ever really came out of retirement when the complaints the last time, there 
was a totally different piece in the Irish Times, which basically said we had been criticized, you know the 
reports had come back, and that's the only time our [...] went mad and got onto the editor of the Irish Times, and 
they printed a story the very next day from the same person, saying the exact opposite, but there was no 
apology. That's the joy of being a civil servant. 
 
Interviewer: So, to that point, were there things that you learned from say 2014 and then again in 2015 that you 
would improve if you were to do it again? 
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EB: The basics, no. Because of the fragility of the monuments in the Skelligs – and it wasn't because I was a bit 
of a genius. It was because I couldn't have done anything else – is that the idea of staying below what you need 
for a consent was the right thing to do. But I had no alternative but to think that way. So it wasn't that I had got 
up in the moment and had a eureka moment. It was I had absolutely no alternative. The much more complicated 
things, like if somebody wanted to go back and do something in Trim or wanted to do something in Newcastle 
West or something like that, which are these big Norman masonry-built buildings, they're much more 
complicated, because they're going to want to attach things to something or add things to something, and all of 
those can be seen as alterations, and therefore every single one of those will involve a consent. And that means 
that we would have to go the same route as the NWS people did on the Skelligs. It would mean that every single 
intervention would have to be explained and detailed and that with a method statement first. That in the current 
climate would be a nightmare, because whoever is doing that would have to stand over every single bit of it. ... 
Because of the way the ministerial consents are done, that means that the National Museum would have to be 
satisfied as well. It could go on for months, whereas back in the good old days when things were laxer and the 
law as not quite as strong as it is now, an individual architect and his mate, the archaeologist, could have 
decided these things and there wouldn't have been a consent requited at all. Nowadays, every single intervention 
would have to be explained. Like when they did Trim. Trim has a very interesting thing now. I don't know how 
much archaeology you've done? 
 
Interviewer: I haven't done any. Just a little bit of lab work, really. 
 
EB: Okay, well there are things called putlogholes and these are basically square holes in the wall, and it 
literally means to put logs in, so some of them are used in order to build the scaffolding up the outside to build 
the monument, but other ones in some of the medieval castles were to put timber things on top, the things that 
stood out from the walls and all the rest of it, so some of these castles were extraordinary looking, and there's 
loads of them in Trim, so they rebuilt all that stuff, and the issue with that is that all of that would have to be 
done to death now. You'd have to sit down and prove that none of this is going to do any damage to the existing 
structure and all the rest of it, but by the time you were finished, the architecture end of it could be 200 pages, 
and then the archaeologist bit could be 200 pages as well. You'd be looking at major documentation, and it 
would probably mean that two or three people would out of commission for a month, so it's much easier if the 
building, like, there'd be no problem shooting in Dublin Castle, for instance. There'd be no problem in shooting 
in anything that looks like a modern building. It's the ones that are already ruined. It means that all these things 
have to be put back in, and to put them back in you have to get approval for every single intervention, and that 
would be a nightmare. And luckily I don't have a site like that that I have to deal with, but some other poor 
bugger could. 
 
Interviewer: So, filming sometimes does happen at places like that put it obviously means a lot more 
preparation. 
 
EB; Well, how long ago was Braveheart? 
 
Interviewer: I don't know. ‘90-something? 
 
EB: Yeah, but the rules were different then and the same for Excalibur was even farther back. All of those 
things could be done by agreement, but they can't be done by agreement anymore. They have to be done by 
agreement with their proof that what they're doing isn't going to cause a problem. So in the good old days, the 
architect would sit there and say, "No problem with that. Just make sure you don't do this and you don't to that." 
And you'd write it down on the go, and so that would be your agreement, but in the current circumstance, they're 
probably have to be engineers reports and architects reports and archaeologists reports to prove that this was not 
going to do any damage, because that's what you're not supposed to allow to happen. Whereas the other system, 
the problem with the older system was that theoretically if you go someone who was a bit lackadaisical, you 
could have agreements made that shouldn't be made. On the other hand, the current thing would mean that every 
single intervention, the person wishing to do it would have to produce a method statement for it, and then the 
person accepting that method statement would have to accept it, and that would be unreal now. You know it's 
different if you're filming in [...] Castle or Kilmainham Jail, then you're only filming in there. You're not moving 
anything around. You're not doing anything. You're not adding to it. But adding, subtracting, digging, any of 
those things, they're all immediately land you in consent territory. 
 
Interviewer: What's the name of this new law? 
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EB: If you put in National Monument Act 2004 and you Google, well it says, "prohibition of injury to National 
Monuments, etc..." 
 
[...] 
 
That's the territory I didn't want to go into. And there were two reasons is that if it doesn't require a consent, that 
means you've done the right thing for the monument, okay? Particularly in relation to the Skelligs it means that 
they're not allowed to do anything that would raise a consent issue, and the second reason is purely personal in 
that if I went down the route of allowing them to do anything that required a consent, it would mean that more 
of our time would have been spent running around, dotting our 'i's' and crossing our 't's' and forcing them to do 
the same. And the film wouldn't have got made, and we just wasted the whole summer instead of half of it.  
 
... 
 
I did take a couple of photographs that showed Mark Hamill in it, because literally at the end where she hands 
the lightsaber to him, where he was standing, and he was actually roped to the ground, he did have an early 
Christian cross close to him. I wasn't really worried about Mark Hamill or his acting talents. I was more worried 
about making sure the thing didn't get stood on. 
 
Interview: So, he was just roped so that he wouldn't step too close to it? 
 
EB: Well, no, he was roped because behind him, in case he got a notion to step backwards, he could have 
tripped and slid off a long way down from there, so it was their guys that did it.  
 
Interviewer: Well, this has been really great. I really appreciate you taking so much time and being so open 
about everything. 
 
EB: Well, there's no point in not, to be honest with you. I have a guy who's a bit of a mentor to me, and he's on 
our academic advisory team to do with writing up the Skelligs, and he's always saying that is, if you're open 
about what you're doing and you're doing okay, then it's very hard to get at you. If you act like there's something 
secret or something's not done, because you're being too po-faced or because you don't want somebody else to 
know, just do it. Just tell them what you're doing it. The worst that's going to happen is somebody will give you 
a good suggestion on how to improve, so I mean all this cloak and dagger stuff doesn't really suit me. I think the 
short answer is that the whole issue because of the shortness of time at the beginning was held that it should 
have taken much longer and that there was stuff in the paper that we were falling all over ourselves so they 
could film on the island. And the fact is, it wasn't like that. It was the other way around. It was "Sweet Christ, 
this can't be done in the time frame," so that's what forced you to sit there and say, there can be no element of a 
consent. It wasn't brilliant from Ed Bourke's part. It was "If you go down that route, the answer's going to have 
to be no." ... I do definitely think that if I were dealing with another dry stone monument, that's the way I'd do it 
again. It's just not worth it. It's not worth it for two reasons: it could go horribly wrong, if you go down the 
consent route, and secondly, the structures aren't good enough to allow any kind of manhandling. 
 
Interviewer: No structures on top or leaning against. 
 
EB: Yeah. Well it's not just that, but like all the other early Christian churches around Kerry, they're all as 
vulnerable, so if a film crew came to do the same thing, that's probably what I'd recommend, if anybody would 
listen to me. It's because they're so fragile.  
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Fran Caine 
Assistant Events Manager, Historic Environment Scotland 
 
Kirsty Owen 
Cultural Resources Advisor, Historic Environment Scotland 
 
Date: 26 April 2016  
Format: In-person at Longmore House, Edinburgh 
Filming Projects & Locations: Various 
 
 
Interviewer: What's your title and your role?   
 
Kirsty Owen: I'm a Cultural Resources Advisor, which means on the whole I advise on the historic and 
archaeological significance of the Properties in Care, so that's the monuments that make up the estate that's 
cared for by Historic Environment Scotland. So mainly my job involves archaeological conservation, so I’m the 
person that manages minor interventions on the estate when we need to put in new fences, or we need to put a 
new interpretation board up, or if somebody comes to us with an archaeological research proposal, they come to 
me, I look at it, and decide whether or not it's significant, whether or not it can be accommodated, and whether 
it's appropriate to the site. That's essentially my role, but another thing I tend to end up getting pulled into is 
filming, because obviously when a film company comes to us, they'll have a list of requirements of what they'd 
like to see happen at the site, some of which are doable, some of which are not, and some of which we 
compromise on. 
 
 Fran Caine: Yeah, Kirsty's the person we run everything by to go, "Is this okay with regards to protecting the 
monument," because they know everything there is to know about the monuments, which is nice. We deal with 
the actual getting the permissions in place, but they also advise on how intrusive it might be and then help 
advise on how to mitigate that and also that goes double for the Works team, the Monument Conservation Unit, 
as they're known, which Kirsty and crew work hand in hand with. Do you think that's accurate? 
 
KO: Yeah, I think so. I mean, they're more involved with the practical side of things, so things like whether or 
not the electrical supply at a site can cope with things, whether the road is able to cope with the weight of the 
trucks that the film companies will bring in, so very much the practical side of managing the monument and also 
they tend to be the ones that tend to supervise on site when the film crew turn up. Obviously we don't want them 
to just have free run on the site by themselves. We need someone from our side that's there watching, and it's 
usually one of these guys and also someone from Monument Conservation Unit who knows something about 
the practical ins and outs of the site. 
 
Interviewer: Okay, so you have someone that's more specific to that site and then you have somebody who's 
more sort of a general overseer? 
 
FC: Yeah, we always have to have somebody on site and it depends on the size of the filming, but for large 
things like [Game of] Thrones or Outlander, it's always got to be a member of the Monument Conservation 
Unit. That's the important one, because they have the technical knowledge of the site and the protection of the 
site. We often go along, or a member of the Visitor Operations team does go along just to make sure there's 
somebody there, so if anything really untoward is happening then they can basically oversee that, but it's very 
rare that we need to intervene in what a crew are doing, although funnily enough it did happen with Outlander. 
Somebody did actually break the rules having not been briefed, but they weren't part of the main production 
crew, they were part of a slightly different production crew who were filming the 'Making of.' So it has 
happened. We do need people on site, but yeah Monument Conservation Unit is the really important one, 
because Kirsty who will come along to a site visits pre-filming, won't often attend actual filming. 
 
KO: Although I did for Game of Thrones, but that was because it was so intensive, and they were there for 12 
hours a day for two weeks, so we just didn't have the staff on the whole at the time to cover it, because it was 
just a ridiculous amount of hours, so I think we all kind of pitched in there to cover that one. 
 
Interviewer: So did you pull anybody else in, any freelance people, or did you just say, "Oh, you're free now. 
Can you come for a few hours on this day?" 
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FC: Yeah, we don't ever really get people in to do that. It's all done in house. It's not something we consider, is 
it? I mean, who would you ask? 
 
KO: Well, for Game of Thrones we did have Kirkdale come on site, but that was more to do a photographic 
survey before they actually came on to work, and that was a brief involvement. We did talk about possibly using 
some of their staff if we got really understaffed and really stuck, but the MC, Monument Conservation guys are 
quite precious about monuments on the whole and their role in looking after them, so they weren't keen on that 
at all. I think they didn't want to see themselves undermined, which is fair enough because they are the guys that 
kind of... 
 
FC: It's their site. 
 
KO: Yeah, especially somewhere like Doune, which has a depot next to it, so that Monument Conservation 
depot, they're very attached to it. 
 
Interviewer: So this other fellow, Kurt - I don't remember was his last name was - where does he come from? 
 
KO: Which guy? 
 
FC: Kirkdale is an archaeology firm that we employ to dig when we, Kirsty will know more about this as well, 
but when we actually decide that something actually needs and archaeological survey, i.e. digging, then 
Kirkdale often gets employed. Anybody else? 
 
KO: Basically, it's Kirkdale that hold the call of contract, so it's something that we tender every four years for 
the works that take place around the estate, just the minor works, little bits and bobs, so occasionally they will 
subcontract in other people, but pretty much all the work is on the estate, aside from the really big jobs which 
have to be tendered separately, go through Kirkdale, But it's rare that they would get involved in anything to do 
with filming. At one point it kind of look like it might have to happen with Game of Thrones, but that's because 
they were talking about the possibility of stripping the courtyard back at Doune, because they wanted a dirt 
surface, which would have been a pretty major archaeological intervention. We looked at it, we costed it up as a 
possibility, but in the end, we didn't do it. 
 
FC: Doune in particular is very sensitive, so to do that would've been essentially lifting everything in the 
courtyard, and it's a huge area, and when they do dig, it's usually smaller trenches, and kind of little tests as 
opposed to doing an entire area, which would have been prohibitively expensive, even for a large scale film 
crew, I would have thought. And even then that might have even revealed problems that would have made sure 
that they can't film or do what they want, because you don't know what's under there. 
 
KO: The issue with the courtyard at Doune is that it was cobbled and once you come up the pend, entering into 
the courtyard, you can see the cobbles, they kind of disappear under the turf. They sit at various levels 
throughout the courtyard. We know the depth in some places, because we've put in things like pipe trenches and 
small evaluation trenches, but we're not certain in every part of the courtyard, so this is not just an issue of a 
film company wants, say, a dirt surface. It's also an issue if they want to put in structures, because you get this 
thing called compression, so when you have delicate archaeological features sitting just below the surface, and 
you want to put something really, really heavy sitting on top, then you can squash what's underneath, so we had 
to be careful in terms of what we allowed them to erect in the courtyard as well. 
 
FC: Yeah, and though Outlander did actually need a dirt surface for their scenes in Doune Castle, but what they 
did was they covered over the current turf and put dirt on top of that, so it was fake, and they didn't strip it back. 
I'm not sure. Did they do that on Game of Thrones? 
 
KO: Yeah, that was actually what we stole the spec from, I think, for Outlander. 
 
FC: Okay, perfect so you used that as a model. 
 
Interviewer: So you just covered it with dirt and turf? 
 
FC: No, it was like ground sheet at first and then we used dirt, so it could just be lifted straight off to let the 
grass come back to allow any serious remediation, and they also built structures, Outlander, as well. All 
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freestanding, all relatively, well it was all prop stuff, so it wasn't actually that weight bearing. I mean, they were 
just basic wood structures. 
 
KO: There's nothing that was going to cause that much damage really. 
 
Interviewer: So how did you deal with the weight loading on the surface of the courtyard then? Was the turf 
enough, or did you have to put in any other layer? 
 
KO: I think we just ended up erecting fairly lightweight structures. Loading the thing was more a problem at the 
access road, because it's slightly unstable, and we have engineers who will handle that and tell us what we can 
and can't do. 
 
FC: They had to banksman the approach to Doune, because one side of the road collapsed previously under 
weight. Was that for filming as well that caused that? I seem to remember something. So yeah, you have to stick 
to the inside, because on one side you've got the river and then the road and then like a bit of a hill bit, and so it 
was this side that was almost kind of [...] that collapsed previously, and you can see the dip where it was still, so 
they had to go up on inside, because usually it was two way, but this time you have to close off the road just to 
make sure they come up the side that can take weight, but something else could cause more subsidence, which is 
never good. 
 
Interviewer: So before we go further, your department then, or the people from your department when they're on 
site, you basically know more about what the film crew has agreed to do? Are you the intermediaries between 
what has been agreed to with the production and the people that work at the specific site? 
 
FC: Yeah, well at least to begin with. Those people who approach us, we certainly act as the intermediaries for 
pretty much everything, but when they're getting down to brass tacks about what they physically want to do on 
site, Kirsty and everybody else will be involved, and something of the size of Game of Thrones or Outlander 
will involve people that wouldn't normally, like we get small crews approaching us all the time who don't really 
need to see everybody, but we always run it past Cultural Resources, which is Kirsty's team, but we don't always 
include people like the District Architect. We don't necessarily need the District Works Manager, who look after 
the whole area, the kind of higher level works and tech guys, but for major interventions, which is what we'd 
probably class this as, even though it's filming as opposed to works, then we have to include the District 
Architect, even the Head of Estates sometimes and Communications sometimes, depending on what's 
happening, and so it's my job to collate all of these people together and make sure everybody has they 
information that they need, and then when you go and look at what this is and what they want to do on site, we 
have a site visit and we include everybody at least initially, and then those, say, the District Architect doesn't 
often need to follow up on that, as long as they have an idea of what's happening, and if something big comes 
along, then we can update them on that, but as it stands, it's mainly just kind of the hard-core of us, cultural 
Resources and Works, that make sure everything is in place, but we also need again for big things like this, 
detailed method statements and risk assessments on damage to the building as well as damage to people, and it 
all has to be signed off and cleared, so it's my job to make sure everybody has everything that they need inside 
and then again passing the information back to the film crew. 
 
Interviewer: So you're the coordinator. 
 
FC: Yeah, exactly. The fixer if you like. Do you think that's fair? 
 
KO: Yeah, we are essentially the management side of the properties of Historic Environment Scotland. There's 
another side, which is the regulatory side, so those are the people that you apply to for Scheduled Monument 
Consent. So another thing that quite often happens with these applications is that SMC will be required. If 
there's any kind of physical intervention to stick anything to the monument, to dig any wholes, to fix anything to 
it, that will require SMC, and we try and advise them as best we can as to whether or not this is likely and 
wherever possible we try to make sure that it's not. If you can change their proposals ever so slightly so they 
don't have to apply for SMC, so much the better because it can take like two months and there are no shortcuts 
these days.  
 
FC: They used to be able to push things through, but now it actually has to be done to time limits, so it's eight 
weeks minimum. That's a good point. We all say to people it's like a "leave no trace" type of thing and we can't 
fix anything to the monument. You basically can't change it in any way whatsoever. So people attempt to have a 
request that doesn't actually do that, yet it often requires Scheduled Monument Consent, because they think, 
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“We're not doing this, we're not doing that, therefore it won't need it,” but we'll look at it with our super 
analytical eye that Kirsty and crew have and say, "No, you actually will." And it got to the point with Outlander 
that they were doing so many requests that the Location Manager would call me up and say, "We're planning on 
doing this, do you think we'll need SMC?" And we eventually started saying, "It doesn't matter what you're 
doing. Assume that you need it. Just get the applications in as soon as you have an idea" because that means if 
you don't it, that's fine, but if you do, you're covered." 
 
Interviewer: And aside from the time difference or the long amount of time it takes, you want as little messing 
around with your properties anyway, right? So it's a benefit to you as well. 
 
FC: That's the kind of stuff that comes out on the walks and site visits, because basically a site visit we go along 
and they have a wish list and say, "Can we do this? Can we do that? Can we do this?" And we say, Yeah, you 
can do that. You can't do that. Can't do that. Can do this." Or you can do it like this or you can do it like that, as 
opposed to light fittings is a good one, they cover it with something and the props guys make something to make 
it blend in, so you don't actually remove anything and risk damaging the fabric, it's just... 
 
Interviewer: So, do you want to take me through Game of Thrones then since you said that's sort of the big thing 
that started it all? 
 
FC: Umm, that was before my time, so I'm not sure I can say that much, but yeah, go ahead. 
 
KO: I'll do my best to remember, but you'll probably get a better idea by going through these documents, to be 
honest, which I've just basically printed off electronically from my drive to take you broadly through the process 
we went through to get to where we actually ended up, but essentially what happened was the initial request 
came through you guys, what they would like to do, and if I remember rightly, it was two-sides of A4, fairly 
innocent when it turned up. 
 
FC: Two-sides of A4? 
 
KO: Yeah. 
 
Interviewer: You know, it's just HBO. Just your normal student film. 
 
KO: I'm trying to remember what it included, but it was things along the lines of "We'd like to strip back the 
courtyard for a dirt surface. We'd like to paint the Mary Queen of Scots chamber," which is the chamber above 
the kitchen, and essentially a whole host of other requirements, and I remember looking at it first and going, 
"Ooooh, okay." 
 
FC: Actually that's a great shout. People often come to us and go, "We've got a small request. It's only going to 
be this and that." And then we look and go, "Small to you guys. Not small to us." Like, I think anything over 10 
people is a big production for us, because it depends a bit if they want to do stuff during the day, then it's going 
to be disruptive to the visitors and anything like that, so it becomes big quite easily for us. 
 
KO: I mean, there are all sorts of other things that could potentially cause issues with this, things like, they 
wanted to introduce a fire into the kitchen. It's a Scheduled Ancient Monument, something like Doune, I mean, 
the issue with these older castles is that the stonework tends to be quite wet and if you dry it out suddenly, it 
tends to crack, so we don't have heat in our monuments on the whole. People don't tend to think about these 
sorts of things. Things like candles as well. They wanted candles absolutely everywhere, but if you put it too 
close to the stonework, it can scar it. Wax on the floor doesn't come out, and then we have additional issues with 
other people, third parties, weddings, where we've told them they can't have candles, whereas Game of Thrones 
wanted it. I mean, we weren't really aware at the time obviously of where this was going to go and how big it 
was going to be. I'd never heard of Game of Thrones. A couple of guys in our office had read the books and said 
it was rather good, but we didn't know that it was going to explode the way that it did. This was, as far as we 
were concerned, an Irish film company that were making something that they were trying to get HBO to pick 
up, which may or may not take off, and it was going to have Sean Bean in it, and it was looking like it was 
going to be quite interesting, but they had some money behind them, but not a great deal, but it was made fairly 
obvious to us at the start that this could be a massive benefit to the local economy, and it could really be quite a 
good thing for the area, so we were encouraged by Nick Finnigan, who was Head of Events, to make it happen 
essentially, so our Inspectorate colleagues, who are the regulatory side of the house, and they're called Heritage 
Management, but back when this happened, they were called the Inspectorate, and they weren't keen on the 
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proposals when they were saw it, so we were told to go back to the drawing board, have a site visit with them, 
and try and talk them down, which was actually was quite successful on the whole. We went through each and 
every one of their proposals, and we talked them back into something which was actually starting to look quite 
manageable. So at that point things are looking fairly promising, but the timescale kind of ticks on a little bit, 
and the other issue with Game of Thrones is they didn't have a Location Manager until quite late into the 
process, which meant that there was nobody from their side who was really coordinating it.  
 
Interviewer: That's interesting. They're kind of an important person in the process. 
 
FC: Yeah, it absolutely is. For a big production that's essential for us. We need one point of contact and we 
could deal with them and that's it. 
 
KO: They eventually brought in somebody called Emma Pill, who was very, very good, but we got the 
Scheduled Monument Consent application in somehow but essentially what it came down to was a bank holiday 
Monday when I'd been given as a deadline by our Inspectorate colleagues, me on the phone to the production 
company in Ireland, trying to pull together this application form. They were sending me PDFs. I was sending 
back, "No, you've got to change this." And so we ended up with a document that could be submitted, which is 
sitting in here [pulls out application], which essentially went through every single thing that they wanted to do 
in detail. 
 
FC: It's a beast. You're going to have fun reading that. 
 
Interviewer: Oh, I will. 
 
KO: Things like the smoke, the fake snow that they wanted to bring in. 
 
FC: Oh yeah, yeah. So things like that you need to provide compositions of what effect you're going to be using 
and how you're going to mitigate any potential damage as a result of that. Which will often end up in our Works 
guys' or Kirsty saying, "You can't use that. Give us something else, or if you can find an alternative that's made 
of whatever." Smoke machines are a good one, so yeah, oil-based ones which leave a residue, but you can get 
water-based ones. 
 
KO: And those aren't even suitable at every site, because some sites will have wall paintings, and that sort of 
thing and we don't want that sort of getting wet. I mean, I'm missing out great big chunks of time. We went 
through all sorts of bizarre things. As I said, Game of Thrones was a first for us, so they wanted do use quite a 
lot of soot, especially in the kitchen area, and they showed us the fake soot that they wanted to use, which 
seemed fine, but they put it on to other puts of stonework, but obviously we'd never tried it on the stones at 
Doune before. We didn't know whether or not it was going to soak in, so what we ended up doing is taking a 
piece of sandstone which was going to be used to repair one of the other stones at Doune in the workshop round 
the corner and rubbing the soot on and seeing if we could get it off, doing the same thing with the fake snow, 
spaying it onto the stone to see whether or not we were happy with it, running it past our technical conservation 
guys to make sure they were happy, and there is still a little bit of soot in the kitchen at Doune which never quite 
came out. 
 
Interviewer: Do you know what it was made of? 
 
KO: I've got the technical specification actually in here somewhere which says it's something they've used 
elsewhere. 
 
Interviewer: It's not really soot obviously. 
 
KO: It's some sort of bizarre kind of paper stuff that you rub together and it goes onto these and blackens it 
down. 
 
FC: Amazing the kind of detail you can get into with stuff like that. You know, people think that we are difficult 
to deal with or at least it has been said in the past, but really what it boils down to is if you're prepared to work 
with what we want, then we'll make it happen, or we'll try our hardest to make it happen, and that's a brilliant 
example is if we can go an actually see it in action and decide that it is okay, we'll take the time to do so. Kirsty 
actually went out to see a demonstration explosion of a pyrotechnic effect used by Outlander for a scene at 
Blackness Castle to go and assess the potential damage it would have or what it would leave behind, and it was 
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deemed that it was okay. It was fine, so they actually lined up and did a huge - and it was all flame and no force 
that's what it was, just purely pyrotechnics, so it didn't have any concussion. And so they ended up using it, and 
Kirsty got video of them standing not far away from it. So we'll take time out of our days to make sure this kind 
of thing is looked at and not just dismissed out of hand, so again, that's why we're so good with Outlander. 
Never found anybody as good to work with on large-scale stuff, because they understand. They often approach 
you with, "What is it that we need to do to make it happen?" And we'll say, "This, this, and this." and then 
they'll try their hardest to do that, which is great, so yeah, we will facilitate stuff, just as long as people can meet 
our requirements. 
 
KO: Doune was a little bit of a strange one for the film crew that were working there, because the director at the 
time was a big Monty Python fan, so he was absolutely convinced that Doune Castle had to be Winterfell, so he 
was dead set on it. It had to happen there, regardless. But I think some of the members on site were slightly less 
keen, particularly there were the guys in the set-dressing department, because the number of compromises they 
had to make was not something they were altogether used to, so that's why they ended up going back and 
building their own Winterfell after doing the pilot episode. 
 
Interviewer: So were there more compromises there, because of Doune Castle itself or because it was a Historic 
Environment Scotland property? 
 
KO: I think probably because of Doune Castle, itself. 
 
FC: I mean every site is unique, obviously, but the general restrictions apply across the estate. 
 
Interviewer: So what were some of the unique things about Doune then when you were dealing with all of this? 
 
KO: Well, I mean, there's stuff on the Scheduled Monument Consent side and there's stuff on the guardianship 
side which were issues for us, on the management side of things. Basically every property that we look after is 
covered by the 1979 Ancient Monuments and Archaeological Areas Act, and that's what stipulates that you have 
to have Scheduled Monument Consent and it stipulates that it should be minimal intervention, that works really 
should be taken for conservation purposes or to allow visitor access, so it doesn’t' really allow for things like 
filming, so we've kind of had to squeeze it around the edges. At Doune, as I said, we mentioned the access road 
already. It's a very [...] access in and out of the site. Car parking is another practical issue. 
 
FC: Oh yeah, there’s no car parking. They had to rent space in the village. The other one that keeps going up in 
Doune is definitely the courtyard. There's just no leeway on it at all. You either use it as it is, or don't. You can't 
peg anything and you can't build anything [...] unless you do the kind of mitigation that Outlander did, which 
was a lot. It's really difficult to use. 
 
KO: They wanted to bring in things like lighting trucks and generators and that sort of thing, which isn't an easy 
thing to accommodate on a site like Doune. There's one way in and one way out. There's not a lot of room, and 
there's one road that runs just past the castle and that runs down to a water treatment [...] at the far end, which 
also has to be kept clear, because it's not our access route. Doune is also a leased property, so we don't own it, 
and it's not technically in the guardianship, so that was an additional issue. We had to talk to the man that 
actually owns Doune Castle, before we could actually allow this to go ahead. I don't whether or not we actually 
have it in guardianship or know whether it was changed but it was under a 99-year least a tithe time of Game of 
Thrones. That makes it a little bit unique. 
 
FC: Doune is in guardianship? 
 
KO: I think. Is it still leased? 
 
FC: Oh, I don't know. You'll have to talk to the [...] guys. That's way above my pay grade. 
 
KO: I think the lease has been renegotiated, but I don't know whether it's been brought into guardianship in the 
process, but certainly it was leased to us, which meant it also had furniture in it, historic furniture, antique 
furniture, which didn't belong to us, so that was another additional issue. We had to move that out of the site so 
that it didn't get damaged, so we had to bring our Collections Unit on board and brought it an additional 
specialist furniture removal company to get this stuff out. And then there's the issue of on-going conservation 
works, as well, which is quite often a problem that most of our sites do have scaffolding. 
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FC: Is it still there? 
 
KO: Possibly. The walls. 
 
FC: On one of the walls the scaffolding was there for a long time, and it couldn't be moved. 
 
KO: I think it's an on-going problem at Doune. The scaffolding has been gradually moving its way around the 
site, because the stonework's quite fragile. It takes a really long time to rake out, point, and conserve the walls, 
and scaffolding is expensive and the work to carry it out is expensive so it takes us a long time to work our way 
around, whereas the last thing a film crew wants is great big scaffolding sitting in one corner of the courtyard. 
So we have to get these quotes to get it taken down and put back up again, because our conservation unit are not 
going to pay for that obviously because they want it in place, and they're not going to be able to take it up and 
put it down, and Outlander were quite good about that sort of thing. 
 
FC: Very rare, but it did happen with Outlander, Yeah, they paid to have it removed and then restored, which is, 
yeah, obviously this worked out well, but... 
 
KO: I can't actually recall what we did with Game of Thrones. I think it stayed in place, because if you look at 
the pilot episode, which was the only one that was filmed at Doune, you'll note that you never see the side of the 
courtyard where the scaffolding was, so I think we left it, but don't quote me on that. 
 
FC: For smaller productions, they would do that all the time, so they have to basically use the angle that doesn't 
show it. It doesn't come up that often but now and again, you'll be like, "This can't move, so do what you can." 
 
Interviewer: So given all of the challenges at Doune then, why do you think the two biggest things that have 
been filmed in Scotland recently have been filming there? 
 
KO: We could puzzle over this endlessly, to be honest. 
 
FC: Doune is like a quintessential castle, isn't it? When you think castle, you see Doune. It looks like a keep as 
well, which I think as well a lot of people think of a castle as a keep, you know the surrounding wall with the 
keep rising up. I used to work at Edinburgh Castle, and the number of people who asked how to get into the 
castle, when they were already inside was unbelievable, because it didn't fit a lot of people's perceptions of a 
castle, whereas I think Doune fits that very nicely. Would you agree with that? 
 
KO: It's got that nice courtyard wall, and it's fairly accessible from Stirling and from Edinburgh and from 
Glasgow and get to it quite easily. If I were going to choose a castle in the estate, it wouldn't actually be my 
favourite personally. 
 
FC: No, mine neither, and I like it, but... 
 
Interviewer: Which one would you think would be better? 
 
KO: I like [?] or Caerlaverock. 
 
FC: Caerlaverock is a fantastic site. Very inaccessible. I've got a soft spot for Edinburgh though, because I 
worked there and cut my teeth there. Fort George is one of my favourites as well, because it's like an untouched, 
pristine example of an artillery fort from the 18th century.  
 
[...] 
 
Interviewer: So how did the rest of the process go with Game of Thrones after you had all of these things that 
they were proposing to you? 
 
KO: Well, after we got Scheduled Monument Consent, it was a matter of actually deciding how it was actually 
going to work on site, so they had their dates more or less set, so we had to talk about how it was going to be 
covered by our site, because they were all wanting to be there at all hours, basically for two weeks, for the 
taking down and the setting up, so a lot of the stuff that we required, that our Monument Conservation Unit 
required is similar to the sort of thing that you need for Scheduled Monument Consent, but in addition, they 
wanted risk assessments and not just risk assessments, but how it was going to impact on visitors, risk 
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assessments on how it was going to impact on the site, so they wanted to know where all the potential points of 
damage were, what they had to keep an eye on. Let me see if I can find a relevant document, because I'm trying 
to remember how exactly we went about it. 
 
FC: I suppose once all the stuff's in place and the risk assessment's been signed off, the next step is permission. 
 
KO: More your field than mine. 
 
FC: Exactly, so we issue permissions once everything's in place, like when Works guys sign off on risk 
assessments and are happy with all of that, that's when we give official permission. Again, you need dates and 
things like that when you know everything's in place, but for something like this, you need to put it out through 
Communications that the site's going to close and that visitor access will not be allowed, and you need to do that 
as far in advance as possible, because people often plan trips to see sites and they can be kind of annoyed by 
doing that unfortunately. And there are some ways around it, so at Glasgow Cathedral for example, when 
Outlander did it, they were only using the lower church, so it was only on filming days themselves that the 
whole thing closed. Otherwise, the rest of the property remained open to visitors, and that's a free entry one, I 
know, so it wasn't that big of a deal, but yeah, they would carry on with their works and set up underneath the 
church while everyone else is there, but when actual filming took place, the whole thing closed, but that was 
only two days [...]. 
 
Interviewer: And that was at Glasgow Cathedral? 
 
FC: That was at Glasgow Cathedral. And not often that is available. Quite often, the site will just close. 
 
Interviewer: But at Doune Castle was it closed? Was it two weeks they were there? Is that what you said? 
 
FC: That was before my time, I'm afraid. 
 
KO: We kept it open, bizarrely. 
 
FC: You're joking. Wow! 
 
KO: I know. 
 
FC: Did you reduce the ticket price or anything? 
 
KO: I don't recall off the top of my head, but it was kept open, because we couldn't have car parking so we were 
bussing people in from a different part of Doune, but it was open the whole time. 
 
FC: Wow. Wow. 
 
Interviewer: Did the production company pay for the bussing of people? 
 
KO: Yeah, they had kind of a dressing set area away from town so they were bringing people in, but that was 
one of the reasons why we shut for Outlander, because it was just chaotic. 
 
FC:  But Outlander actually left some stuff in the courtyard, barriered off for awhile, like two months over 
winter, so they allowed us to do an interpretation board to put on to say what is this, and we got copies of their 
artwork so they could see what it was supposed to look like, so we did allow the intervention to continue while 
it was still open, but for actual builds - film, strike - yeah, closure, which we thought at the time, with 
Outlander, was pretty controversial, which I'm not surprised now that you say that it stayed open. But now that 
the precedent has been set it seems to go down fine, because it's been done a few times, so it's definitely 
something that we're open to is closing the site depending on when it's being done and what the site is. I mean, 
for example Doune Castle, numbers weren't - well, it's now changing because of Outlander - weren't that great, 
so we factored in the loss of income to the charity for Outlander. If they then came to us and said, "Can we 
close Edinburgh Castle for even half a day?" we'd be like, "No, not a chance." In fact, they came and asked that 
for Stirling Castle, and we just flat out denied it. It was just like, no way. 
 
Interviewer: This was Outlander? They asked about Stirling? 
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FC: They called up and said, "I know what you're going to say here, but can we close Stirling Castle for two 
weeks?" No. And then he went away again, because it's his job, but if they say to him, "You need to ask this 
question," he says, "Okay, I will." 
 
Interviewer: I did my due diligence. 
 
FC: Yeah, exactly. Gets the denial he knows is coming and then goes back. 
 
KO: Just as regards what actually happened on site, what our conservation guys really wanted to know was the 
timetable, so we ended up, this is one of my wonderful practical jobs. Poor me and poor Gillian spent most of 
our time trying to prepare this, because it was so big that... 
 
FC: They should be sending you this stuff. That's what Outlander do for us. 
 
KO: They sent that, and then we essentially had to try and work it up into something which our guys could 
really use, so that was kind of the ideal world scenario and this is essentially what we ended up with. It's the 
construction, so these are my documents from way back when. 
 
FC: I don't know if I'm allowed to do this, but I can send you the Outlander equivalent, where they all of this 
stuff that they send you early on, and it's this kind of thing, yeah, it's an art department set of notes, and it has 
pictures and little drawings that show you what they want to do, and that is the kind of thing that we look at and 
say, "Yes or no. We can. We can't." 
 
KO: But it's partly because of this learning experience that we now know to ask for this sort of thing, because 
really when we initially decided that we were going to allow this to happen and the SMC went in, we didn't 
really think so much about how we were going to timetable things. How we were going to staff things on the 
ground, how much detail we were going to need. So hence, why we ended up doing a lot of this stuff in a little 
bit of a hurry. 
 
Interviewer: So a lot of the detail-oriented things, like how are you going to protect the floor or the wall, was 
that something that you had taken from event planning, or did you get somebody else to come in? Did you talk 
to somebody to say, "What do you do?" since this was sort of the first time that you had done this? 
 
FC: It's all on the production company. If they want to do something, it's up to them to show how they're going 
to mitigate stuff like that, and then we either approve it or don't. We can make suggestions, like the standard 
thing is rubber footing your tripods. 
 
Interviewer: Yeah, I saw in there, and I wouldn't have known this except for a few weeks ago, but things like 
Correx and Plastazote and all that, like you may not have known that was the material to use but a lot of other 
sites used that. 
 
[KO leaves to take a call] 
 
FC: Yeah, so the Works guys can often take a look at something and suggest a different mitigation method, and 
they'll take that back and take it to their props guys, usually, and they'll kind of say, "We'll suggest something, 
or we'll price something up and see if it works." 
 
Interviewer: Well, I'm sure they've done filming in so many historic properties before, they're aware of what's 
normally used or what are the common requests. 
 
[...] 
 
Interviewer: Special effects are something I'm really interested in, and my tutor was also asking me to find out 
about the explosions and pyrotechnics and car chases, because that's a very different set of things than 
somebody potentially bumping into a wall. 
 
FC: Well, in our experience, again, the explosion one was a good example there, we asked to see it and their 
control of it, and the fact it was pyrotechnic as opposed to an actual explosion, and the other thing that the 
Outlander guys have done heavily is CG just after the fact inserted into the film and a lot of it, so that's 
absolutely fine by us. But yeah, the other great thing, okay, I'm going on about Outlander quite a lot, but another 
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thing they do, their props stuff is amazing. Like, they took a print, essentially, a mould of a wall on an old 
building beside Doune Castle and then used that to create walls of things like the cottage in the grounds, which 
was literally just board but with this kind of rubber mould of plaster-casted stones and then painted to look 
incredibly realistic, so that kind of thing, their physical effects stuff is really good. Special effects stuff again, if 
we can see it and are happy with it, that's fine, and then the CG stuff, they just do it after so there's no intrusion. 
So yeah, it works pretty well. [...] 
 
Interviewer: So about the casting, not of the people but of the building, the building that they put the cast on was 
not a Historic Environment Scotland property? 
 
FC: It was. It was actually on the depot building in the Works [...], but they just had this stone wall section that 
they thought that looks really good, so they came along and they basically plastered up a board with this rubber 
stuff and they pitched it on and it sat there and stuck, and then when it had set, they peeled it back, so you had 
the mould and then they would pour plaster into that to create the facade. And it was a listed building, but it 
wasn't the castle. It's like an old barn or something like that. I don't know what the depot is made of but it is an 
old building, or at least an old stone wall building.  
 
Interviewer: So when they peeled off the mould there wasn't any residue or anything. It just came off. 
 
FC: No, and in fact what it did was clean the stone slightly. It took some of the lichens off and things like that. 
 
Interviewer: So they got the lichens on their mould. It's so realistic, you even have the lichen. 
 
FC: Yeah, completely. That's absolutely right. I don't know. I have visions of this perfect rectangle, like de-
lichened, but I don't think it was as much as that. 
 
Interviewer: I was asking because, so I've been talking to the Skellig Michael people for Star Wars as well, and 
they had been approached about getting a cast of one of the monastery buildings up there, but they're dry stone 
buildings, so they said "No," but I suppose that's different because these are mortared, because they were 
thinking, "If you mould this, then you're going to get plaster in the dry stone, in the cracks." 
 
FC: Yeah, totally. No, I can see why they turned that down. 
 
Interviewer: So that's why I was asking, because that's the only time I've heard about that so far, and what they 
did is they already had a LIDAR scan done. It had been done before, so they just gave the scans to the props 
department, and then they could recreate what they wanted. 
 
FC: 3D printing presumably. That's really cool. Yeah, that's the kind of thing, if we had something like that, we 
would turn it down. We scan a lot of our stuff as well. We got he 3D scanning part of the agency does for 
UNESCO sites, so that's the kind of thing if we had the data and I'm sure we would share, probably for a fee, but 
it's definitely the kind of thing that could be arranged if we had it... 
 
Interviewer: So what kinds of things did you change from Game of Thrones to Outlander, because she said 
obviously you learned a lot from the first experience, so what did you take away from it? 
 
FC: Well again Game of Thrones was before my time, so Outlander was my first experience with a major film 
project, but the difference I can spot here is we are actually quite prescriptive on the, as you can see here, what 
to do and when, the timescales and schedules and things, but now what we do is, basically, if somebody wants 
to film on our sites, we have them give us it and we approve it, and that's it. It's on them to do that kind of stuff, 
so we'll say to them, "We need to see this in ample time to approve it or not or suggest alterations and things 
like that." That's definitely one I can spot here. Contact list, yeah, that we probably wouldn't do.  
 
Interviewer: I assume for all of these you have contracts and agreements you have everybody sign, and I don't 
know since you haven't probably done a tone of filming yet, do you have general guidelines that you give just to 
say, "This is what the rules are for every site?" 
 
FC: Yeah, I've done loads of filming, enough to say that what there really is is a difference between small scale 
filming and big scale filming. So small scale stuff, we can generally say rubber footing and cable runs, that are 
not such a big deal anymore because everything is handheld or at least mostly, but things like that have to be 
coned away from corners and things like that to stop damage, but and then we get them to sign an indemnity, 
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which basically says in a legal form, "We're not going to damage the monument. We might prosecute you if so, 
but it also says you have rights to the footage, and that's the part most people are concerned with." With a big 
scale one like this, we actually have a location agreement that was drawn up by our solicitors which they have to 
sign as well, and we don't often on small scale things, we refuse to sign location agreements that people carry, 
we make them sign ours instead, but again, it says they have rights to the footage. What else? I don't know. 
 
Interviewer: But like for Outlander, they've filmed at several of your properties. Was Doune Castle the only one 
that Game of Thrones did? 
 
FC: Yes, I believe so. Well, maybe Blackness Castle as well, but I'm not sure. 
 
Interviewer: Well, in that respect then, how does that work if you're working with the same production but in 
multiple locations? Do you duplicate what you’ve done but tailor it to the sites? 
 
FC: Essentially. Yeah, yeah. Luckily they never applied for multiple sites in one go, it was always one at a time, 
because in the agency each part of the country is split off, so you get different people looking after different 
areas, so we would essentially repeat it but send it to different sets of people at a time. Some people don't ever 
change, like the Head of Estates is just one person, but otherwise, yeah, the process is the same. You need your 
Scheduled Monument Consent. You need a site visit. They have a tech recce, which we often attend, and that 
will generate things people have to say, "Can we do this? Can we do that?" And then we get the method 
statements, all the paperwork in and again back and forth between this new set of people for their monument 
until it's all okayed, Communications guys have put the notice of closure out, and etc. etc., so it is broadly the 
same process no matter where you are. And again, it's just that each site has it's own challenges, but otherwise 
it's all broadly the same. Does that make sense? 
 
Interviewer: Yeah, it does. I guess you're the best person to ask then about the benefits and things that have 
changed in terms of visitor numbers. 
 
FC: Doune Castle is the best example for that. The visitor figures have gone absolutely through the roof. Before 
Outlander, there was a significant tourism trade from Monty Python, which, you'll know well to the point where 
we have an audio guide narrated by Terry Jones for it, which goes down a treat. I think we're just doing the 
same with Sam Heughan now for an Outlander one, of course. But before then, it was something like the top 40 
visited sites, and now it's like number six. It's just huge. The figures were something like 40% year on year it 
just jumped every single time. And now it's crazy, because it was a one person staffed site before and then it just 
went pow, and so now they're like scrambling around trying to get staff recruited to look after it. But it's good if 
you get something like that, it's perfect for us, because more money goes in, which means more investment can 
be made in the upkeep of the site, so it's brilliant for us. But yeah, the numbers for Doune are mad, like 
excluding Edinburgh Castle, our most popular site takes around 300,000-400,000 people a year, and it drops 
quite significantly after that, so like 120,000 for Urquhart [Castle], so by the time you get to Doune it's hitting 
something like 60,000, which for the site is a lot of people. Have you visited Doune Castle? 
 
Interviewer: No, we drove by it once, but I'd like to go. One of the many. 
 
FC: Yeah, of course. There's so many. No it's great, and it increases the demand for filming at Doune. It just 
means we're making loads and loads of money from it. 
 
Interviewer: So have you gotten a lot more requests to film, not just there, but at some of your other sites? 
 
FC: Not large ones, but yeah. It always comes in waves. Winter is quite quiet, but now it's ramping up again. 
 
Interviewer: While the weather's good. 
 
FC: Yeah, exactly. While it lasts. 
 
[KO returns] 
 
Interviewer: We were talking tourism. 
 
FC: And the increased numbers for things like Outlander. 
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Interviewer: And you were saying earlier that part of the reason you were excited about doing it at Doune is for 
the benefit to the local area and the community. Have you noticed anything like that, other than the increased 
visitor numbers, but do you think it's spilled out at all? 
 
FC: Into Doune itself?  
 
KO: We don't really tend to track that. 
 
FC: Yeah, we don't really have a way to measure that. Also, don't quote me on more investment for the site. It 
just enables something like that, because obviously you take more money, but that's totally, again, way above 
my pay grade instituting stuff like that.  
 
KO:  You kind of have to be mindful of that sort of thing if you're going to say "no" to a proposal. I mean, that 
was certainly an issue at the start with Game of Thrones, because our Inspectorate colleagues looked at it and 
said, "Why can't you just say no to this?" And we said, "Well, we can't really, because there's pressure on us to 
bring filming, big filming proposals to Scotland and not lose them to places like Ireland and the Czech 
Republic, where it's so much easier and cheaper to film." We want people to come to Scotland and film at the 
sites. We want to help them where we can. 
 
FC: Yeah, it's difficult, because we're part tourist agency, part conservation agency, I mean, mainly conservation 
agency, but again, if we can facilitate it we will, so yeah, that's a good shout, but there is political pressure as 
well, or there was. 
 
Interviewer: Is that a sudden change or a specific person or regime change that has made that more important to 
you? 
 
FC: I wouldn't have thought so. 
 
KO: No, I mean we always wanted to show the sites off and we always wanted to get them publicized as widely 
as possible, and we're part of the Scottish economy. Tourism is part of the Scottish economy so we've got a 
responsibility to make sure people come to Scotland, use the sites to show them off, because it benefits 
everybody, in so far as we possibly can, which is why we'll help as far as we can, but I mean, sometimes you get 
proposals that just won't ever work, but we'll always suggest compromises where we can. 
 
Interviewer: So we were just trying to discuss what the differences were between Game of Thrones, you're first 
go around, and Outlander and your later experiences. 
 
FC: I wasn't around for Game of Thrones, so I couldn't really say the big difference. 
 
KO: I think the biggest difference for Game of Thrones, to be honest, is that it was all on my and Gillian's 
shoulders, because we found that we spent a lot of our time chasing people around, trying to convince them that 
this had to happen and that it could happen, whereas a lot of our colleagues were less keen on it, because there 
was a time when a film proposal could have come to us, and we could have just gone, "Nah, don't like that. 
Don't like it. Go away." We're not in that kind of world anymore, really.  
 
FC: There are certain things we'll turn down, depending on the content, or... 
 
Interviewer: Is that because you've seen other sites in other countries do this and they've seen a lot of success, is 
that why you can say more freely that you want to do this? 
 
FC: Not really. We've moved from, I suppose, being the people who look after it with an iron fist and say, "You 
can't do this. You can't do that" to trying to facilitate things and also bring in more money for tourism, for us, for 
various reasons, and now we're a charitable organization, so we need all the money we can get, and that's 
another reason to try and accommodate this as well and again trying to balance between looking after the site 
and bringing in money is difficult, but the site must always take precedence.  
 
Interviewer: So it's part of the change from Historic Scotland to Historic Environment Scotland? 
 
FC: No, it was happening before that. I suppose it's just a generational thing, you know? As opposed to being 
custodians, we look after the site, and it is the priority, but at the same time, we won't turn something down just 
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because we don't like the look of it. You know, if it can be done correctly, and it isn't damaging to us, then there 
is no reason not to, and we get money out of it. 
 
KO: Yeah, and you can see it in other things that we produce as well. If you look at, like, our guidebooks, for 
example, go back, say 50-60 years, they're very dry, academic publications with not many pictures in them. 
They're all in black and white with a blue cover. 
 
FC: Yeah, lots of heavy text. 
 
KO: Exactly. Just not the sort of thing that your average visitor would come to the site and just pick up. They're 
aimed very much at an academic audience, whereas now, we've got something that's colourful, bright, 
interesting, and visitor-friendly, so one thing we've not been so mindful of in the past is who we're actually 
conserving the sites for. We're not just conserving the monument, because we want the monument to keep 
standing. We're conserving the monument for people to come and visit and appreciate and understand, because 
if people don't understand the site, they're not going to care about it, and that's when they get damaged and 
vandalised, and people don't want to give money to look after them, so it benefits the site ultimately if as many 
people as possible understand and appreciate it and see it. 
 
FC: I'm going to have to run. Do you need anything else in particular you'd like to ask me versus Kirsty? 
 
[...] 
 
[FC leaves] 
 
Interviewer: So Game of Thrones was at Doune, and they had fake snow and they had fake ash. What other sort 
of things were they doing? 
 
KO: Well, we can start from the beginning. As I said, there was the technical side of things. They were bringing 
in things like the lighting trucks and the generators so we had to put down a kind of fake road thing to run things 
actually up to the castle itself, so that had to go in, because a lot of the trucks had quite big tires. We can't let 
them run directly on the ground, because they'll damage the ground surface and then possibly damage 
underlying archaeology. 
 
Interviewer: How would you connect this fake road? 
 
KO: There's actually method statement in here somewhere, which is probably the best thing to look at. 
 
Interviewer: I'm sure most of the things I'm asking, the answers are in here. 
 
KO: We could probably go on all day, to be honest. So we'll have a look at this. Things like the installation of 
doors and frame protection, this is something that is pretty standard with Outlander now, because obviously 
there are lots of narrow doors and narrow pends, we don't want the stonework getting bashed, because they're 
bringing in things like scaffolding tubes and bits of wood and pieces of set, so everything has this sort of Zote 
foam and then this timber construction around the side. You've probably seen Game of Thrones, so you'll know 
what the Great Hall at Winterfell looked like, but they had to construct a massive sort of set piece behind the 
actor, behind the dais area at the far end and tables and all sorts of things, banners, tapestries, candelabras, and 
again we're talking about bringing things in through very, very narrow spaces. And in addition, they wanted to 
hang things from the beams in the Great Hall of Doune, so we had to get our engineers in to look at how much 
weight these things could actually take. They needed to construct a small scaffold to actually get things up to the 
ceiling as well. And then there are other issues like protecting the floor. I mean, the floor in the Great Hall at 
Doune isn't historic, but if it gets damaged or if it gets stained, then obviously that impacts on how the 
monument looks and the staff have to look after and clean it, so we had to protect the entire floor, which was 
essentially was covered in something like masking tape, a similar sort of thing, and then we dressed on top of 
that, so they could use things like food and candles and that sort of thing. Things like in the kitchen area, they 
had a fake fireplace, which again, I've mentioned the issue with heat, so we had to get one that didn't actually 
generate any heat. 
 
Interviewer: I didn't know you could get a fire that didn't generate heat. 
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KO: Aye, you can. And the courtyard area, we dressed it with sort of a surface and then put a sand and soil mix 
on top of that, which the specification for that is in here somewhere, and then they built small wooden structures 
[...], as I say, if you've seen, then you'll know. 
 
Interviewer: So were there things from this with Game of Thrones that you changed when you did Outlander? 
Where there things you decided "Maybe that's not the best way to go about it, so we'll do it this way instead."  
 
KO: Outlander were far more light touch with Doune, to be honest, and they used less spaces. They took some 
of the specifications from Game of Thrones, they used that, but they weren't really using the internal spaces so 
much, so it was less of an issue for us. One area I think we were slightly more loose with Outlander was the 
pend, which is the pend is the access point as you come into Doune, it's cobbled and they're historic cobbles, as I 
say, they dive under the courtyard surface. We had the Game of Thrones guys protect them with this foam, 
because we were concerned about them getting crushed with people going back and forth. This turned out being 
kind of a visitor hazard, because people were slipping all over the place, and it was wet and muddy when we 
filming Game of Thrones, so we didn't ask Outlander to do that. We just said, people have been going in and out 
of that pend for 600 years, so. 
 
Interviewer: It's not so much of a problem. 
 
KO: There were some areas where I think maybe we were slightly too precious, but on the whole, because of the 
size of this production and the number of things they wanted to do, I think that the amount of stipulations and 
the care that we took was necessary on the whole even if it was a bit of a shock. 
 
Interviewer: Has the process changed at all from this? What sort of things did you learn from the first time 
around? 
 
KO: Well, as I was just saying when Fran was here, there are far more people involved now, and Fran's team 
have a very definite way of dealing with these things. They'll have a proposal come in. They'll come to us. We'll 
initially give advice. Then site meetings will be called, so actually have a process now for dealing with these 
sorts of things, whereas when Game of Thrones came in we didn't have a process. It just was a shock to the 
system on the whole, and it snowballed into something which was huge and was rather scary to myself and the 
Events Manager, Gillian, at the time. We handled it, but somewhere in here we have notes from the wash-up 
meeting, somewhere near the back, but that details exactly what we thought we could have done better, but yeah 
it's probably worth having a look at that. 
 
Interviewer: I'll have a good time going through them later. 
 
KO: Yeah, that's the mention of the stain on the fireplace, which isn’t actually that bad, really. 
 
Interviewer: So, when did this filming happen? 
 
KO: This was in 2009. September 2009, I think something like that. 
 
Interviewer: Is that the only time they used Doune? 
 
KO: Yeah. 
 
Interviewer: So they only used it for Season 1? 
 
KO: Only for the pilot episode, actually, but that in itself took two weeks. It was long enough. 
 
Interviewer: Wow, so do you have any idea why they only decided to do it for the pilot? 
 
KO: I think it was partly the expense and how time-consuming it was as well, because as I said, particularly the 
set dressing guys didn't entirely enjoy the experience, having to work with an historic site, and once it got 
picked up by HBO, and it became apparent that it was going to be a big thing, they got more money, and they 
were able to start building their own sets, so I think at this point they didn't really have that much in the way of 
cash, and they didn't have the certainty that the pilot episode was going to be picked up. 
 
Interviewer: But did they use Doune as the model for the sets that they used? 
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KO: If you look at Winterfell in the length of the series, it's very obviously still the Great Hall at Doune. Darker, 
murkier, but the same. 
 
Interviewer: So, with Outlander, they're filming on lots of different properties, what are the unique problems 
that they're on? 
 
KO: God, that's a big question. 
 
Interviewer: Okay, in general if possible. 
 
KO: Well, it's got a lot of the same challenges as Doune. Pretty much every site they're working on is a 
scheduled monument. They've all go their unique quirks. They've all got issues with access. They've all got 
slightly friable, delicate parts, areas where there's sensitive underlying archaeology, areas where you can easily 
get into them with cameras and lighting and that sort of thing. As I say, they're all so different. Places like 
Tolquhon Garden and Aberdour Castle and Blackness, they've all got their own challenges. I could probably 
talk to you all day, to be honest. 
 
Interviewer: That's okay. We'll just focus on the main one. Have they filmed at Doune many times? 
 
KO: I think they've been back a couple of times now. Fran would be better advised to say on that than I am. 
 
Interviewer: Are there any other things it would be useful to know about filming for either of those or filming in 
general? 
 
KO: I think we've probably covered most of it, to be honest, but if you need to come back to me at all, just feel 
free to either email Fran or myself. We're quite happy to answer any further questions. 
 
[...] 
 
Interviewer: Generally, do you have a documentation process for filming? 
 
KO: Yeah, I mean essentially all the correspondence is kept, so this is the correspondence file for Outlander, so 
it basically goes from Day 1 right the way through. It starts with the initial proposal. They'll send in a form like 
this, but initially there's kind of a filming request form and you'll get this via the website, and they give us a 
rough idea of what it is that they want to do. Then we usually send something like this, well, Outlander did 
anyway, because they were very organized, and they had a location manager in place, Hugh, who's worked with 
us on a few other things before, so they list things like the outline of the project, when they want to film, areas 
they want to use, how they intend on protecting the monument. And then Fran sends this to me, and I scribble 
all over it, basically. And then if it's something of this size, we have a site meeting, usually, and the art 
department will go in separately, and they'll decide exactly what it is they want to do, and then we'll get that 
afterwards, and you'll get things like this. This was their set design for the courtyard, so there's far too much 
here for me to easily photocopy for you. 
 
[...] 
 
Interviewer: So that's happening there? 
 
KO: It's this issue with handrails and talking about whether or not they could remove them. Usually we try and 
make them cover things as much as possible, but there are glass plates in some of the windows in Doune, which 
can easily be removed because you've only got to unbolt them and you can take them out, but other things are 
embedded into the walls, and as soon as you start going into the monument, then that's an issue with Scheduled 
Monument Consent. 
 
Interviewer: Did they end up removing the handrails after all? 
 
KO: No, no. They covered them all. To be honest, there's probably more here than I could easily talk to you 
about today, but I think the easiest thing for me to do is to get some of this photocopied for you. 
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Harvey Edgington  
Head of Filming and Locations, National Trust 
 
Victoria Marsland 
Conservator & Filming Specialist, National Trust 
 
Date: 27 June 2016  
Format: In-person at the National Trust in London, UK 
 
Interviewer: First, thank you so much for squeezing me in. The first thing that would be great to have would be 
your names and your titles, and then explain what your roles are. 
 
Victoria Marsland: Vicki Marsland, Conservator, Filming Specialist for the National Trust, so my role as 
Filming Specialist is a hat role on to of my day job to advise how to avoid damage when using National Trust 
properties as filming locations. So I particularly get involved with drama filming, have an overview of drama 
filming and get involved with the planning stages, working with local consultants - conservators, curators, 
building surveyors, sometimes wildlife and countryside advisors, sometimes archaeologists, all sorts of 
disciplines - because they know their properties well and also advising the property teams at the properties, and 
I deploy freelance filming project conservators to support the property teams when the filming is taking place on 
the ground, and then I do the sort of wash-up, collating reports, basically to ensure that we get the learning and 
share what we've learned across the Trust. 
 
Harvey Edgington: My name’s Harvey Edgington. I'm head of Film and Locations for the National Trust, so any 
enquiry that comes to us that isn't news and including commercial still photography comes past our desk. So 
there's three of us on the team. We cover England, Wales and Northern Ireland. We have about three to four 
crews every single day on National Trust property, and my job is to make sure they know where they're going, 
that where they're going know they're coming, that they've done a contract, that they've paid the money, we've 
collected the money, and everything is back the way it was when they leave as it was when they got there. So 
this will range from things like CountryFile right up to The Dark Knight, Batman film and stuff, so crews from 
one person with a camera right up to 500 people. It depends on what's happening really. So we do all of that. 
 
Interviewer: So, you kind of just mentioned it, because you mentioned there were three crews on properties a 
day, but how many enquiries you get approximately a month or year. 
 
HE: Enquiry rate is well over 100 a month. During the summer, it can get to almost 200, and some years it's 
been over per month, but of course you're also dealing with the ones from the month before that haven't shot yet. 
It's about notice time really. The only time of the year where it's quieter, as opposed to just dead, but it is 
quieter, is December. 
 
Interviewer: Because of the holidays.  
 
HE: Yeah, everyone's freelance, so what happens is after the first full week of work in December, the moment 
you've got the half weeks for the holiday, they basically sack everyone and reemploy them on the first week of 
January, and that way they don't have to pay holiday pay and stuff like that, so that's the only time it sort of dies 
off. But even then, last year we had a major drama series going all the way through Christmas, so it's never 
completely dead, but it just feels like it is, because it's less. It doesn't really fluctuate with the weather. It 
fluctuates for all sorts of reasons. Quite often it's the funding. It's when they actually release the money for the 
filming, and if you've got three or four joint funders, that can all be staggered. And also a part is availability, so 
if you've got Tom Cruise or whoever, you've only got him for a certain time, and if you don't shoot it within that 
time, he's not going to be there. 
 
Interviewer: You said that there are more in the summer. Is that because of the money or the availability of 
people or is that weather based? 
 
HE: Yeah, it is. It's slightly trying to hopefully cash in on good weather, but it's more the fact of money 
becoming available, and what happens now of course is they give you a release - especially on feature films - 
you get a release date, and you have to work backwards from that, and depending on when the money came, you 
suddenly go, "Oh, hang on. We've actually only got four months to make this now then," and all chaos ensues.  
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Interviewer: So what percentage approximately of all those hundred enquiries you get a month actually turn into 
on set filming? 
 
HE: Probably about 60 per cent. I mean, we do a lot of factual - we do a lot of Country Files and Antique 
Roadshows and documentaries on this that and the other. We probably do a TV series or a feature film twice a 
month, and sometimes, for instance Wolf Hall, we were 40 per cent of the locations in that programme, so that 
was four or five properties. 
 
VM: It was six actually for Wolf Hall. 
 
HE: Six, yeah. Or it might be one property for a very long time. We've just done this thing called The Living 
and the Dead, who were on a property that isn't open to the property, but they were there for the best part of 
three and a half months. 
 
VM: More than that. They were there from July last year to January this year. 
 
HE: Yeah, so they were there a long time. 
 
[...] 
 
HE: and then you get, say, one property for two days. It just depends on what they want, really. 
 
Interviewer: Are all of your properties potentially open for filming or are there ones where you just say, "No, 
not at all?" 
 
HE: There are some that would probably be too small for a feature film or TV drama, so they would tend to only 
do documentaries, but in principle, yeah, they're all open for it. It just depends on what it is. We have turned 
things down, obviously, but in principle, they only have to ask. 
 
Interviewer: This sort of goes along with the number of enquiries you get, but have you noticed any sort of an 
increase, since things like Netflix have come up or the so-called "Golden Age of TV" with money being 
pumped into TV shows that produce 10, 20 episodes a year? 
 
HE: Absolutely, yeah. There's been an increase in those kind of productions in terms of nobody had heard of 
Netflix until ten years ago in terms of making their own shows, and we're doing one for Netflix now. We're 
doing one for Starz now, etc.  
 
VM: We've done quite a few HBO. 
 
HE: We've done some HBO's. There's a German company that comes over every summer and do the Rosmunde 
Pilcher books, so we've been doing those for about 15 years, so there are foreign crews coming in as well, but 
yes, it's definitely increased, and it's also interestingly changed the regional picture, because there's not that 
much production space anymore. So, Game of Thrones did wonders for Northern Ireland, and that has had three 
or four follow it in to the studio space there. Wales has picked up a bit, because of BBC and Doctor Who. [....] 
of Execution, which I think is Netflix or Amazon, but again that's shot down in South Wales, so, yeah, definitely 
it's increased. 
 
[...] 
 
Interviewer: How does the National Trust feel about having filming on its properties? 
 
VM: Positive. Yeah, in principle. We'll look at all of the proposals and individual circumstances. 
 
HE: We do it for three reasons. We do it for the money. We do it for extra visitors, because we know that extra 
visitors comes if you're in a successful, or even in a documentary frankly, but it works. It brings people in. And 
the third reason is economic generation, because, if we've got a film crew in somewhere like Cornwall, and 
they're spending £60-70 grand a night on hotel bills, then we're obviously helping the local economy, which in 
the end benefits everyone, so those are the three main reasons for doing it. The fourth reason, if you like, is 
when the programme is specifically about us or about an aspect of our work or the history of the house, then 
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that's another way of reinterpreting it and getting the message across about what we're about, so there's a 
propaganda thing as well. 
 
Interviewer: But is it something you actively seek, or is it something where you wait until they come to you? 
 
HE: No, we actively market ourselves to the film industry. What we do with the wider world is we say, "We 
were in this film. Do you know about it?" so we do movie maps and stuff like that, but that's always after the 
filming, but we do market ourselves directly to the film industry, particularly to location managers, and we have 
the website, and when I joined, the best part of 16 years ago but officially 2003, when we set up the unit - the 
thing that we had to do was convince location managers that you could trust the National Trust, because our 
reputation in the film industry up until that point was poor at least. You know, we were too expensive, too 
bureaucratic, no one to talk to, inconsistent - you said yes last week and you say no now, and it's the same thing. 
That kind of stuff was going on, and that's the reason we centralized it. Properties won't have to get into 
contracts and negotiations. They'll just have to deal with the filming on the day. We'll get some conservation 
sorted out, so everybody knows where we stand, and we'll build it up from there, and it's kind of worked. 
 
Interviewer: And you said that was 2006 that you started? 
 
HE: It was 2003 when we started. I unofficially was here about 2000, helping out, and I wrote a report about 
how they should do it, and then they said, "Alright, let's ask him to come and do it," and I joined in 2003. 
 
Interviewer: On a related note, I was reading through the Manual of Housekeeping, and most of the documents 
you sent me are sort of supplementary to the Events chapter, is there a reason that those weren't published as 
part of the book, or is it just that they were done early, and they couldn’t make their way in, or how do you 
foresee using those. 
 
VM: Well, the guidance on the internet is really for internal distribution; although I am happy to share it with 
sister organizations or custodians looking after properties, hosting drama series. It's really to guide property staff 
in the process of delving into it. But the main public face, the Manual of Housekeeping, is sort of the guru. 
 
[...] 
 
Interviewer: What motivated you to create all of these special documents? Because they're very detailed. 
They're great. 
 
VM: It's all born of our experience and lessons learned. We started back in 2005, I think. We started a group 
called Functions, Events, and Filming as a working group, and that was a central group with people picked 
from, we had certainly Functions and Filming represented, conservators lead it, and it had a curator and I'm sure 
it had a few other people. It certainly had a general property manager - and that's where we were starting to 
think, well, we need to have a more joined up thinking approach for the guidance, because we had an intranet by 
then, but of course it gets opened up all over the place, so tying the whole thing together, and the filming 
guidance, it had to be specific. There were some things that it correlates to, but other things it had to be more 
specific, so it just grew in that way. On the intranet it sits in two places: It sits under the filming page, and it sits 
under the Care of Collections pages along with Planning for Building Works, Events, Functions and Filming, 
and then delve down, you'll get filming. 
 
HE: What was needed was an overall approach within the Trust on the conservation side towards filming, 
because I was brought in to increase and encourage filming and take money and all of that, and of course the 
first reaction from conservators to that is, "No, he's the Antichrist," so that had to change, and the best way to 
change it was to say, "Okay, let's sit down and work out what your issues are and your problems are and how we 
can solve it," and one of the big issues is that the creatives have got better things to do and conservators likewise 
then stop everything and hang out with film crews. But then, but counter argument to that is if you don't earn 
money, you can't afford any conservation, so there has to be a bit of give and to and fro, and we've come up with 
a system that works - which, you know anyone can come up with a system, but you have to come up with a 
system that works and we managed that through Vicki's good services, and slowly we changed the attitude 
around, so everyone felt secure when they said yes to the filming. 
 
Interviewer: It seems pretty comprehensive without being too detailed. 
 



The Heritage Film Set: The Protection & Care of Historic Filming Locations 
	

	 192	

HE: No, no, and it's grown, and as Vicki said, we have a wash-up after each film. The technology's got better. I 
mean, the helium balloon with the light in it is a godsend, because without that, you have to have scaffolding 
and you have to have a big light on top of this, which is a bit of a nightmare for us. The camera's have gone 
digital over the years. The lighting has to be less. 
 
VM: There's a lot less hot lighting. We get more LED's coming in. 
 
HE: So that's helped as well, and we've kept on top of that. 
 
VM: Cameras are getting smaller. 
 
Interviewer: Yeah, that was actually going to be one of my questions was new technology, because I've heard 
from several people that it used to be that lighting was something they were really worried about, but now they 
use a lot of LED lights. 
 
VM: Well, the hot lights still come in, but the industry will wean them out, even though we might not be in 
Europe, but the European laws will help wean them out so that tungsten lighting will be out eventually. It's not 
being made anymore, but it's still being used. 
 
Interviewer: Are tungsten lights, not the most dangerous but... 
 
VM: They're the most common, so what they do is they're 50 per cent efficient, so out of all of the energy input 
that they're taking from the electricity, 50 per cent is heat and 50 per cent is light, so it's hot, and we have a little 
infrared remote surface temperature thermometer, so we can tell what the temperature is on something. 
Anything over 1000kW we apply our hot works permit system to, because we know how hot those lights 
become. They're a fire hazard. 
 
Interviewer: And then you have a certain distance you have to have them away from any sensitive surfaces? 
 
VM: We don't specify the distance, no. We did years ago, and of course it was optimistic, because you'll find 
there are spaces that they want to film in that are impossible to have the distance, so it's monitoring the light and 
taking that risk assessment as it comes so you have a preplanned risk assessment but you're also judging the risk 
on the day, and if you need to have the light changed or isolating material, they can put a flag up or the black 
wrap that can deflect heat too, so there are ways to mitigate it. 
 
HE: Yeah, I mean, back in the day if it got too hot, we'd just say, "Switch it off." And the older lights used to 
take ages to then reheat next time you turn them on, which of course is time you're not filming, which is time 
wasted, so they're always reluctant to switch the lights off, but the new technology's coming along, as Vicki 
said. Eventually tungstens will be history. 
 
Interviewer: So what are the benefits about LEDs? 
 
VM: They're much more efficient, so they're not producing the heat. They're basically cold. Very little warmth 
is coming off them. 
 
Interviewer: Is the colour variable? 
 
VM: Yeah, it can. You can get different colours. 
 
HE: And you can get, as you know, if you buy one of the torches, you can get a lot of light out of a very little 
bulb. 
 
VM: So it's saving energy for the film companies too. 
 
HE: And you can light as good as you could under tungsten with them [...]. 
 
Interviewer: While we're on the topic of new technology, have you done anything with laser scanning or 3D 
printing or anything like that? 
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VM: Not really for filmmaking. Sometimes in building projects it's come up, but for art departments, I haven't 
heard of that yet. 
 
HE: I suspect they use the at the studio, although they are massively expensive, I understand, but because a set 
designer has to build a model, and then if you could put it through a computer and get it done, but that would 
stay in the studio. I can't imagine them wanting to do that on location. 
 
Interviewer: The one I've heard of so far - one of my other case studies is Skellig Michael, they were using it for 
Star Wars - and I guess initially the film crew asked them if they could do a cat of one of their monastery 
buildings, and they said, "No, of course, you can't do that." 
 
HE: Oh, a squeeze, we call that. Yeah, we've done a lot of those. 
 
Interviewer: But they said "no" because it's a dry stone, 6th century monument, but they did say, "Well, we've 
got this 3D LIDAR scan, so we can give you that, and you can build replicas of it based on that." 
 
VM: But they had the budget. 
 
Interviewer: Well, I guess they had already done the scan. It was already something that had happened, so they 
just were like, "You can have the file." 
 
HE: Have you seen the trailer for Tarzan? 
 
Interviewer: Yeah. 
 
HE: There's a very brief scene, I think it's at the end of the trailer where they're in a quarry. Well, that quarry is a 
set and what they did there was they went to a quarry in Wales and they latexed a part of the rock - probably not 
much more than one of these walls - took that latex away, reproduced it all, and then built that quarry in the 
backlot. I was lucky enough to go and see it, and to be honest, if they blindfold you and took the blindfold off, 
you'd think, "Oh, right, we're in Wales, and this is a big quarry I'm in." And eventually when you see the film, 
you'll see, it does look very spectacular, but it was built in the studio off the back of one latex squeeze. It's very 
clever what they do, so we have allowed latex squeezes to be done. We had one on the Giant's Causeway for 
Dracula, because they needed to reproduce the Causeway in the studio, and we've done doors and walls and 
things like that before. 
 
Interviewer: So as long as it's not a particularly sensitive surface, you don't mind doing it. 
 
HE: Yeah, I mean, the latex doesn't really pull much does it? 
 
VM: Well, it depends on what the surface is. If it's an internal surface, it'll get assessed by the conservators first. 
 
Interviewer: That's really cool. I didn't know they did things that big. 
 
HE: Harry Potter, for instance, the other way you do it, Hardwick House was Malfoy's House, and obviously 
they needed to blow it up, and we weren't going to let that happen, but they came and did [...] a still shot, 
basically, and then now they just run that through a computer, and then they can reproduce the house onto the 
screen, and then destroy it. I think they probably used a model as well, but in between the plague shots, and the 
models and stuff, you can do what you like, really. 
 
Interviewer: What about drones? Have you come up against that very much lately? 
 
VM: Daily. 
 
Interviewer; Dare I ask? How do you deal with drones, or how do you feel about drones? 
 
HE: If I could go back in time, would I kill Hitler, or would I get rid of drones? I'd probably go with Hitler, but 
anyways, the problem with drones is, normally camera technology starts at the top, starts with the filming 
industry and then it goes down, the same way that your camera has a digital camera in it, but that all started way 
up there. The problem with drones is the technology starts at the bottom and moved its way up, so there was no 
regulation, and there's very littler now as well, so until recently you could buy one in Maplin's, open the box, 
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and there's nothing to tell you where not to fly this - where you can't go, what you shouldn't be doing and stuff - 
and people just took that as, "Oh great, I can fly this anywhere," which is a bit like saying, "I've got a car. I can 
drive it." Nobody needed tests, so they have become a complete pain in the neck. They're very attractive to film 
crews, because they're cheaper than helicopters. 
 
VM: Cheaper than cranes. 
 
HE: But they're more beholden to the weather, because they're lighter, so they don't get booked until late, so 
we'll have a crew coming, and then they'll ring us the day before and say, "Oh, by the way, we're bringing a 
drone, or we'd like to bring a drone." So what we have to do is say, "Okay, we need your pilot's license, which is 
from the CAA, Civilian Aviation Authority. We need your insurance. We need you to fill this form out. Then 
we'll make a decision whether they let you do it, and that'll depend on weather and nesting birds, etcetera, 
etcetera, etcetera. Lots of conditions. 
 
VM: Proximity of buildings and what land is surrounding it and whether we own it or not, whether it can be in 
view or not. 
 
HE: Yeah, and technically, you cannot fly it over people. Well, not technically, you cannot fly it over people 
you don't control, so as far as we're concerned visitors and our staff are people who are not under the control of 
the filming company, so if we do it, we'll say, "You have to be there really early in the morning or late at night 
as the sun goes down, etc." So we're very strict on that, but at the moment, I think there's 1500 people on the 
CAA list, and it's growing everyday as these people take these courses, because the courses I think are £1000 
maybe £2000, and they all think that then they can go out and start a business doing drones, so we've brought in 
a thing where it has to be part of a professional film crew, so it has to be a Poldark or a Country File or a 
Batman or whatever it is, because that way we're doubly insured, because the legal responsibility over here for 
the crew, because most of the crew are freelance, is with the producer, and they have public liability indemnity 
insurance, and as I say, legally, they are responsible for the competence of the whole crew, so if you hire an 
electrician who has no qualifications and doesn't know what to do and he electrocutes himself, you as a producer 
are legally responsible for that, and when it gets to court, they would say, "And?" and he would say, "I don't 
know, it's just a friend of my brother's." and you're in trouble, and the same will apply to drone pilots, so 
although drone pilots will have their own public indemnity insurance, they're also part of the crew, so they're 
doubly insured. And we can control the footage, because our contract is very strict, and it says, "The footage 
you're making for this programme stays in this programme or film. It can't be used elsewhere, and the problem 
with drone footage is once you're up there, that then has a value, because the next time somebody wants an 
aerial shot of [...] Castle, a nice bit of coast, they can buy it off them. So we're very, very strict on that. So when 
we get inquiries from people saying, "Oh, we just set up a little business, and we just want something for our 
portfolio. We'll give you the footage," we just say, "No. We're not interested." 
 
Interviewer: But, are there some benefits in that they are less disruptive than landing a giant helicopter or flying 
it over a site? 
 
HE: Yeah, oh yeah. They have a benefit. Some of the shots you see, done by the professional guys, are fantastic. 
I'm not denying it's a great tool. It is better than hiring a helicopter, but they are inherently dangerous, and until 
the industry sort of shakes itself out, and the best people are left, and the amateurs and the idiots have dropped 
out and gone bankrupt, until that happens, we have to be very wary.  
 
[...] 
 
Interviewer: So, generally, when it comes to new technologies, you take a cautious approach and you don't say, 
"no" outright necessarily, but you have to make sure it's on the level. 
 
HE: Yeah, no. you do. You have to go and see it and test it, and drones can go from the size of that phone to the 
size of this table, and the big things that carry the Panasonics for feature films are huge. If one of those fell out 
of the sky, someone's going to get seriously hurt, which is where they tend to be used in studios and things, 
 
Interviewer: I probably won't go into all of the nitty gritty of all of the materials and ways you deal with them, 
because thankfully, the things you wrote up are great, but I don't know, and this is probably over generalizing it, 
but if there are issues or types of threats that are more common than others?  
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VM: We get frequently asked requests for hot works, so naked flames. Candles are very common. More 
common recently is also using candles off shot of the camera to have period lighting look authentic, rather than 
have electric lighting in the background, and we've actually done that now on several occasions where we've 
managed the hot works risks and allowed filming to be lit by candle, completely, and use of fireplaces, but again 
we have the guidance is quite clear. You have to have the chimney checked and swept, and it can't be capped, 
and you have to allow the flue to work - it has to be operable - the chimney, to that gets managed if it can be 
used or a lot of the time, in the Trust we've capped so many chimneys it's just not going to be a possibility, and 
we say, "no" outright. But frequently asked requests that we get all the time is for artificial smoke and haze, 
called Atmos. What we did in 2010, knowing that previously we had the blanket rule of no artificial smoke, 
because the old machines used to be cracked oil, so quite a heavy oil, and it involved a lot of heat, and it 
produced a lot of deposits, and we knew that, because we'd done testing before with glass slides, and in 2010, 
we knew the technology had moved on, and Disney had the budget coming to Ham House to test the use of 
different types of fluids and machines. And we looked into it with our preventive conservation advisor for the 
environment, and we did a test in the Orangery, and we decided it would be okay to use a particular type of 
machine, because it produced the very tiny, tiny, tiniest particles of haze smoke, 0.1 to 0.2 micron size, which 
meant that it hung in the air without gravitating, and so you cleared it by ventilation after use, and because it 
hung to well and didn't gravitate, you didn't have to pump out so much fluid into the air to create the effect, so 
basically a teaspoon of oil lasted six hours before even having to go out of the room, and none had deposited on 
the glass slides that we then got analyzed in the laboratory. So we said, "yes" to using it for the filming in the 
house, knowing that we had cleared out all of our main contents and completely isolated doorways and wrapped 
things that were off shot but too big to move. 
 
Interviewer: Paintings? 
 
VM: Paintings. And did the tests set up with slides even in the wrapped painting, behind closed sealed doors, in 
the area with the smoke, and then control areas which should not have had any smoke, but Ham House proved 
on the day to be a sieve. It is 400 years old - cracks in the ceiling, paneling, fireplaces - it just permeated, and 
within 30 minutes, the smoke alarm goes off in the textile store two floors up. The director's not very keen to 
have everybody exit, because the fire services have to respond to that, but what we ended up doing was a 
manual fire watch of the entire house and having to ventilate the entire house the whole time, soo although 
we've set a maximum, given the volume of space that we had that they were filming in of what they could use 
over the days they were using the effect, and they didn't even use that maximum. They didn't need much of the 
stuff, and we know from the deposits, that they were cleared by ventilation. It's just that it did actually go 
everywhere. I've got pictures of it. 
 
Interviewer: What was the machine? 
 
VM: It's the Phantom Pea Soup Pro-Hazer. It's a great name. And so Ham knew then in the learning afterwards 
just never to use that ever again. 
 
Interviewer: Are they all oil-based? I think I've heard about some that are water-based. 
 
VM: Yes, there are loads of water-based machines, and they use polyglycols or glycerin as the solute in the 
solvent of water - which they'll basically just tell you it's always benign, because they'll be no effects that you 
can see, because it's completely imperceptible to the naked eye - but the water isn't atomized as small as the 
refined oil can be, and water is heavy. It gravitates, so basically it's dispersing, and you have to pump more 
material out, and you're adding water, raising humidity if you have a lot of it in an interior space that you want 
to control the humidity for, but also you just know that the polyglycols are going down all the surfaces, so we 
ban water-based machines as a start in the guidance, and we only consider the refined oil in certain 
circumstances, but completely not applicable, the presumption is against it, and if there's anything that's 
sensitive, which is porous, organic material, which covers basically everything that you have in a house. The 
only places we've used it in an interior is if the interior is completely empty, like The Living and the Dead, and 
it has no contents whatsoever. Fine. Or a barn outside or a kitchen that's in the basement and quite isolated and 
remote, and we know it's not going to leak into a sensitive space, so it's been very few occasions, but what the 
film industry does is, because we used it at Ham, I’ve seen many letters, they're all different, circulating from 
the special effects technicians, saying, "As approved by the National Trust, blah, blah, blah" and it came up with 
the conclusion, "Yes, there was 99.9 percent clearance." Yes, there was, but actually we learned that it did not 
do what it was actually supposed to have done. [Pulling out photo] So this is the effect that they were trying to 
create, so that where you shone a light beam through the haze, it looks dusty. That is what they want it to look 
[like]. They want to have the effects of the streaking light looking effective through the light. 
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HE: It's known as the "finger of God" in the trade. 
 
VM: And what happened was, it just permeated in the house where it shouldn't have gone. This is upstairs. This 
is a space where it definitely where it should definitely not have gone, and this is the gallery. Most things were 
covered in the wintertime, but the paintings don't get covered, so they were exposed, if you like. This is the 
amount of haze in the room through the sunlight, so you had to clear the room with air and you then had to have 
a manual fire watch throughout, so we know when not to use it now. 
 
 
[...] 
 
VM: There's more than 200 machines, and there's basically two different types of fluid: oils or polyglycols or 
glycerin water. The policy is that you ask for the method statement about what machine and what you need, the 
materials, the data sheet and what fluid they want to use, and you need to know what type of effect they want to 
create, what it's supposed to look like, and how long they think they might use it for the method statement. And 
then we’ll consider it in the individual circumstances, so even outdoors, you have to consider what type of 
smoke it is, because sometimes they might want a very dense fog, but if you have very sensitive wildlife, like 
nesting birds or bats that are around, you don't want that. And sometimes it's literally looking like it's a bonfire. 
It's this tiny little wisp and that's pretty benign. Or it's somewhere in between. It's some kind of haze, so most of 
the time we're saying yes to an outdoor situation. 
 
HE: If you're reproducing a building on fire, you need to use a proper smoke canister, which we probably 
wouldn’t allow, so this is definitely haze and Atmos. It's not to be confused with smoke. 
 
Interviewer: So if a film crew wants to use haze or smoke, what alternatives can you offer. 
 
HE: None. 
 
VM: There isn't really, because in the guidance we say, "use a filter," but they don't want to put the actors out of 
focus, so they don't want to put a filter on the lens of the camera so they usually just have to live with what it 
looks like. What they see is what they get. 
 
Interviewer: So maybe they just do CGI if they really need something? 
 
HE: If they really, really want to, yeah, they can do it in the studio, but it's quite expensive. 
 
Interviewer: Big budget teams can do that. 
 
HE: And with any location, the alternative is to build it in the studio. If you want complete control out of 
something or you want haze or you want to destroy it, then build it. 
 
Interviewer: All of your properties are managed by you guys, but how should properties or crews who've never 
filmed in a historic site before, how should they approach or get into doing that? 
 
HE: They should come to me first. We then have an application form. If it's one of the bigger [productions], we 
know it's a TV drama or whatever, the first thing we do is send them down to recce. Normally the first recce is 
with the location manager if they haven't been before. They then go and present their photographs to the 
director. And then the reason it's always good to do the recce in the first instance is you can find a fantastic 
room, but if it's on the first floor, how are you going to light it and if you have lighting outside, that'll mean 
scaffolding. Can we afford scaffolding? So they go back to the director and say, "Tight, these rooms are 
accessible. These rooms are upstairs and all this sort of stuff. This room is this big and that big." And the 
director and the art designer then at that stage say, "No, it's not right," and we'll never hear from them again, or 
we'll hear it's a "no." If they do like it the next thing is to get them down - the director and the art director. If 
they like it, the next step then usually is the technical recce, which is when all the heads of department come in, 
and we have a thing called the "recce checklist," and basically we ask all of those questions: Where is your 
lighting going to go? Where is your catering going to go in this room? Which furniture needs to be moved? 
Quite often they don't have all of those answers, but it's a good start. Anything that comes up on the technical 
recce that's really difficult, it gives us a chance to put our heads around it or just say no there and then, so they'll 
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then go away from the technical recce with about 80 percent of what they want, and then they'll come back to us 
and say, "This is what we want to do," and we will either say yay or nay or we'll say, "We need to see the 
method statement for that, We need your risk assessment for that." We slowly build that up and put all that into 
the contract. The fly in the moment on that is timing. Sometimes we do all of that in less than three weeks. 
 
VM: [Pulling out a binder of papers] That's not fully printed out, but that's really just the risk assessments and 
method statements for John Carter, Disney, at Ham House, for one. But just that scale doesn't necessarily mean 
that you'll get this much paperwork every time. This was a particularly exemplary, good production, well-
prepared. Batman, big scale. Paperwork? It was extremely thin.  
 
Interviewer: Which one? 
 
HE: The Dark Knight.  
 
VM: So the scale of it doesn't necessarily mean how many documents you get. 
 
Interviewer: Where did that one film? 
 
HE: Osterley and Henrhryd Falls in Brecon Beacons.  
 
Interviewer: I mean, I knew they did a lot of externals in Chicago, but I didn't remember where the other 
externals were. 
 
HE: No, that was an example of how the process doesn't work sometimes, depending on who the personalities 
are. Basically, [Christopher Nolan] does his recce on his own, sometimes with the DOP, the Director of 
Photographer, and then he sends notes, and on one of the recces I went to at Osterley, the location manager had 
completely different notes from the art department, so they're going in, saying, "This is the room we want to 
paint," and we were going, "That's the first we've heard," and the location manager goes, "No, it's not this room 
we're painting." And then we'd go into another room and the exact opposite would happen, so in the end, I went, 
"Why don't you go away and work out which notes you're working from, and then we'll come back and discuss 
it again." 
 
VM: And that one, they had several recces, so even post the technical recce, there was another HODs [Heads of 
Department] just for certain HODs - it was certainly the gaffer and the lighting and the DOP and probably Art 
Department and the producer and the location manager - out of that group, only the producer knew the script. 
All those HODs were not given the script. It was so confidential, and it was like,"Guys, is this a night scene? Is 
there blackout? Is it daytime?" They didn't even know, so it's like, "Okay well you'd better just plan for both 
scenarios, and that's literally how they had to do it. They weren't told the details that they need to know for their 
technical expertise. 
 
HE: Even on the waterfall, he wanted the best part of two weeks where only a third of the water could come 
down the waterfall, so we built - well, they weren't really dams. They were huge pieces of tarpaulin upriver, 
because that's where he's digging the spots. The whole [river is held back] so for the shot that you see in the 
film, he just unleashed it, and it looked like Niagara for about a minute and a half, because it was three weeks of 
water from this stream, but then we had to assess it and say, "Well, if we bank the stream up that much, what's 
the effect in flooding? What's the effect on the wildlife? So we had to treat it almost like it was in a house. And 
as it happened the waterfall he picked is so irregular that if he'd gone the week before it looked like Niagara 
anyway, so we weren't really that concerned, but those are the sort of things you have to look at. So we treat the 
land almost the same as we treat the houses, but it was a painful, painful process with them, because everyone 
was being kept in the dark whereas normally a film crew is a very collaborative thing, and everybody knows 
pretty much what everyone else is doing and what they're thoughts are. 
 
Interviewer: That sort of goes along with one of my questions which is what are some of the key characteristics 
- both of people in your crew, personnel here, and personnel on the production side - that help make everything 
more successful? So, communication. 
 
HE: Yeah, communication. The fewer people you can talk to, the better, and the chain of command is myself 
and the location manager, the location manager is supposed to go to the HODs, find out what I want to know 
and bring it back. I will then go to Vicki and say, "Okay." I'll go back to the location manager and say, "This is 
what we think of that. Go and talk to your guys again." So there's that to and fro, and then on the day, we have a 
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floating conservator normally on the big shoots, and she will liaise with the location manager, so if we see 
something going wrong, i.e. some idiot's dragging a scaffolding pole into the house instead of lifting it, we will 
stop it there and then, but we will go to the location manager and say, "Have a word. You're in charge. You're 
the location manager. We're not going to spend out time talking to the gaffer, talking to the lighting guy. You go 
and tell them," and if that doesn't work, and it's very rare that it doesn't, you go to the producer, and the producer 
doesn't want that kind of conversation, because he or she has better things to do, so then the location manager 
will get a talking to. So it very rarely happens, but that should be the chain of command, and between Vicki and 
I, we coordinate with our people as to who needs to know what and what's happening and the property 
management and that kind of thing. And we'll have meetings with the HODs and stuff but the fewer people the 
better, because it just becomes Chinese whispers. And before I joined the Trust, you heard horror stories of film 
crews going around, asking the same question until somebody said yes, and then going, "The National Trust 
said yes" when actually they talked to the volunteer who was in the car park rather than talk to anybody with 
any authority. They'd only spoken to somebody so they could then go back to their bosses and say, "Oh yeah, 
the Trust said it was okay," and then you turn around and they'd taken a door off, so all of those horror stories 
have stopped. And to be fair, the location managers know if you're going to any stately home, not just ours, 
you're going to have to up your game. It's not two up, two down, or a housing estate, you know? All these places 
are important. And the location managers want to work again. If it's a long-term career, you don't want to be 
pissing off the National Trust. We've got a long memory. 
 
Interviewer: Are there any other traits or characteristics for personnel that you think are important to have, aside 
from having good communication. 
 
HE: You've got to have the patience of a saint. 
 
VM: Good sense of humour. 
 
HE: You've got to have a sense of humour, or else you're doomed. You have to be able to work really fast. You 
have to be able to turn things quickly. And we try to say to all our staff, because all of our properties haven't got 
a great deal of staff, but we try to say to them, "We know we're a pain in the ass, but we really need an answer, 
so if you get an email from us, please answer it as quickly as you can. Likewise, phone call." Because quite 
often if we can't do the day, the whole thing stops there, and we just turn around, and say, "We can't do the day. 
We've got a wedding." But if they're waiting for three or four days just to find out they can't do it, it's me who’s 
getting all of the hassling calls, so we try to say, "You need to be fast. You need to be efficient. You need to 
communicate with us as much as you can." In terms of the location managers, we've worked with them, for most 
of them, at least once, and you kind of pick up which ones are which ones are really good on the details and 
which ones aren't, which ones delegate to much, and so you go in the back of your head, "The last time we did 
this, this bloke left the set and put someone else in charge," so you get to know their foibles, as it were. 
 
Interviewer: Those are most of the [traits] I've heard about - Generally, being flexible, but up to a level. 
 
HE: Yeah, we're never scared to say no. 
 
VM: And it helps when you say no to give an explanation why you have to say no in terms of justification, 
because if you're just going around saying no, you're just not very constructive. 
 
HE: They'll just - we've got a film at the moment where the director is well-known for being a megalomaniac, 
and we've said no on various grounds to various places, and they just keep sending the location manager back, 
and we have explained why it's a no, but, as Vicki said, normally if you say no, they'll just send them back, but 
if you say, “No. This is the reason," then the location manager's got a bit of a shield to hide behind, and then 
they'll go, there's a reason.  
 
Interviewer: But, even if you go down to the lower level, like, somebody on set, some crew member, if they 
know the reason that you're telling them not to lean on something, it works better [than not explaining why.] 
 
HE: Yeah, oh yeah, absolutely. We always give an explanation, because otherwise they just think you're petty, 
and they shouldn't, but that's something that happens on a film set. 
 
Interviewer: Well, they have all these things that they're supposed to be taking care of, and that's not something 
that's in their mind. 
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HE: Well, the biggest enemy, I think, on a crew is A. familiarity but B. also fatigue. They do long, long days, 
and if they're in the same place for three or four days or months or weeks or whatever, they tend to forget that 
they're in a proper building. They think they're in a studio, and they sort of get a bit lax, and then towards the 
end of the shoot, particularly with lots of night shoots, they're knackered, and they just stop concentrating, and 
they just stop following the rules, because they can't be bothered, and I'm sure you're aware, the most dangerous 
part, in terms of keeping an eye on them is at the wrap, because they're desperate to go home, and they start 
unplugging and throwing cables around and shoving things through windows as a shortcut. That's the time when 
you have to be most on your toes and if necessary come back the next day and go in there. 
 
Interviewer: Having worked for a very small production company in New York, I know, because I've been on 
those teams, when you're there at 1am and you just want to go home, so I can imagine how that would go down. 
[...] So generally, do you think that properties and crews are adequately prepared for the demands and 
requirements of filming in historic properties? 
 
VM: They're getting pretty good, actually, because we'll see different individuals return in different projects, 
because they're freelance, so many of them have filmed in other Trust properties before. 
 
HE: And they know they have to up their game, like I said. They do. And a lot of the designers now will go, 
"Oh, yeah, we'll do what we did at the last place we shot with you," so it's filtering through. It's a very small 
community, really. 
 
Interviewer: And, as you said, if you want to keep your job and keep doing it, you have to do a good job, 
because they won't hire you again for the next job, because it's all freelance, 
 
HE: Yeah, exactly that. 
 
Interviewer: So that's what you're saying is that what works well is that people are familiar and they come back. 
 
HE: Yeah, there's a lot of repeat business. The hardcore location managers who kind of bring us every project, 
all we had to do early days was to say, "Don't keep thinking of us as frocks and bonnets. We're not just Jane 
Austen. We have boiler rooms. We have a workhouse. We have 700 miles of coast." And it was quite surprising 
how few location managers realized that we weren't just stately homes, and we've slowly turned that around, so 
we get asked for all sorts of things now, which is great, and if we can't, I know instantly we haven't got it, I just 
tell them, "I haven't got it," but we know people within the organization who probably do know where to get it, 
so we'll try to help them out as well.  
 
Interviewer: Are there any areas where you could see improvement in the way that crews or properties are 
prepared? 
 
VM: Well, what crews need to do is be more timely in the planning stage to get the risk assessments in, because 
the paperwork is the responsibility of the location manager, and they have so much to do it often just gets put to 
the bottom of the pile of their to do list, but it actually is extremely important, and because we have to send it 
around and circulate it around to so many different people in the organization - locally at a property, there will 
be quite a web of advise and consultants getting involved - Really, we want a two week lead in for that 
paperwork, and it's getting very tight, because sometimes they can come to the day before and they still haven't 
don’t all their paperwork, or they're on site and they still have to do more paperwork, so there is big scope for 
improvement on that front to put it on the priority list much higher up and make it earlier on. 
 
HE: There's an enormous amount of pressure on keeping costs down in the film industry. Even Christopher 
Nolan type films, they're always trying something somewhere, and the lower down the scale you go, the more 
prolific it is, so they give themselves less time. We had a programme that comes out tomorrow actually where in 
an attempt to save money, they didn't hire what they call an assistant director or production manager until two 
weeks before the shoot. Now this is the guy or woman who does the scheduling, and they walked in and said, 
"I've looked at your schedule. It's rubbish. There's no way you can film what you need to film in that schedule." 
And he was right, because they overran by a month, which is a costly business for him, or them. That's a lot of 
money. So it was a false saving to bring this guy in [late] just to save on six weeks wages, [and it] proved to be 
hugely costly for them, and there's always that pressure. When I first started, back in the Dark Ages just after 
cave paintings, we used to do a TV series on a regular basis in Southeast London called 'London's Burning.' 
That was the TV series. You started with all of the scripts. You had two location managers and two unit 
managers. They would take an episode each. They would find the locations, and then they'd have the unit 



The Heritage Film Set: The Protection & Care of Historic Filming Locations 
	

	 200	

manager on each day of the shoot, if the location manager needs to be somewhere else. By the time that series 
finished, which was about 8 years, they were down to one location manager, no unit managers, and you didn't 
start with the scripts. You started with the first three episodes, so while you were shooting those three episodes, 
you get the crew in in the morning and then go out and try and find the locations for the scripts that they'd just 
given to you, probably while ink's still wet, to go and find it, and that's become quite a common practice. Quite 
often you'll find, "Oh yeah, we're doing this series," and you'll go, "Okay. It's twelve parts, and we've got three 
of the scripts," so you say, "Oh, you've got to come back to this location, because if it's the main character's 
location, are you going to come back?" And they don't know. And if we say, "Well, okay, in four weeks, it's 
going to be covered in scaffolding. The next time you come back, you'd better write something about the house 
being covered in scaffolding, because that's the way it will be." And that sort of forward thinking is gone. It's 
just gone. They just can't think beyond that, which is a real issue for the industry, and it's an issue for us, 
because it has a knock-on effect. For people trying to do too much and constantly trying to save money. And it 
doesn't save them money in the long run, and until that lesson sinks in, but it's all about trying to get it in within 
budget. 
 
[...] 
 
Interviewer: Is there a big difference between managing your properties that are buildings versus the ones that 
are wildlife, scenic areas? 
 
HE: Yeah, I mean, the principle is the same. The principle is it looks exactly like it did before you arrived when 
you leave. If it's a site of scientific interest, you are governed by Natural England, and if Natural England think 
you have done something wrong, you get more than a slap on the wrist. You get some serious fines and all that 
sort of stuff, so we have to be very, very careful and make sure to defer to Natural England that anything we're 
likely to do, where it isn't an SSI, we can take a view on it and say, “Okay, whatever it might be. Well, that isn't 
going to cause too much problem." And we can do that. Weather is a big one. They're more beholden to the 
weather on a natural site. You can say, "Okay, you can put the unit on that field," but then if it rains four days 
before that, then you're going to have to turn around and say, "Find somewhere else, because you're just going to 
sink in the mud, and we'll be getting a tractor to get you out, and it's going to cost you money, " so you have to 
try and think ahead on their behalf on that one, and again going back to drones, we had one last week and we 
said, "No, you can't, because it's nesting bird season right now." And they said, "Well, we're okay then if we fly 
away from your land." And we said, "The birds don't know whose land they're on. If you move 500 yards off 
our land, the birds are still there, and Natural England will have an unlimited fine, and you'll have six months in 
prison." But for them it was just because I said no, "Oh we'll just do it over there then." The same thing applies. 
There's a whole bloody cliff, and they're all the birds. They don't know, "Oh, I'll just camp on National Trust 
land," so they don't think these things through at all. The big problem with wildlife, which we don't really get 
with properties, is unauthorized access, because we allow the public in, and there's no house, they just assume 
they can do what they like and we don't care. We caught someone this weekend at Hughenden, it's a big estate 
with a big wood, and they just basically trespassed with a camera and tried to shoot a short film and then got 
caught. [They said,] "It's open land, isn't it?" And we said, "No. All land belongs to somebody, and the law of 
the land says you can't film on it without permission."  
 
Interviewer: So in terms of the procedure, it's not really much difference accept that there are other parties you 
have to bring in. 
 
HE: Yeah. It's less intense obviously, because you're not dealing with furniture and mirrors and all that stuff. It's 
less intense, but the principle is the same. 
 
[...] 
 
Interviewer: Do you close your properties when there's filming, or do you try to keep them open? 
 
VM: We do try to keep them open, but we'll make decisions to close for some filming. It depends on the scale, 
and when we do have to close, the compensation for closure gets added on top of the location fee, so it increases 
what the property is still not losing...but the Trust overall is trying to open more consistently 365 days a year to 
have something on offer, so the pressure will be growing and growing to either do both at once or end up 
closing, sometimes at a peak period of time of the year, and then the risk is that the Trust will say no. We did 
turn something down at another property earlier this year, because they wanted to do something like on week 
two of the peak summer holiday, which would have really hit the visitor enjoyment factor, so we simply said no.  
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Interviewer: Did they come back another time?  
 
VM: They weren't able to. That was their only schedule window, so that was that. Early death. But where 
properties try to do both, sometimes it works very well and other times you end up struggling, because the 
property staff on the ground are trying to do two things at the same time, and you end up compromising the 
visitor experience, and sometimes you do something to balance it and make it still interesting for them, and 
other times, you've got a lot of noise and other risks for security that are compromising the film company's 
interests, and it just puts more pressure on people, so where there's something that's of enough scale and 
duration, we try to phone the central office. We try and say, "Close. Make it easier on yourselves. Get the 
money and just give exclusive access, because it will make it easier to manage." So it's the general manager's 
decision in the end of the day at the property. 
 
Interviewer: One of the things I'm trying to learn a little bit more about is how you handle things like special 
effects. 
 
VM: Well, again, it's the risk assessment and method statement in the beginning, early on, and then consultation 
to talk about it and work out what the parameters will be, so even a very straightforward docu-drama, not even a 
pure drama, needed to throw a vase and have a breakaway vase in a fireplace recently on set, and it led to all 
sorts of discussions, because they didn't bring a breakaway vase. They brought eight vases that they just knew 
would break. And the project conservator insisted on doing a test outside, and it exploded. It didn't act like a 
breakaway vase, so they needed to work out the parameters for how to do this, so in the end they had the shot 
where the person throwing the vase is shown doing this [mimes a throwing action], and then they are doing it 
outside and then they're doing something else in where it was supposed to be broken, so it was not exactly as a 
single take. So again, some stunts we'll just no they'll be no-goers. We don't do explosions, generally. We do 
pyrogenics sometimes. We have had quite a lot of pyrogenics. 
 
HE: We do snow, but we know that C9 is the snow we like, which is basically potato cellulose, because it's 
biodegradable.  
 
VM: And yeah, with hot flames, gas things. 
 
HE: We're wary of blood. 
 
VM: Even The Living and the Dead, there's this scene where this pail of pig’s blood has to be spilt on the floor. 
Well, they just had a false floor as a tray, so it was all doable in the house... 
 
HE: Was it the thing at Ham House where they cut the... 
 
VM: No, it was Osterley. This is Burke and Hare. It's hilarious. Again, this interesting director [...], he wanted it 
as a single take. It's an amputation of a leg, and a single take, because everybody watching this operation was 
wearing white shirts, and they didn't have other white shirts to put on, so it had to be a single take, and they 
weren't planning to do a test. So it was all set up, ready to go, and somebody had this squib ready to shoot out as 
if it was shooting out of the leg, and the project conservator was there, and they did the take, and "Where's the 
blood?" Basically, the heat of the lights, made it go so hot, that it went to the ceiling. It didn't go onto the people 
it was suppose to go all over, splatter to. It just did actually hit the architecture. So not the important architecture 
- we have columns in the room - but the ceiling. So it did actually end up having to be redecorated as a repair, 
and in the end the project conservator knew, well, we need to do a test.  
 
Interviewer: So, the worry with fake blood is just that it can end up in places you don't except. 
 
VM: Well it's also because it is such a staining material. We do want to know the ingredients of it, and we'll 
advise on recipes as well. If you put soap in it, it makes it more water soluble and washable, and again, what's 
not in shot, then you have protection everywhere. 
 
HE: If you cut someone's throat, it's a knife with a hole in the end of the knife, and it splits and it's maybe going 
to go on someone's floor, but if you use what they call a squib, if you're shooting someone, then the squib 
throws the shirt out and then all the blood. That could go anywhere, and on this operating table thing, the 
hydraulic pump, again, it was supposed to go in the actors' faces, and as Vicki said it just went straight up. 
 
Interviewer: So is a squib like when someone's getting shot? 
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HE: Yeah, a squib is a small thing and that's how they do if you're doing gunfire on the wall, you put the squibs 
into the wall, and then the guy [pulls the trigger] and obviously there's not a real bullet, but the sound of the gun 
is what sets the squibs off, so you get bullet hole, bullet hole, bullet hole and that's quite a long set up. 
 
Interviewer: That must be pretty cool to see. Also worrying. 
 
HE: Yeah, it's also worrying. We don't really allow them to put squibs in the wall, but they can put them on the 
actor. 
 
VM: They can put them on flattage. 
 
HE: It depends on what they want to do. And then wet downs, which is rain, again, we try and find out how 
they're going to do it, because there's a temptation to get a big hose and just go like that, but that would then 
affect the brickwork, so it depends on how they want to do it. 
 
VM: It all comes down to the planning, so you're avoiding surprises on the day, and trying to get an 
understanding before of what they want to do and how they want to do it. 
 
HE: The contract has in it as a magic clause, "No special effects, no gunfire, no animals, no nudity, etc. etc." 
Not because we won't do that, but if they turn up and we haven't discussed it, and suddenly they have dogs or 
suddenly the actors start taking their kids off and all the rest of it, we can actually turn around and go, "Well, 
actually, that hasn't been discussed, and there is a clause in the contract that says you can't do it, so goodbye. 
Breach straightaway." So they don't like that kind of thing, but that's what that clause is there for. 
 
Interviewer: Aside from the obvious physical risks that filming presents, are there any other drawbacks from 
your perspective about it? 
 
VM: Well, the biggest risk that we get are minor mechanical damages, and then the next is landscape, grounds 
get damaged, and then sometimes contamination. Most of that's water, sometimes things like parafin oil lamps 
can leak, so we have managed the hot works well, so we've not had a single fire incident in all of the filming 
we've done. 
 
HE: [Knocks on wood] 
 
VM: So we know how to manage the risks, I think. It does accelerate wear and tear because it's just different to 
the kind of activity that you do normally just to open a property to visitors. It's much more traffic. Much more 
carrying of equipment and props and things through the house, so you accelerate the risk of that small accidental 
impact damage and the wear and tear, so that happens, but you still try to mitigate that with protection and 
supervision. 
 
[...] 
 
HE: The other special effect that we didn't really touch on is green screen or blue screen, which is becoming 
more and more common. Quite often what happens with that is they put the screen up, and it looks like they put 
a massive trampoline on its side, and it will cover hundreds of yards, and that's because they're going to put 
something on it afterwards, so you turn up on set and you think, "What is that about?" And it's outside. It doesn't 
really have a conservation issue, except for the high winds. But you look at it and it just looks weird, and then 
when you see it final when the film comes out, you understand why you have that in the film, because we did an 
Angelina Jolie film, which we did in Ashwood, which is a massive forest, but they still have blue screen in the 
back, because they needed to put a castle in and a crag in and all that sort of stuff, and it was there for days and 
weeks, but again that's a newish thing, because technology hasn't always been that good. The biggest thing is 
now everything is on digital. The director can see what it's going to look like on camera instantly, where as 
obviously way back, they used to take the rushes, and you had to wait until the next morning to see if the rushes 
had come out okay and whether the director was happy, and everything would be on hold, and then if it was 
okay, the next day, you'd stop it and go somewhere else, or you'd come back if the rushes were bad, they'd ring 
you up and go, "There was a technical issue with the film. Can we come back and shoot it all again?" But now 
with digital, you see it totally, totally, you see it as it is. 
 
VM: So when they want to do a reshoot it's because of an artistic direction, not a mistake. 
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Mark “Sparky” Ellis 
Location Manager 
 
Date: 11 July 2016  
Format: Telephone 
Filming Projects & Locations: Various 
 
 
Interviewer: I'll start out by asking you a few questions about working as a location manager in historic 
locations, and then a couple of my case studies, you might have worked on for Downton Abbey, so correct me if 
I'm wrong. Did you work at Bampton? 
 
Sparky Ellis: Yeah, six years at Bampton. 
 
Interviewer: And then Alnwick Castle. I think you worked there as well? 
 
SE: Yeah, I've done Alnwick a couple of times. 
 
Interviewer: First things first, how do you decide on a location, which I know is a big question? What qualities 
and attributes are you looking for, more from a logistical standpoint, when it comes to a historic property? 
 
SE: Yeah, so obviously when we get the script, we break it down, so at Alnwick, we're looking for something 
obviously visually stunning, so it has to look beautiful, and it has to look right historically, which obviously 
Alnwick Castle does, because it dates back hundreds of years, and then I will take the production designer out to 
look at three or four options. With Alnwick, we went to Alnwick Castle. We went to Belvoir Castle in 
Leicestershire, and we look at others online, and realized we were down to the last two for Alnwick and Belvoir, 
and in the end Alnwick was by far the best castle. It just was. Actually, we went to Bamburgh as well out on the 
coastline, and we thought even though it looks beautiful on the outside, it works better for a battle sequence or 
something rather than a beautiful blue-blooded family going up to a hunting and fishing sort of castle. 
 
Interviewer: Yeah, I went to visit Alnwick a few months ago. It's amazing. 
 
SE: It's stunning, and the fact that we were the first people to film inside there is amazing as well. And then of 
course once you've decided on it, then the director's got to like it. Then we took the director up there. Obviously 
he fell in love with it, because why wouldn't you fall in love with it. And then we have to try and make it work 
logistically. I have a logistical team, who come in and work with me and say, "Right. We can do this, this, and 
this," and then we [...] it, basically. That's it in a very small nutshell. 
 
Interviewer: Yeah, I know every production is different, and every location is different. 
 
SE: I try not to offer up loads and loads of rubbish. I've been doing it a long time now. I try to throw up two or 
three really, really, really good options. A. Because it saves me a heck of a lot of work, and B. what's the point 
of throwing up rubbish that no one's going to be interested in. So that's what I do. 
 
Interviewer: I'm sure they appreciate that, and if you've done it for so long, you know where the good locations 
are anyway. 
 
SE: Yeah, and you know what works. As I keep on saying, young location managers just starting out, you can 
find the most amazing location ever. You know, you can go and find a beautiful, beautiful island just off Skye, 
and the problem is you can't get anything to it. You can't film it unless you're Warner Brothers, and you can 
throw millions and millions of pounds at it, prep it for three weeks, and then go shoot it for a day, and then 
strike it in three weeks, what's the point? If you're working on a strict television budget, you can't do that, you 
know what I mean? It's nonsense, so I don't even bother going down that route now. 
 
Interviewer: Why do you think historic locations are used so often for filming? What are the attractions and 
benefits? 
 
SE: The main thing, without being to blunt about it is it's a cost issue. To try and replicate a historic location in a 
studio - with all the beautiful detail, the wallpaper, the stonework, the windows, the fireplace - it would take a 
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craftsman weeks on end to build it at a huge cost of money, and you would never get the scale. I mean that 
especially works with exterior filming like somewhere like Bampton. You can virtually see 360 if you stand in 
the main village square there. You can see 360 for a couple of TV aerials and a couple of kids’ trampolines in 
gardens, but it's very basic dressing on top of that. A production would rather pay a location fee [...] rather than 
a half million pounds on building time in a studio. On top of that, they've got the storage space for it as well, so 
it just gets really, really expensive. 
 
Interviewer: So it's mainly to save money, is what you're saying? 
 
SE: Yeah, it's also depth as well, so if you're going to build it in a studio, 9 times out of 10 you've got a front 
door. Well, as soon as the actor goes through the front door, they cut to somewhere else, so you can do things, 
especially if the interiors match the exterior like they do in some of our houses, especially on Downton. For 
example, I'm trying to think of a really good example. 
 
Interviewer: I heard in Bampton, you used a lot of the houses but you didn't really use the insides. You would 
just show people walking in. 
 
SE: Yeah and the only exception to that was the Dowager House, Maggie Smith's house. We used the exterior 
and the interior for the first three or four series. Then we built the interiors, just because of availability issues, 
and that was only one room, so that worked really, really well. 
 
Interviewer: Was that the house right next to the church? 
 
SE: No, that was the Crawley House. The Crawley House was different. We did the exterior of Crawley House 
in Bampton, but the interior of Crawley House is in Beaconsfield just out by London, because when you're 
using that quite a lot, you know Julian Fellowes happened to [write a scene in the interior], what we couldn't do, 
because it's so expensive, is take the film unit and all of the crew and all of the gear and all of the equipment up 
to the Cotswolds. You couldn't do that every week, so what we would do, we would then try to find the interior 
closer to London, so we could shoot the interior sequences close to London, and then we'd do the exterior every 
time we went to Bampton, which was sometimes a quieter block. And obviously it keeps the cost down. That's 
the major thing. 
 
Interviewer: It's not a bad place to have to spend time either. 
 
SE: No, no, definitely not. I've got lots of friends there now, which is good. I go out there to visit friends now. 
 
Interviewer: I went down there. I guess that was about two weeks ago I was down in Bampton. I didn't hate it. 
 
SE: It's a really lovely place. 
 
Interviewer: What are some of the biggest challenges of filming in a historic place? 
 
SE: The biggest concern is obviously you've got to respect the place and protect the place, and you've 
sometimes got a crew of a hundred people going into rooms that weren't meant for a hundred people, you know 
what I mean? So like a small smoking room or a library or a bedroom, you've got people with big bits of 
equipment, big lights, powerful lights, hot lights, cameras, and some people, to be honest, who don't care. All 
they really care about is just going there, doing their job, then leaving at the end of the day. Then it's my job and 
my team's job to protect it, so you've got to protect it from the outset, and from my point of view, it's building up 
the trust. Somewhere like Alnwick, when we went to Alnwick, the first meeting I had with the household 
controller, was about that initial kind of right, "You've got to trust us to come into your house." That was it. 
You've got things that are priceless, absolutely priceless things in there, and that was it. He asked, essentially, 
"Can you realistically bring that many people into this house when we're still open to the public as well at that 
time?" which is terrifying, and we did it. So yeah, there are very standard procedures. You've got the floor 
protection, foam, you put polystyrene around things, you sometimes remove items that are too precious that you 
can't risk. We filmed in the National Gallery, and we were working with paintings worth hundreds of millions of 
pounds. I mean, what do you do? Our insurance wouldn't cover them. We just have to be really, really careful. 
Some of these paintings were hundreds of years old. It's just insane. You've got electrical people putting lights 
up near them, but at the end of the day, it's just common sense. You've got to reduce the crew down to a 
minimum. "Do you really need to be here? No. Do costume need to be here? No. Do Makeup need to be here? 
No." It's just that one representative from that department. Let's have one electrical guy in, one or two sound 
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people in. Let's not take everything in and put risks where the risks don't need to be, so that's one factor. But 
most of it is just protecting it. Floors, walls, stained glass windows, making sure lights don't get too close to the 
windows, because it cracks it. A lot of the stained glass windows have lead pipes through them, so that can 
always melt, which is really terrifying. And every now and again you do get a breakage, and then you do have 
insurance, and you have to go down the longwinded procedure of getting it sorted, so it can be quite stressful 
very stressful. 
 
Interviewer: An extra curveball for you. 
 
SE: Yeah, exactly. Exactly. 
 
Interviewer:  So sort of jumping on top of that, to what degree is it your concern, as the location manager to 
protect the property? I know, at least at Alnwick, they had project conservators that were there as well. 
 
SE: Yeah, it is. I liaise with those guys. They say what we can and can't do. They say they advise that we'd like 
to put something around that, or over that, or cover that, or take it out. At Alnwick, for example, we could use 
98% of the furniture there. We could go and use their sofas to sit on, but then there are one or two items that 
they said strictly, "No, you can't. You'll have to take those out, or you can just have them in the back of the 
shot." So it's a really close relationship with them. 
 
Interviewer: How do you go about balancing your needs - what you're trying to do as a location manager - with 
what the property needs? 
 
SE: You've got to be honest with them. From the outset you've got to say, "Look, this is like nothing you've 
done before, nothing you've seen before, but you've got to trust us on it. We've been doing it for a long time." 
And something like Downton, we were used to going into amazing places. I mean, we went into some stunning 
places, and I think your reputation and that trust that you develop, you meet them halfway, and they understand 
that we've got a job to do and they've got a job to do, and as long as we're not doing anything ridiculous, like 
trying to put 4 or 5 ton cranes in a room that have huge cameras on the end of it, they kind of let us get on with 
us. We'll always ask the question. We'll always push the boundaries, but then they'll say to us, "I think you are 
taking advantage now." And we'll say, "Okay fine." And especially at somewhere like Highclere where we shot 
so many times, in the end people thought of it like a studio instead of a great a great historic building like it was, 
and people can get carried away. Sometimes our requests were knocked back, and it was frustrating as the 
production sometimes, because you thought, "Hang on a minute. We've been here so often. We've respected it. 
We've looked after it. We've not damaged anything, yet you won't let us do that," then when you look back and 
reflect on it, you actually go, "You know what? They were probably right to say no to it." 
 
Interviewer: When the location says no, how do you approach that? What's the next step? 
 
SE: If they say no, we go back to the production and say, "Look, they'd rather not do it, because of this," and 
then we'll try and explore it. If there's a weight issue, for example, if we wanted to put a 5-ton camera crane in 
somewhere, they'll say, "Can we explore getting it surveyed?" And they'll say, "We've called and had the floor 
surveyed," and then once that bit of paper goes back to the realty guys, if you've got a 5 ton crane in there, it's 
going to go straight through to the bottom, and it's going to wreck the place, so then we just take it off and say, 
"Okay, can we achieve it in another way? Can we have a smaller crane? Can we do it with a different kind of 
jib?" And then we'll explore it that way, because I think the mentality of film crews is always "Bigger is best." 
They'll always go in big, and then they'll have to reduce it down, so if they say "We can't do that. Let's do this." 
Where do you publish this? It's the university where this is going, right? 
 
Interviewer: Yeah. 
 
SE: When we did I think it was series four or five maybe when there was a fire in Highclere. Of course 
Highclere were never going to let us set fire to anything in the house, so what we did then was we filmed the 
corridor in the studio and we just did that, and then they cut to and from the house and the studio just to do the 
panic scenes of people running through the corridors with flames and smoke, and I think the edit worked really 
well, so there's always a fine line of what you can and can't do, and I think, in the end, common sense to say, "It 
was sensible to do it someplace else rather than on the main location." 
 
Interviewer: So it's not really a problem or necessarily frustrating when they say no. 
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SE: No, it just takes a bit of time to talk through, to discuss, all those things, really. 
 
Interviewer: How do you prep your crew when you go into a historic site, because it's your job to work with the 
crew versus the people at the property? 
 
SE: Well, nowadays I don't have that much direct contact with the crew, because I'm going ahead setting it all 
up for the crew to turn up, but what I will do, when we have our initial recces from the outset and then we'll 
have our technical recce with all of the Heads of Departments, what will draw us in from the outset is I’ll say, 
"Guys, we are so privileged to be here.” You've got to tell your team that. With Alnwick, we are the first TV 
show to go inside it and use these State Rooms, so we've got to be respectful. We can't have all the equipment 
stacked up in crates next to the wall. We can't have people eating. We can't have anyone chewing gum. We can't 
have anyone drinking coffee. It's all that kind of stuff. It sounds like common sense, but believe you me, some 
film people are absolutely bloody morons, and they just carry on as if they're in a studio. So it's just a case of 
getting that message out that we're privileged to be there. These are amazing places to shoot at, and that's it 
really. When you're there, people do get carried away, and they take it for granted sometimes, and you have to 
come down on them, and say, "Look. If you do that again, you won't be here tomorrow." You can get to that 
level, because short filming in the dining room at Alnwick, and you've got people drinking coffee, and if you 
drip on the carpet, you're going to stain it. And those carpets have been there for years, for hundreds of years, 
and they're immaculate. I mean, I know they cover them when the members of the public go through, but we 
take it up when we're shooting, so there is no protection on there [...] It's reducing the risk, basically. 
 
Interviewer: Is just a verbal briefing you give them at the start of the day? 
 
SE: Yeah, it's a verbal briefing. It's also on the everyday call sheet. It says, "Strictly no food or drink in the 
house. [...] There are designated smoking areas." It's literally just common sense, breaking it down, bullet-by-
bullet point. Even stuff like, there's strictly no parking on site, if you've got a hundred and five crew cars adding 
to the usual traffic that go into a location, you're going to cause absolute traffic at a place like Alnwick. It's the 
same at Bampton. So what you try do is reduce your footprint and keep all of your stuff outside of the location 
or in the vicinity of the location, so that way you're not going to cause any more disruption. In my head, when 
you film it's all about reducing the footprint as much as possible, because with our filming we have about 15 
trucks that come with us, and we have another 20 trucks for makeup, costume, catering, dining, production 
offices. Have you seen a film unit? 
 
Interviewer: Not a major one. I worked in New York for a production company for a few years, but it was 
filming concerts for a day, so a smaller deal. 
 
SE: Yeah, the footprint we have is huge. 
 
Interviewer: I believe it. Those big rigs can really take up a lot of space and all that extra lighting and sound. 
 
SE: And of course, as the actors get bigger and more grand, their requests get bigger. They want their own 
trailer. They want this and that.  
 
[...] 
 
Interviewer: To what extent do you believe that the current system works for you in terms of getting what you 
need while also protecting the site, and can it be improved in any way? 
 
SE: Yes, I do. Sometimes, I think if I'm honest I think I'd like bit more backup from production sometimes. I 
think you're kind of left to work miracles, and you're left to just wave the magic wand when it happens. That's 
certainly the case when you're working in central London, because you never know - I guess it's like New York 
- you never know what's going to be happening. Any event could stop your filming, whether it be a 
demonstration. Whether it be, in current times, an act of terrorism, a security lockdown, any of those things. It 
can really, really scupper you. And I think sometimes you've got to be the person that just makes it work. 
Nothing stops the camera from rolling, and sometimes I just think people have got to be a bit more realistic and 
not get caught up in their own world. That's one of my bug beds, especially at the moment in current times, it 
really is. 
 
Interviewer: But in terms of dealing with the location or making sure that they're happy and you're happen, how 
do you think that's working? 
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SE: Sorry, my assistant has called about 17 times in the last three minutes. Can I call you back?  
 
Interviewer: Yeah, that's okay. Call me back later if you can.  
 
SE: Let me call you back. I'll call you back in a bit. 
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Sally Johnson 
East Collections Conservator, English Heritage 
 
Date: 9 May 2016  
Format: Telephone 
Filming Projects & Locations: Various 
 
 
Interviewer: Are you specifically with English Heritage, or are you with Historic England? I know there's been a 
recent change in names. 
 
Sally Johnson: Yes, that's right. The collections conservation team have stayed with English Heritage, so, yes, 
I'm purely English Heritage. 
 
[...] 
 
Interviewer: Just to clarify, English Heritage, are you mainly the caretakers of the properties that Historic 
England owns? 
 
SJ: We are indeed. So the clearest way to describe how the split has happened is that previously English 
Heritage provided advice to the Government on listed buildings and planning issues and we opened properties 
as well, so we had an income part of the business. But now English Heritage is the charity side - we are now 
responsible for, the visitor operations side who open the properties every day and welcome the visitors, and they 
have shops and restaurants and they are still taking membership, so they have the income generating side, and 
then behind them is our team. So we support. There's a conservation team, curatorial team, education, 
interpretation, guidebooks, there's a web team who all help to run the organization and provide a service. 
Historic England are still the Government advisors on listed buildings and all sorts of planning issues and the 
landscape, so they're still providing a service to the government. I hope that helps clarify it a bit more. 
 
Interviewer: Definitely, yeah.  
 
[...] 
 
SJ: If it helps talking to me now, in that kind of external context, I don't normally get involved, because my role 
as a collections conservator is particularly with objects within the houses and the interiors of the buildings as 
well, but outside, a part from garden statuary, I don't necessarily get involved with that, or the landscape that 
would go to other colleagues. I don't know if the information that Rae provided you helped with any if that. Or, 
she might know a bit more if you needed to contact her again about how we manage [external filming], 
particularly on a site [...], if there was something big happening outside, that would go to the site manager, and 
they would manage that with the team on the site, and then if they want certain stuff, we'd get our own fire 
officer involved and all that kind of thing, but I don't personally deal with it. Just to help you, I mainly focus on 
insides and interiors. 
 
Interviewer: That's fine. I want to talk about that too.  
 
[...] 
 
Interviewer: So what can you tell me about your role with filming? 
 
SJ: We have a central team. You met or talked to Rae the other day, so she's part of that central team, so 
whenever we get an enquiry or any time a location person comes, they will contact the central team first, but I 
guess their first port of call is the website, or word of mouth from some of our sites. Normally the first recces, I 
don't get involved, because so many of them don't come to anything, and they are literally just a recce, and then 
they find that it's not what they're thinking or what they were hoping for, so a lot of them there's no point in me 
getting involved. Then the next stage, if the filming company decide that they do want to go ahead, then they 
come and have a technical recce, and that's when I would get involved and possibly my curator colleague would 
also be involved, so we would come on the day, meet the director, or producers, or production manager, or 
whoever's coming, and we walk the site. I have about 20 properties in my area that I look after but I'd say about 
half of them have any collections, so I'm less worried about the ones that are just ruins [talks to someone off to 
the side] At the recce is often when I find out a lot more about what sort of thing they want to do, and it's at that 
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stage when I try and gauge how disruptive it will be to the site, how much collection we'd have to move, how 
much supervision we'd have to get, additional supervision. Site staff involved. And often when I can say yes or 
no to things, which sometimes makes people a bit nervous, because I think they don't like to say that we say no 
to things initially, but I'd rather say no to things that are putting the collection at risk at that stage than it going 
too far down the line. I don't know how much experience you have had with film companies, but often what 
they say on the day is not always what happens on the actual day of filming. They change their minds at the 
very last minute, so you've got to have as much communication and dialogue at the beginning as possible, I find. 
And if you write everything down, we have our own recce sheets where we ask specific questions we need to 
know, such as how many crew are coming, how many vehicles, what power do they need, what access do they 
need, all that sort of thing. And then I would go from there, especially if it was a big feature film, I'd be involved 
in all the subsequent recces and then there's often loads of office correspondence back and forth about, "Can we 
do this? Can we do that?" Extra communication. Sometimes it's quite a large amount of my time for something 
that's only one or two days of filming; however, we have had something recently at Tilbury Fort where there 
was three or four months of filming on site, but that was a huge feature film thing, so in that case, we would 
employ somebody specifically, called a filming conservator who would come to oversee that, because I don't 
have the capacity to be there everyday for three or four months, so you have to get an additional [person], and 
[the production company] would pay for that extra time and supervision.  
 
[...] 
 
Interviewer: So you only have a freelance filming conservator when it's a really, really big job, is that right? 
 
SJ: Yes, I mean, there's no written rule, but I would say, even if it was a day of filming but, say, there was 50 
crew coming, then I would say there's no way I can supervise that amount of people at all times, so say over 50 
crew, then you would get in additional help, or if it was going to be a particularly long day of filming, like 16 
hours, then it's always nice to have someone, a fresh pair of hands or eyes to come in and you can do half day 
each or something like that. But if it was under 50 and only in one room and it's quite self-contained, we would 
manager that in house, but there are so many variables to it. Every single one is different. That's why it's 
impossible to say, "This is what we always do," because it's never the same. 
 
Interviewer: What would you say is your or English Heritage's approach to filming? How does English Heritage 
feel about it? 
 
SJ: You take a very pragmatic approach to it. We're very, very happy to accommodate filming. It's a massive PR 
bonus for us. There are lots of tie ins. There's no way we'd be able to afford the PR costs against something like 
the Antiques Roadshow, which is coming to Audley End in a few week's time. The audience for Antiques 
Roadshow is millions, so if anything now, as a charity going forward, we have to be promoting ourselves and as 
a good location for filming and photography. So we're very pro filming, as long as there's no risk to the 
collections and that there's no detrimental effect to the landscape or to the buildings. We have to manage all of 
those risks and put things in place so that hopefully damage doesn't happen, but yes, as long as it's managed 
properly, we're very pro-filming, absolutely. I don't think we could not be in this day and age. 
 
Interviewer: What are some of the most common issues or challenges that you come up against, so examples 
might be blunt force impacts, or lighting, or whatever? 
 
SJ: I think physical factors. People, human beings, are the biggest cause of damage I find at any place, whether 
this is on a filming day or just a normal day opening to the public. Actual people are the biggest culprit. Having 
said that, on a normal open day to the public you don't then get in the huge bits of technical equipment, so yes, I 
think physical damage from the equipment as well that they bring in, have you ever seen a big production in 
process? 
 
Interviewer: Yeah. Yes. 
 
SJ: The amount of equipment that they bring is vast, and I don't think you can ever underestimate how much 
stuff they bring, so I find that at the recce stage, if you have an idea of how much equipment they'll bring, then 
you can either, if the property is quite small and there isn't a lot of storage space, then I'd say, "You have to keep 
all of your equipment on you vans and just ferry it back and forwards," or in some cases we have properties 
where they have ample empty spaces, and then in that case, they can bring their equipment in as long as there's 
protection on the floor, there's protection around the doors, you know, pinch points, access points, which I think, 
that's a very common area of damage, where the main access to the crew or the equipment coming in is where 
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you find that the most damage gets caused. By putting protection around doorways, at some of our sites where 
we have a lot of filming, we have wooden barriers with pipe lagging on them ready made, because they come in 
and out so often, and these get used, because we have hospitality events or weddings, so they get rolled out all 
the time to protect those vulnerable areas where they get heavy traffic. Then after physical damage, I think 
environmental factors are still a big concern from my point of view, but actually lighting seems to be less 
damaging than it used to be. There's so much more LED lighting being used, which is cold, whereas the old 
tungsten lighting used to cause high levels of heat in the room and the UV factors as well, so thankfully modern 
advancements and that kind of thing has helped from our point of view, but still we do get requests for 
atmosphere, smoke, a lot of haze, or smoking. We're constantly asked for that sort of thing, but I'm very, very 
wary of haze or atmosphere, I think they call it Atmos, because if we haven't tested it ourselves - we have our 
own conservation science team, and they can't possibly test every single product that filming companies want to 
use, and often there's only a week's notice - if it hasn't been tested, and I can't 100% say it's not going to cause 
damage in the long term, then I don't like to use things like that where they spray into the room. Often so many 
companies don't really like that sometimes, because they think it adds to the effect of how it's being filmed, but i 
can't categorically say that, they say, "Oh, it's water-based," and I look at the data sheet for the product, and it 
says that, but actually, I don't know what else is in there, what other chemicals are in there, other products, and 
although it might not appear to cause any damage on the day, long-term, I don't know how that could effect 
historic interiors, so I'd rather say no to be on the safe side than to risk it. What are some of the other things? 
Weight loading, because often there's a huge amount of equipment along first floors and second floors. You find 
in historic houses, you have to know about the capacity for weight loading. Sometimes the stairs, historic stairs 
are being used and taking up and down heavy equipment, and that can be a concern. Health and safety risks are 
a big factor, and this is why again, if I go back to the beginning, why the recces are so important, because if you 
can get as much information as possible at the beginning, then you can put in protective factors before the crew 
arrive, or advise them on what to bring, because often now we ask film companies to bring their own protective 
material, and they are actually very aware of it now, and most film crews now turn up with tennis balls on the 
feet of tripods and equipment or they come with their own Correx to put down on the floors to protect them and 
all that kind of thing, so actually they're very savvy to it now. They're used to working in historic environments, 
so it's getting easier, definitely.  
 
Interviewer: Do you think it's becoming more common for production companies to film in historic sites, or do 
more expensive on-location shooting, or is it something that's just continuing? 
 
SJ: I don't know. I think we find that our sites that we have in London are called upon a lot, because, yes, film 
companies tend to like to stay within the M25 if possible. I heard the other day that actually now Yorkshire was 
the most popular place to film. Everybody wants to film in Yorkshire because of the landscape there, so I don't 
know. I guess it comes in trends. But I think for a long time, yes, London sites were very popular because it was 
cheaper. They didn't have to pay film crews overtime. They could get there and back again in a day, so within 
that M25 corridor, but having said that, I think studio fees are astronomical, so, yes, filming on location is, I 
don't know, but it tends to be cheaper. And also more often than not, you get a more authentic experience, I 
supposed. So, rather than building a set, then if you've got half the job done already if you're in a historic site, so 
whether or not that's gone up over the years, I don't know, but I could ask my filming colleague. She might 
know whether the trends have changed or not. 
 
Interviewer: Yeah, I was just curious, because there's all this talk about the "Golden Age of Television," and I 
was wondering if there'd been any increase in location filming, because there's all these really, expensive, big 
budget TV shows in addition to the big features films. You'd think there'd be more opportunities for on-location 
filming, because of that. I don't know if that's true. 
 
SJ: The thing I have noticed actually, and I know Ricky Gervais has been plugging it with his new series that 
he's done with Netflix, is that we've certainly had big budget filming done at some of our sites for films that 
were going to go straight to Netflix. Now I don't really understand how it all works like that, but you hear less 
and less of things like Warner Brothers - I mean, they're still obviously huge - but well known big studios 
producing films. It seems to now go with, yeah, you can go straight to a Netflix. To me, that didn't sound like it 
was going to be very good, but actually Netflix is enormous, so actually that is a really good way to go, and I 
think maybe they've got more budgets, and maybe bigger filming studios, they have to be more savvy with their 
money, and maybe they're getting less funding. I don't know personally on that side of things how it's all 
changing, but yeah, I’ve definitely noticed more mention of Netflix filming. 
 
[...] 
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Interviewer: I wanted to go back to some of the things you were saying about specific problems and how you 
were dealing with them. So, say, for the haze and the smoke and the Atmos and all that, are there specific ones 
that you guys are okay with? 
 
SJ: No. That's what I mean. For me, it's a blanket "no." If it's outside, then fine, but inside, I'd rather, and it's not 
just me, it's all my colleagues across the country is that it's better to say "no" from the beginning, because what 
often happens is that we find that sometimes film producers or film crews will say, "Well, we were allowed to 
use this at such and such a site, so we can use it here, yeah?" And you say, "Well, no," and then you check with 
your colleague, and they'd say, "No, we didn't let them use it," so they'll sometimes try on or between us and the 
National Trust, they'll compare us to them and say, "Well, we were allowed to do this there, and why can't we 
do it here?" and I just think if we say a blanket "no" from the beginning, it's just easier, really. But that issue 
doesn't tend to come up that often, and it's just how you manage it, and you can compromise on other things if 
you have to say "no" to one thing. You can be a bit more relaxed on other things. For instance, people think that 
we say "no" to candles, but actually we don't say "no" to candles, because as long as the risk is managed 
properly, and we have to have a hot works permit, so anything with a naked flame or that will produce heat, not 
traditionally heat. Not like radiators - say, they wanted to bring in an electrical fire, or a gas fire, or candles, or 
lanterns, gas lanterns, all that kind of thing - then we have to have something called a hot work permit, which is 
signed off by a senior management person from English Heritage, and the film crew have to sign it, and then it's 
all covered by their insurance, and we're covered by ours, and it's very specific. Say, for instance if it's an open 
fire, we say, "If you're going to light it, at what time? What time is it extinguished? Somebody has checked it," 
so you can put in all these really strict risk controls, so you know that there is absolutely no risk that that fire 
will still be burning, and then ash could fall out. Or candles for instance, we have things like they have to be 
kept 1.5 metres away from any historic fabric of the building. You put them out between takes, then they're re-
lit again. We tend to ask that only certain types of candles can be used: the ones that don't smoke a lot, or don't 
drip wax everywhere. And then, if you, for instance, I know one film shoot that I was observing, there were 
hundreds and hundreds of candles, so in that case, we had those candle spotters, people were standing 
strategically near groups of candles for that very purpose, so it wasn't just down to one person to make sure they 
were all out in between the takes, because that would take a long time, so we had people stationed around in 
case a candelabra got knocked over. All that sort of thing, so hopefully there is a risk factor in place to mitigate 
anything untoward happening. And, touch wood, things don't often don't go horribly wrong. Yeah, I'm keeping 
my fingers crossed anyway. I'll try to go down my list now of other things. 
 
 
Interviewer: One of the things I was going to ask was about set building. Like, if they're trying to build some 
kind of alteration or put up a support, things like that where they want to attach things to the building itself, how 
do you go about that? 
 
SJ: Okay, so then they have to be very inventive and come up with ways of not attaching it to any fabric, 
anything inside the building. So they either, I mean I've seen some fantastic set builds where it's all freestanding 
but they just weight it down, so they put sandbags on the back of it. If you have a flattage, like a piece of flat set 
in the background and then behind it it's got wooden props on the back of it, almost like a floor at the back, and 
that's all just weighted down with sandbags - but at any point we would again say because all of the buildings 
are listed buildings, and even ourselves, if we were doing some maintenance work, we'd have to get Listed 
Building Consent or SMC, Scheduled Monument Consent, to even put a screw in ourselves, so it's even harder 
for something that would be deemed a temporarily, possibly unnecessary reason why you're drilling into a wall. 
That wouldn't be allowed. So the film crew would know that from the very beginning, so they would then pass 
that on to their props guy, and the props guys would come and see the rooms that they're building in. Other 
things like all the painting of the props, of the set, that has to be done offsite before it comes in, so there's no risk 
of paint spilling or being sprayed around. As much as possible, it's done offsite before it actually comes for the 
filming day, and sometimes small little bits have to be touched I afterwards, and that's fine, but as long as we're 
aware of it, and they're supervised, that doesn't tend to be an issue. Animals, do you want to know anything 
about animals? Again, we get a lot of requests for animals on shoots, which is fine, as long as they come with an 
accompanied handler, somebody’s who's qualified and not left unattended. We don't have issues with that. What 
else is on my list? Go on, you ask me things that you specifically wanted to know about. 
 
Interviewer: Going back to the weight-loading, how do you deal with that, making sure that things aren't too 
heavy for the floors and the stairs? 
 
SJ: We would ask them exactly the type of things that they would need to go up there, and then all of our 
buildings have had structural surveys or have fantastic floor plans drawn up, which then we can just compare 
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the numbers, basically, and again, what I've found recently is that more and more on a big scale film shoot, 
they're happy to bring in, well, they bring in the jibs and the cranes, and do a lot of lighting from outside, so as 
much as possible, I think they're aware that actually, it's easier, rather than trailing lots of cables and carrying 
heavy equipment upstairs, that they can do a lot of it from outside and project the light in. I have noticed trends 
in that a lot of people used to use track and dolly, which again, the dollies are really, really heavy, and none of 
our properties have lifts, so that's an access problem in itself, so if they can, I tend to see more often now that 
there are hand-held cameras or tripods, which is a lot quicker. They still do use track and dolly, but that tends to 
be on ground floors, or we would suggest that that happen more on ground floors than they do upstairs, but 
yeah, that is one good thing about having an in-house team that know the building so well is that a lot of that 
information is ready to hand. And even for access points outside, we have historic gates onto park lands, so we 
can say immediately, "You can't bring a truck that's bigger than this, or we've got widths on gates, but also on 
bridges, you can't have anything over ten tons, so that kind of thing, so we can give them as much information 
as we're hoping to get back from them to help. Again, sorry to mention Antiques Roadshow again, but the truck, 
they have one truck that they have all their kit on, apparently, and it's huge. It's like a proper big Pantechnicon 
lorry. Now, we said, when we went for the recce, I don't even think it can come off the road. The turning point 
into the drive at Audley End is very tight, but apparently, they've been and had a look at it, and they reckon they 
can do it. The man who drives it reckons he can do it, so we shall see. We shall see on the day, so hopefully it'll 
get in. 
 
[...] 
 
Interviewer: About the protection of doors and pinch points, you said that a lot of the properties that are used 
often use wooden barriers that they already have. Do those just sit up against the doors? 
 
SJ: No, there's always a soft barrier layer between anything. If you've made a, we call them "door shoes, you'd 
never have the wood up against the actual historic fabric of the building. It's always lined with either - are you 
familiar with Plastazote or Correx? 
 
Interviewer: I just heard about it at Alnwick, actually. 
 
SJ: Okay, so you know, like, pipe lagging, you know you get that soft foamy stuff that goes around pipes to stop 
it freezing. It's gray and it comes in a long strip. Anyway, so things like that. We'd always have a soft layer in 
between if there was a hard wooden structure, we'd have a soft layer in between that so that, again, if it was 
pushed up against it, it wouldn't cause damage in that way. And on historic floors, where there's a lot of heavy 
foot traffic, we would put down Correx, which is like a heavy plastic sheet and you can cut it. It comes in 
standard size, I can't remember 4 by 6, but you can cut it to the shape of a door or a walkway, and things like, 
we don't even use tape, so we wouldn't use tape to attach anything to the historic interior, and that is something 
that you have to be very wary and very observant of when film crews come in, because they tend to like to tape 
their cables to things or tape them together, but then that can get stuck on floors by accident and leave a residue, 
so we try to ask them not to use any kind of tape if possible. Often I've seen people - you know how they mark 
out where an actor has to stand on the floor, and they do it automatically, but they'll put a piece of tape on the 
floor - so you have to just ask them to just think a bit more about the environment that they're in. Normally 
they're very good, but sometimes I think the crew just forget. They might have been in a studio the day before, 
and then they come to a historic site, and it's just a different way of thinking, but they're normally very good if 
you explain why you're not doing something. I just thought of something then that I was going to say to you 
about protection. If they ask, we have, I can send it to you, or did I send it to you? We have a suppliers list of 
where they can get various materials from. [...] It's also in their contract to supply, if we ask it, to supply 
protective material. But that's it, so in rooms where there are historic collections and they want to film in those 
rooms, and they've asked for the historic collection to be moved, that's the type of thing that we get as much 
notice as possible from our point of view is needed, because only our site staff can move historic objects. Only 
qualified people can do that, and actually on the filming day, which is another reason why we have supervision, 
is often something might have been not noticed initially, like an object or a chair, then they say, "Can you just 
move that?" and without even thinking about it, I've seen crew pick up tables or chairs or objects, so that's the 
type of thing that we try not to let happen, which is why we always have supervision of trained, qualified site 
staff, and we also have a legal obligation under our insurance. We have to now, if we have loan objects, so not 
owned by English Heritage, but on loan objects, we then also have to notify the lender that filming is going on 
and that we're having to move these objects, so there's another layer of administration, so again as much notice 
on what's happen as possible is needed. If that explains it, sorry Clare. I've gone off on a tangent. 
 
Interviewer: No, no, it's great. Go off on as many tangents as you want. 
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SJ: Okay, Fine. Thank you. Go on. Anymore questions? 
 
Interviewer: For the no tape rule, is there something else you use to tie things down? 
 
SJ: Yeah, between the National Trust and Historic Royal Palaces and ourselves and through ICON, we're trying 
to have more dialogue between us of best practice of things that have worked well with filming and not or 
hospitality and events, and there has been a bit of research into very, very low tack tapes that are on the market, 
but again it's early days, so I can't say that we use a specific product, and I've even found that masking tape, for 
instance, it's very low tack, but it can still pull off a veneer off a piece of furniture or it can pull off residue or 
paint off a wall, so again, I tend to say avoid it at all costs not to stick anything to anything, basically. There 
must be a way around it. I try and make it a challenge that they can come up with something. If they think about 
it long enough, then they'll come up with a solution. Sometimes, the odd time, it's possible, but that might be if 
you know that there's a room that's been painted, and it's modern paint or something. It's in a not historic part of 
the house, then that's fine, but at best we try and avoid that as well. 
 
Interviewer: I heard something about cotton tape or cotton ties. 
 
SJ: Okay, yeah, cotton tape is fine. That's standard. You just tie things together rather than taping them round, 
but yeah, again, it's one of those things. People say, "Oh, this is low tack tape," and I still don't believe there's 
any such thing that is really when push comes to shove that any tape is not going to pull something off 
something historic. It's just not worth the risk. If there's a way around it, then go for that other way first. So 
that's what I'd say. It's like, really working with the crew is really important, because things like sometimes it's 
not their fault, but as I say, sometimes they forget where they are, so things like food and drink, we don't allow 
any food or drink in the house, certainly no smoking within 6 metres outside of any historic site. So as much as 
possible, we try and keep everything external if there's filming going on inside. If there's outside stuff, then 
that's fine. It's much less risky, so yeah, that's the way to see how it goes. And then at the end of any sort of 
filming, we'd normally have a post-filming report where myself or my curator colleague or one of the site team 
will go around with the location manager to check that there hasn't been any damage caused afterwards. 
Because most sites tend to have a lot of internal photography or, if there are areas with pinch points that are 
vulnerable to damage, then we'll have taken photographs before filming starts, and then you can have very clear 
evidence if there has been damage caused, then you can say, "Well, look, here's how it was before. And this has 
happened," and then everybody has to sign off on this report to say that nothing has been damaged, because I 
didn't realize that quite often in big filming productions each production is almost set up like a company, so as 
soon as filming finishes, that company closes, so to try and get money out of the film company afterwards is 
very difficult, because it's almost like it doesn't actually exist anymore in terms of the budget for it, so by having 
this post-filming report, we say that if there's any repairs that need to be done or any additional cost, then it has 
to be paid within a certain time, knowing that hopefully their company won't have closed by then, if you see 
what I mean. 
 
Interviewer: You have some documentation obviously that you do. Do you have guidelines that you use at the 
beginning? 
 
SJ: I don't know what Rae sent you, but she would have, in the contract or the pre-contract blurb that we have, 
brief crew guidelines, which I can send you as well. We would give it to any external contractor, whether they 
be filming personnel or a building contractor, just general considerations of how you behave on site, and then as 
the project develops, because as I said at the beginning, you could send out so much stuff at the beginning, and 
then it actually doesn't come to anything, and you've wasted a lot of your time and energy, so we give them a 
fairly generic guidelines at the beginning and issues with the contract, and then if it goes further, then you can 
be a bit more specific. And Rae, she has a whole portfolio of sites that are very popular for filming, and she 
keeps a whole load of information on each site that often she gets asked by the film crew to produce, so things 
like, quite often now we're having more questions about drone licenses. Can they film with drones? Can we do 
aerial photography, or really specific things? Or can we land a helicopter on that field? And then she'll know 
who the farmer is to contact about that field, so as the project develops, we have things that we have in place to 
provide that information if necessary. Yes, as I said, we've got guidelines for filming crew and external 
contractors, which I can send you, which is a fairly generic kind of document that everybody would have to read 
or get issued at the beginning. So, I'll send that to you now. 
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Gill Keay 
Project Conservator 
	
Date: 18 February 2016  
Format: In-person at the National Portrait Gallery, Edinburgh  
Filming Projects & Locations: Various 
 
 
Interviewer: I talked to somebody at Historic Scotland about a month ago 
 
Gill Keay: I haven't done a lot of filming in Scotland, because they don't seem to do it quite the same way. The 
National Trust have this established pattern where they always have a project conservator, and because you're 
just there and you're away from home, because you're only there for the job, so you can cover all these weird 
hours, so if they say, we need you to work this Saturday, then you can do it, because you're just there for it. And 
that's what you're doing, which is great, because it means that any other staff can get on with their jobs, so it 
makes it efficient for them, in that they get the film company to pay for them, for a project conservator, and yet 
they reduce the risk to the property by having somebody there who's focussed on what's going to damage the 
structure and also helping the film crew. Because if they say "We really want to do this, take the door off the 
hinges, that sort of thing - Can we do it this way?" The worst thing you can say to them is, "Oh, I don't really 
know, or I have to phone somebody" and that'll take a few days, so the best thing is either a "no." A definite 
"no" is actually more useful than [...] 
 
Interviewer: I'm sure you've had cases where if you don't really give them an answer, they just go ahead and do 
it anyway, or they find away. 
 
GK: Oh, they do [find a way]. 
 
Interviewer: Because they just need to get it done, right? I mean, their interest is to produce the film or the TV 
show. 
 
GK: Because you've worked in this business. 
 
Interviewer: A little bit. Obviously not to the same level as what we're talking about. 
 
[...] 
 
GK: But you've obviously got a better idea than you would otherwise. 
 
Interviewer: Just sort of an idea of what issues come up. 
 
GK: And the vocabulary, once you get the hang of that, you know? 
 
Interviewer: I'm learning. All the different types of cameras and all that. 
 
GK: I don't pretend to know all the technical details. At least I know if they want to do this here, "Oh right, 
right." 
 
[...] 
 
Interviewer: One of my first questions was if you could just describe what it is that a project conservator does? 
 
GK: I suppose it's to be the eyes and ears for the National Trust, really, and so many projects are so different, 
and you may be the only member of temporary staff there. You know, sometimes I have the key, like for the last 
project, I had the key for the place, so I opened up in the morning and let them in, whereas other ones you have 
a whole team of staff, and they're dealing with all of that sort of thing, and you're just doing the filming. So, 
yeah, it's just to be the person who's job is to be on the floor with them. How many hours you have to be, is 
quite demanding. I'm not very keen on the early morning. 
 
[...] 
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GK: Yeah, well, that one they dealt with that a bit differently, because they actually employed a couple of 
people to be NT staff during that, because it wasn't feasible to have the project conservator, freelance there, for 
such a long time, because they overran slightly. That's why I ended up going down and doing two weeks in 
January, so yeah, I'm the point. I'm really the point with me and the location manager, and I'm representing the 
Trust, so I’m the one that they'd ask me questions, and I'd give an answer for them, know who to ask, whether 
it's the building surveyor, the curator, any house staff, anyone who knows the building, because I don't really 
know it as well. I can't, when you just land somewhere, you don't know it as well as the people that work there, 
and that's one connecting point whereas the location manager is the point for the crew. So it's slightly diplomatic 
in a way. You have to try and maintain a good relation, because you're stuck there with these people for a few 
weeks, so you have to establish a good relationship. My main purpose is to make sure that filming can take 
place without the property being damaged. 
 
Interviewer: Because everybody else has their concern, and they get a bit of tunnel vision, you know? Like the 
lighting guys want the lighting this way. 
 
GK: And they're not thinking about walls, you know what they're doing when they're there. And a lot has been 
established before, before they're anywhere near the place of what they're allowed to do, that's all agreed. 
 
Interviewer: Do they have an agreement or something they sign? 
 
GK: They have a very long contract. It's like 30 pages long. 
 
Interviewer: Do you find that it's usually for the place you were just in, it's obviously had filming happen there a 
lot, do they have an agreement that they generally use, and then they tweak it for each production? 
 
GK: Yeah, well, the National Trust Filming Office, that's where you contacted Harvey and Lauren, but they're 
the ones that deal with that. They have the contract, and there's a whole lot of stuff that's always the same in 
every one, and then at the end there's appendices, and then they have strict agreements about what they can do, 
whether they're going to do construction, do flattage somewhere, you know? And if they're painting, sometimes 
they're allowed to paint walls, it depends. They wouldn't do it on some properties, but others, like this one [GK 
shows photo on phone], they were allowed to paint, because the place is going to be refurbished. The place is 
going to be made habitable and rented out, so there was a bit of flexibility, the sort of thing you'd never imagine 
in a grand house. They wouldn't dream of it. 
 
Interviewer: So what are the parameters when they say, "Yeah, sure, you can paint these walls, but you can't 
paint these walls?" Why would they say sometimes and not others? 
 
GK: That's down to the surveyors and the curators, what's considered [...] with all this analysis of layers of 
paint, historic paint, if that's of interest, then they wouldn't let you do anything, but if they know it was painted 
over in the 20th century, and they know everything they need to know from it... 
 
Interviewer: Do they generally try to use paint that's reversible, something that cane be removed? 
 
GK: Oh yes, it's usually something water-based, something water-soluble. Oh yes. They always do that, or in 
that case, because the place is going to be painted anyway, they painted over it, because they made a distressed 
look for the last few scenes. 
 
Interviewer: And they're trying to make it look a lot older than it is in reality? 
 
GK: Well, let me get my phone. Most of this stuff, and I'm not giving away any secrets to say most of the 
filming was based in a setting in the 1890s, so it was dressed for the Victorian period, and then I guess what 
they did was they cut the walls. What they do is pressure fit a framework of pine into the wall and then they 
stretch the fabric over it, and it looks fantastic, and then for the last episode is looking at around 2016, and this 
building becomes what, you know, in theory, in film land? And so they distressed it all. They mucked it all up. 
It was horrible! And they even, I'll show you, they even put graffiti on the wall. 
 
Interviewer: That's got to be good fun though to be the person that gets to dress it up, like it's a person. It'd be 
like making a beautiful person look old. 
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GK: It was. It was such fun.  
 
[...] 
 
GK: [Shows photo] This is a [...] stone building, and they've boarded up the windows as part of making it look 
derelict and a squat, boarded up the windows and got a graffiti artist to paint them. So that was them putting 
them on. This is the Norman hall. There's a Norman bit and a Tudor bit.  
 
[...] 
 
Interviewer: So how did they board the windows up? 
 
GK: Again, they pressure fitted these. They measure them very accurately and then put little wedges in. 
 
[...] 
 
Interviewer: Was it supposed to be a different location? Was it pretending to be something else? 
 
GK: No, I think it was all the same house. It was all the same house. Like, this is left over from the 19th century 
part. 
 
Interviewer: I was thinking in terms of whatever is being filmed, like, it would be weird to have a nice Victorian 
bedroom in the same place as a squat. 
 
GK: Sometimes I've worked on things where they've done that, one bit's a hospital and then the staircase was 
supposed to be a grand hotel someplace else. 
 
Interviewer: Yeah, those are supposed to be two separate settings in the same property. 
 
GK: Yes, but this was all actually supposed to be in the same place. 
 
[...] 
 
Now that's the graffiti. Of course, we just peeled that off afterward, and that the walls were aged as well. In fact, 
this was fake, and this was fake. 
 
Interviewer: What kind of paint did they use to do that? 
 
GK: That's just plastic. Plastic.  
 
Interviewer: See, for me this is really fascinating, because we're learning about conservation in the more 
traditional sense, where they still want things to be reversible but more permanent, you know, and this is just so 
temporary, but in the same way, you're protecting the building but trying to change it into something else for a 
specific function. 
 
GK: And that's what I said in our email correspondence. The benefit for conservation is the money, the fact that 
this has made money for the property and that will help pay for the refurbishment, and therefore if it's going to 
be habitable, the heating's going to be on. It's going to be good for the building, because the humidity the day we 
left there was just ridiculous: 80-90%. There was actually a change in the weather, so there's very warm air 
outside, but inside it's still about four or five degrees, and then the condensation was running down the walls. It 
was actually quite alarming. 
 
[...] 
 
GK: That's more of the graffiti. It's just so convincing. 
 
Interviewer: It is, especially if you're further away and so much is happening. 
 
GK: Because when we were on set, I heard a chaperone for one of the kids, because there were babies and 
things in it, and I overheard her say, "Oh, it's awful. The Trust has let it get into such bad repair." And I thought, 
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"Excuse me, you did this. Your lot did this." They were so convincing. Oh, that's just showing the fake 
thermometer over a light switch. 
 
Interviewer: Were they trying to hide the modern controls? 
 
GK: Yes, they do that for all things like light switches, sockets, anything like that, or fire alarm sensors. They 
have all sorts of ways of getting around it.  
 
[...] 
 
GK: I've done quite a few things in Northern Ireland. 
 
Interviewer: They seem to do a lot of filming there now. 
 
GK: They do. Game of Thrones, of course, is the big thing. 
 
Interviewer: Why do you think there's so much filming there? 
 
GK: Well, there's some tax incentives I think they can get. I don't know. And there's an organization called NI, 
[as in Northern Ireland] Screen, and I think they can offer some incentives. I don't know exactly. I don't know 
anything about the money side of it. But the first big thing I worked on was way in the very west of Northern 
Ireland, and I think they chose that, because, well, for many reasons, but there may have been slight incentives. 
My husband's from Northern Ireland, so I'm not afraid of going there. You know, I have relatives there, and I'm 
familiar with it. But in February, I did this thing called the Chronicles of Frankenstein, and that was in Northern 
Ireland, and that was nice. It had Sean Bean in it.  
 
Interviewer: You had a little Game of Thrones in there anyway. 
 
GK: Oh yeah, of course, he's familiar with that, but that was interesting. It was in a little temple in the grounds 
of Mount Stewart in Northern Ireland. It was a beautiful stately home, and this was all filmed in a thing called 
the Temple of the Winds in the gardens, which was this octagonal building with three levels on top of each 
other. 
 
[...] 
 
Interviewer: Does it sort of go through trends? Is there a high season and a low season? 
 
GK: Well, sometimes I'll have months with nothing, and then just now I had something in December, January, 
February, a lot.  
 
Interviewer: Is this your only job or your primary job? 
 
GK: Well, I'm actually a painting conservator. That's what I trained to do. 
 
[...] 
 
GK: So I worked on paintings in London, and then we lived in Amsterdam for about ten years and worked 
there, and then we moved back to Edinburgh about ten years ago, and I decided I really didn't want to do 
painting conservation for the rest of my life. I'd like something different, so that's when I got into preventive 
conservation and worked with the National Trust and through them ended up doing this filming, and I actually 
quite like this freelance work. I like this having a month off and then an intense period of work away from 
home, and it seems to work. I still do a bit of painting conservation, but not a lot. You know, I don't have a 
studio, and I do a bit of my own art. 
 
[...] 
 
Interviewer: So you were saying that the way they do things in Scotland is different than in England. 
 
GK: Well, I think they [the National Trust for Scotland] cover it, oh dear, I mean, be careful what I say. I'm not 
sure what kind of fees they charge here, and obviously they take the costs down. I think maybe they cover it 
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with their own staff, rather than have a freelance conservator, because they've never actually employed me in 
filming, so they obviously cover it with their own people, so obviously they have the capacity to do that. 
 
[...] 
 
GK: I also worked for other places, you know, independent places. Alnwick Castle which is in Northumberland, 
and I've done Downton there twice. 
 
Interviewer: Which parts did they film there? 
 
GK: Well, they did the Christmas special there. I don't know if you saw that? 
 
Interviewer: I did. I watched all of it. 
 
GK: That's was where Edith's fiancé, that was his family home.  
 
Interviewer: Oh right, and it was this really grand thing, and you're thinking that the Crawleys are super wealthy 
and then you see that. 
 
GK: Yes, well that is a real castle. There are hardly any props in that. That is the Duke of Northumberland's 
castle […] Anyway, I worked on Wolf Hall, but of course the Percy family are important in that. Anyway, but 
you go there, and you have all these different levels of staff. They have under butlers and things, you know, but 
most of it's only the small things that are props. Almost everything else is there. Because I was speaking to their 
art director, and she was saying, "It's great there. They say you can sit in the chairs as well, because we [the 
family] sit in them." So it's not like a National Trust place where it's all very fragile, because at the National 
Trust you can't sit on the furniture. You can't use it. They have to take out the collection and bring in prop 
furniture, whereas Alnwick Castle. 
 
Interviewer: I guess that makes sense because it's a living place. They have to make it comfortable.  
 
GK: Because that's where they live. Exactly, so they have a slightly different approach, but still I'm very pleased 
to say they employ a project conservator when they're filming, so it's good. So I've done that two summers. I 
spent last summer as well there.  
 
[...] 
 
GK: That is inside Alnwick, and they weren't filming here, but they were filming in a room beside it, so I 
wrapped this particularly beautiful cabinet which is the sort of thing I do, which is creating a plastazote, high 
density foam thing,  
 
Interviewer: So if people are pushing lighting and camera equipment by, they're not going to knock into it.  
 
GK: Just so that they can come back and protect it, and then it's easy to take off. You just pull these bows, and 
the whole thing comes off. That was a barometer. Obviously very proud of that. That's in the dining room. 
That's a camera. Oh, there's so much fragile stuff. Beautiful painting collection. 
 
Interviewer: How do you find that they deal with temperature and humidity? 
 
GK: Well, there's certain things you can't do anything about. I mean, I measure them, but if the temperatures get 
too high - they tend to like to leave the lights on all day, and they need to warm up and once they put them up, 
then it'll take another hour for them to get to the right colour temperature - so yes, we do remote measurements 
with a little thermometer [...] I'm just there all the time, just watching, saying, "Be careful there. Be careful 
there." They have these belts with every tool you might need. They have things clipped onto everything. This is 
the thing, because they have all of these pinch points, narrow points, that's where I quite often out foam 
protection to stop that if I get there first. [...]  
 
Another thing that Vicki was suggesting you might want to look at was when they did John Carter at Ham 
House and that was Disney, and they had a lot of money, and they even paid for - they wanted to use artificial 
haze inside - and they actually paid for the National Trust scientific department to do tests to see how much was 
deposited with this particular haze machine, so that was actually useful for both sides, because from then on, the 
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Trust said, "Well, we allow you to use this, because we know that the deposits are minimal." But they're very 
strict about it. They don't allow it in any place. 
 
[...] 
 
GK: They [National Trust] don't always have a project conservator. Sometimes their staff do manage it, and I 
think the house staff can decide, themselves. I mean usually it's a good idea to have somebody just because they 
have other things to do. I've noticed at somewhere where they haven't done filming and they also want to be in 
on it, but if they haven't done it before, they want to be in on it, but they also have other responsibilities. They're 
trying to plan the programme for the summer and all that sort of thing - and that's just so much easier at places 
like Ham House, where they've done it so often that some of the members of staff are quite happy to hand it 
over - so that's what the project conservator is there for, and that's great. It actually makes it easier for me. But 
sometimes, they say, "Oh, no, we can do it ourselves." Some places they have interns, and they're very eager to 
have all sorts of different experience, or they have sometimes volunteers for backup and they can be great. 
 
 
Interviewer: I know I saw a document that Victoria sent that was specifically about volunteers and how you 
prepare them. 
 
GK: They have to be managed. Sometimes I have been on somewhere I end up managing volunteers, which I 
think is a whole other aspect that I didn't anticipate, but it's okay. What's great about the [volunteer] house staff 
is they're so knowledgeable about the property - They know all the history. Usually they're retired people and 
their knowledge is fantastic, so if you've got a member of the cast asking questions about the property or 
collections, for instance, I say, "Talk to Graeme," and they love it, sharing their knowledge, and it's great. And 
they're also just very helpful for backup, especially where there's not very many members of staff. It's just 
having some more bodies watching. Often, if they're actually shooting, I would tend to be there with the crew. 
Meanwhile the construction people could be doing all sorts of things in other rooms, so you need more. And just 
that presence of somebody keeping an eye.  
 
Interviewer: Like you said, you have to be there for maybe a week or more, and you want to 
 
GK: On the other hand, you have to, if they do stuff, you have to be clear that this is not acceptable, and also I 
have the authority to say, "Right, you're not going to work here." I'd go to the location person and say, "Look, 
I'm not happy with this person." But that doesn't happen very often. 
 
Interviewer: So the location manager, what is their role? 
 
GK: Well, everything to do with the location and I should say, the point, dealing with the staff at the location. 
They're the ones that have to know where they unit base is going to be. They'd work out where that is, where 
there's going to be supporting artists, extras, you know, where they're going to be held. Facilities, food, toilets, 
all that sort of thing. And that's important. Rubbish management. They're also there first thing in the morning 
and at the end when everybody else is gone, making sure there should still be somebody there going around and 
making sure everything is cooled down. It's safe to leave it. Make sure windows and doors have been shut that 
should be. Lock the door. And yeah, I expect the person from locations to still be with me at that point. 
 
Interviewer: So you two are working together pretty closely. 
 
GK: You have to work with them, and it depends on what it is, but I would tend to go through locations rather 
than deal directly with some member of the crew. I mean, I might say, "Oh, just watch that wall," but if it's a 
bigger issue, like there's somebody putting tape up there or a major thing, that would be my contact. I always 
have their number in my phone, and I'd have a radio. I usually have a crew radio, and then the house operators 
too.  
 
[...] 
 
GK: I did a job in Manchester. That was different. That wasn't National Trust. That was for Manchester City 
Council. They have a park in the north of Manchester and it has an 18th century house in it, which at the 
moment is empty, but it's beautiful interior, and they wanted to use it as a location. This is the one that I was 
telling you earlier that they used as a hotel, a grand hotel suite, and that was interesting. It was the first time I'd 
worked for the Manchester City Council, but again they did it through the National Trust. They got in touch 
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with the NT, saying, "They want to use this, but we're a bit nervous," and they the NT said, "Well, get one of 
our conservators." 
 
Interviewer: So it wasn't a National Trust property? But they were just like, "You guys are the experts, can you 
help us out?" 
 
GK: Yeah, they helped them I think, because of their experience. I think actually the location manager knew our 
people, so there was some connection, so that was a really interesting one. It was Houdini and Doyle, which I 
think we did it for Fox, and that was about how Houdini and Arthur Conan Doyle - and I don't know if they 
knew each other - but that was quite a good one. 
 
Interviewer: It's nice that everybody is so willing to help and chat, even in that case where it wasn't the National 
Trust's property, because it's obviously something they still care about. 
 
GK: Yeah, because they [the NT filming office] have this established. They know what to check beforehand, but 
yeah it's nice. It's interesting to have done work for other people and see how they do things. 
 
Interviewer: When you were talking about temperatures earlier, is there a temperature where it can't go above. 
 
GK: I don't think you could do that. If you're on a set with filming going on you can't put museum standards of 
what painting should be kept at a certain temperature, plus or minus the margin. You can't do that with filming, 
because...if it's a property where there is no control on the humidity anyway, so therefore the building is used to 
coping with these fluctuations anyway, then I think this is why you have to have a conservator on the project, 
because I know about materials and how they react with different environments and with anything else. [...] And 
then the thing is, they have a limit of lighting that they can use at a time. 5 or 6 kW, which is quite good light, 
and a little bit more if it's inside a helium balloon, because the temperature of the helium keeps it down, makes it 
safer. They put them near candles. There's a thing I'd like to work on where they want to use open braziers and 
things with fire, but we'll see. But they're very strict. The Trust has a Hot Works permit. It's a form that has to be 
written out, and so they have to know exactly what they're going to do. And risk assessments and method 
statements for all, and you have to have a fire marshal standing by, and I'm also trained, so there's lots of things 
to mitigate the risk. As for temperature, you say candles, and I think some of these new Jane Austen productions 
- I haven't worked on any of them - but some of them have a ballroom scene lit with candles, and I know that 
they had one where they had so many extras and candles and dancing, and the temperature was so high that one 
of the candles actually bent, and I believe that's when they actually had to stop the filming, because it was such a 
risk. I don't know where it was. It was somebody else. I wasn't there. I don't know what it was. I just knew it 
was a Jane Austen one, and so that was quite traumatic. I can only remember that photo of these candles 
mounted on the wall. So wax melts at about 55 degrees Centigrade, so the temperature must have been. I 
presume that it may have also been from another flame nearby as well, but you never know. I mean, higher up in 
the room it could be getting really high. [*After the interview, GK wanted to add that she tries not to let the 
temperature go 10 degrees C above the ambient temperature during filming.] 
 
 
Interviewer: I was thinking, when we filmed at the Hispanic Society of America, it was really small, and they 
were initially really worried about the temperature, and it was very warm in there when we were filming, so I 
was like the whole time going, "Oh my god." It was very humid. They didn't really have air conditioning and all 
of that, and even if they did, with the sound, we couldn't really have it on, because of the recording, so it was 
pretty uncomfortable I think for the audience, but they got through it, and I think it was okay. 
 
GK: I've done it once where they had air conditioning units, and they've had them on, because it was just getting 
so hot. 
 
Interviewer: I mean in the case of this, it was a live thing so you can't just say, "Oh we'll just do it again." 
 
GK: No, no. You don't have that.  
 
Interviewer: You have to do it, and you can't say we're stopping, and we'll restart, so it was okay, but it was very 
warm. 
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Rae Marshall  
Events and Filming Administrator, English Heritage  
	
Date: 18 May 2016  
Format: Telephone 
Filming Projects & Locations: Various 
 
 
Interviewer: How would you describe your role as it pertains to filming? 
 
Rae Marshall: I am the first point of contact for the majority of filming enquiries, which can come in a number 
of ways. They can come in either at the direct call into my land line or mobile, or they can come in as an enquiry 
to the filming enquiries inbox, which is a bespoke email inbox, or they can come in as a referral from Customer 
Services, or they can come in as a referral from a site. Sometimes film crews contact the specific location, and 
the location then passes them back to us. 
 
[...] 
 
Interviewer: What is the procedure when somebody comes to you from one of those many channels? How does 
it go from there? 
 
RM: What we do is we have a standard email reply and that email reply details minimum fees, because 
obviously it's the first question we get asked, and also because while I understand that your dissertation doesn't 
cover the commercial side of things, and it shouldn't and it isn't a major concern, it is one of our tenates. But 
obviously from a guardianship point of view, [it's] not the main one. It does help to focus the mind from the 
point of view of the filming crew, because when they understand that they will be paying a good fee, if you like 
- it's not going to be too cheap - it does help them to understand how important it is that they work with us to 
ensure that they protect what they're planning to film in. It kind of almost focuses the mind, because I think 
sometimes you get people who come in and think, "Oh, we'll just tuck some filming in there, and it doesn't 
matter," and in a way, the fees are one of the ways in which we say to them essentially, it really does matter, and 
it's important, because it helps them to understand that while they'll get the benefit of working in a sensitive 
heritage environment and get them those shots that they want from that location, they will need to recognize it's 
going to cost them a reasonable amount of money, and that the money will go to the ongoing conservation of 
that site. By helping them to understand that, by paying their fee, they're taking part in the ongoing conservation 
of the site, it helps them to understand how important it is to take care of it when they're there. Does that make 
sense? 
 
Interviewer: Yeah, so is that something you explicitly explain the them? So you say, "Okay, you're paying this 
fee, and the reason you're paying this fee is [to support the ongoing conservation of the site]?" 
 
RM: Yeah, I mean, we're not massively high, but we're not massively cheap either, because we've got a nice 
middle line, which we've established from research. But they might come back and go, "Is there room for 
negotiation on that, or is there any chance of coming in for free?" and we're like, "No, absolutely not. I know it 
seems like a lot of money, but actually, this money goes toward the ongoing conservation of the site that you're 
working within and that you need to understand that that's part and parcel and actually our primary focus of 
everything that we do." So in order for us as well to put filming into a heritage site, we need to be absolutely 
sure in our own mind that they are going to be as respectful of the site as we are going to be and that they 
recognize that what they are putting in actually helps with the ongoing preservation of English Heritage, 
basically, and the heritage that belongs to everybody. And it does help them to understand how important it is to 
us that they are incredibly careful with what they do. And that then opens the subject of when we're talking 
about all the little things, the other things they want to do, and we're saying the yes's or no's, depending on the 
infrastructure of the site, it helps them to understand why we're saying no to certain things, because they have an 
overall understanding of what it is that we do. It's not like sticking it into a hotel. If you damage the wallpaper in 
a hotel, you can just re-wallpaper. It will cost you, but you can do it. You do that in a historic site, and it is 
priceless. And that's the line that they need to understand. So the fees establish that straight away. We also are 
very clear on what we expect documents-wise from them in the email, so basically we say to them, "You will be 
expected to provide us with a very robust risk assessment that covers not just the risk to your crew but also the 
risk to our visitors and our infrastructure." We also state certain documents - for example if you want to use 
certain things like drones - and what we will and will not accept and attach that also in a filming enquiries 
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document. And the filming enquiries document allows them to state all their contact details, a brief summary of 
what they are doing, or what they're planning to do, rather, how many days they expect to be on site, their 
insurance obviously is very important to us, because we need to make sure that they're insured to cover 
anything. If somebody comes to us and says, "My insurance covers me for about £1000 worth of damage," it's 
like, that's not going to work in a heritage environment. So it establishes that kind of link right from the 
beginning, so that's the first point of contact and then what normally happens is, they will complete that form 
and send it back, we will read it through and have a look at it. Very rarely you'll look at it and go, "You know 
what? That isn't going to work with our sites," either because what they want to do is likely to damage the 
property or because it's likely to bring English Heritage into disrepute. There are certain things we won't link 
with, and I feel actually that we shouldn't, but 99.9% of all enquiries we will then follow up by calling them or 
start an email trail to start recce, to encourage them to take a recce. We really, really do emphasis the 
importance of a recce, because it establishes a connection with the site, because our filming, although managed 
by a central Filming Department, is actually site led. So there needs to be that contact with the site team, and the 
site team have to be comfortable with what is likely to happen. We would encourage them to do an initial recce, 
which is where they go down, they have a look at the site, they can say to the site team, "This is what we'd like 
to do here, there and there." Nobody knows about the site like the site team do. That's what they're trained for. 
That's what their experienced in. They know it far better than I do, and it won't matter how many times we as a 
filming team go into a site and look around it, we don't know the site and the running of the site like the site 
team do, so it has to be led by the site team. We provide the site team with a recce form, where we almost 
prompt them with certain questions that we're going to need an answer to and it helps them to structure their 
recce. They then complete that and email that back to us, so then we have that information from the recce to 
then go forward. Sometimes when it gets to recce, and there's just no way we can do those things within the 
infrastructure and protecting the heritage, and that will be the end of that enquiry. So the enquiry will then either 
rapidly change direction or they'll choose another location. Sometimes they'll do a recce and it's the location 
manager that do the recce and all that will happen is they'll have photos and information that they then put into a 
pot of a lot of locations, and then we'll just wait to see whether that location is chosen out of the ten that have 
been offered. So that's kind of then that point. If they then come back to us and say, "We've recce'd the site. We 
absolutely love it. This is what we would like to do," then we get to the stage where we start talking to them 
about their fees, what we feel they would need in the way of staffing support, so that doesn't just include the site 
staff who will run it on the ground, but it also involves conservation, curatorial, and sometimes [...] teams, 
depending on what they want to do, and we would then start to loop all those different teams in to get their 
expert information, and also the sites that we have, there's such a massive variety, but some of our sites have 
loan items from private or government collections, and obviously we have guardianship over those. Some of our 
sites have original items that obviously are under our curatorial team and are very delicate. Some have 
recreation items where we've had items made to replace the originals that were there, and each of these different 
items is dealt with in a different way, and there's a different process. So some of the loan items, the people that 
have loaned them to us are quite happy for us to use the in the background to the filming endeavor and there's 
no problem there. Some of them absolutely cannot be, in which case, we then have to contact the owner and ask 
them if it's okay for us to take them out and store them for the duration of filming. Obviously there's a cost 
implication to filming companies for that, because they have to be picked up and stored by curatorial and they 
have to be stored in the correct environment, and to be handled, they have to be wrapped, and it can be quite a 
costly endeavor.  
 
Interviewer: So what's generally the range of time that it takes from the first contact to deciding that they're 
going to do it? I'm sure it changes, depending on how big the project is. 
 
RM: The nature of the filming industry is such that the turnaround tends to be very quick. The only time this is 
an exception is when you're talking about a massive feature movie, and in that case you may have a couple of 
months, which seems like an awful lot, but actually with a filming endeavor of that size, when you consider the 
number of recces - because you can be talking anything between five and fifteen recces with the departments 
from their point of view, not just ours in addition to which if there's loan items we need, anything that's three 
month’s notice to get permission to get those removed and stored - it actually isn't a lot of time. We can safely 
and comfortably turn around in a lot of our sites a low level filming endeavor in a couple of weeks, and in fact 
we have turned them around a lot quicker. Sometimes in as little as 24 hours, but we would only ever do that 
where we're in a situation where we know that the provision that's going in is of such low risk to the site that we 
can turn it around in that time, and by turn it around, that means that we've been able to loop in all of the 
departments and got their agreement, that the site team are comfortable, that we've managed to do a recce, and 
that they're fully contacted - we've seen their risk assessment, and we've seen their public liability and 
employers liability insurance. Sometimes when you're dealing with a film crew, regardless of size, you get a 
feeling from talking to them that actually they're more focused in the location, and they're not really interested in 
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caring about it. And we've had a couple of those where - because you establish a relationship with the film crew 
and I think that's an important part of the job because of the nature of what we do - and sometimes you'll be 
talking to the location manager, and you're thinking, "Actually, that person has no real interest in the day-to-day 
running of the site, doesn't really care about the infrastructure of the site. All they're interested in is how it will 
look in the final cut of the movie." Now, that then rings alarm bells and raises concerns, because then that's the 
point at which you have to make a decision: Do we allow them to go in, knowing that they're a bit laissez faire? 
So then you have an option to either say, "Look, I really don't think that you are going to work with this 
location," or, you put in a level of staffing and curatorial, conservation, and filming department support that is 
so high as to protect the building that they're going into. 
 
Interviewer: I suppose you probably wouldn't put that kind of effort into it unless it was a fairly large project 
then, would you? 
 
RM: No, absolutely, and obviously we do an awful lot of filming, and we're doing several filming provisions a 
week of various sizes, and obviously as a team of four, which is the Filming Department as it currently stands, 
so just to give you an overview of the Filming Department, we've obviously got the head of filming events, 
we've then got a senior filming coordinator, we've got a filming coordinator, and we've got myself - so as a 
team, we're not in a position to go on site for every single item that we put in, and actually, as I said before, the 
vast majority of them, the experts are going to be the site team. We just need to be comfortable that the site team 
are happy and comfortable enough, because when you get a camera in there, a lot of people feel overawed and a 
little bit intimidated by that filming environment and feel like even if they see something they don't like, feel 
like they can't say anything until the cameras stop rolling. There's that preconceived impression. We are now 
establishing a team of staff throughout all the different regions who will happily step in front of a camera in the 
middle of a shot and go, "Look, I'm sorry, you can't do that." And that is absolutely what we have to have in 
order to protect the heritage of our sites. And we also when we're putting a filming endeavor in need to be sure 
that there's a member of the site team that is happy to do that and that they are actually going to be there on the 
ground robustly managing the filming endeavor and not just going, "You alright? Can I make you a cup of tea?" 
Because actually, they need to be there to be able to step in front of a camera and go, "No, you can't do that. No, 
you need to step back. No, you're not allowed to walk on that. You can't touch that. That isn't allowed to be in 
the shot," and all those things that are important to what we do and maintaining the heritage that we're 
responsible for. 
 
Interviewer: This new team, is it going to be people who already work on specific sites, or is it a whole separate 
thing? 
 
RM: Yeah, so obviously the majority of sites, the team you have on the ground, the core team are absolutely 
brilliant people. They know the history. They know the site above ground, below ground and in every direction, 
but more importantly, what I find increasingly, what I absolutely love about working with English Heritage is 
that the people on the ground at these sites, not only do they love their sites, but they're very protective of it and 
very understanding of the importance of it, and that comes through in their enthusiasm when they're dealing 
with visitors, but what it means is that they're very keen to make sure that whatever goes in doesn't do anything 
to harm it, whether that's a school party or a filming endeavor, and so 99% of sites will robustly protect their 
sites anyway, because that is what they love and how they feel connected to that site, so you don't tend to have 
that many problems, in addition to which, when we put in very large filming provisions where we're talking 
hundreds of cast and crew, what we'll do is we'll pull staff from surrounding sites in the surrounding region to 
come and support the site team. That's awesome in that we get to see all those site teams on the ground in a big 
environment and we become aware of those members of staff who will confidently say, "No, look you can't do 
that, or we're not happy with you doing that, or I need to check if that's okay" and will do it at the right time. 
And those people then are the ones that you go to when you're putting filming in in a local region, you'll say, "It 
would be really great if you had, say, Alison there, because she's really comfortable on the ground with 
filming," and some people aren't, and that's fine too. 
 
Interviewer: You just have to recognize that. 
 
RM: Yeah, yeah, absolutely and we always say to people, obviously, we give them a clear briefing on what our 
expectations are of how they protect what we've got, but also we do say to them, "Do you feel comfortable 
doing this?" because not everybody does, and it's not a part of their job description, to be fair, you know? And 
we say to them, "Are you confident to step in in the middle of a big filming endeavor and say no?" because 
you've still got a valid role on site, facilitating the people movement and the equipment movement is fine, but 
then you want the people behind stood behind the camera who are just willing to just stand there and go, 
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"You're going to cut that. We're not doing that." So you choose your staff for their strengths and what they're 
comfortable doing to make sure that you're still protecting what's important without putting people in a difficult 
position. And what we'll do with a big filming endeavor as well, and we try with all filming endeavors actually 
but particularly with the larger ones, is we will always have, and it's a game changed, they will have a member 
of the conservation and curatorial team on the ground all day, everyday, because at the end of the day, these are 
the guys that know the site and know the items in the site and the infrastructure of the site. Because no matter 
how much planning you do in advance, no matter how many - you know, we do numerous recces, and we go 
through every square inch of the site and talk about the implications of using that - on the day, when they're 
filming, things come up. Now, we need somebody on the ground who's got the expertise and the qualifications 
and the knowledge to be able to go to them and say, "They want to do this. Is that okay?" and they could say, 
"Yeah, that would be fine, provided this, this, and this, or no." And that decision is made and that's final, but 
you need that expertise on the ground to make sure that at all times the site is protected. 
 
Interviewer: Right, so you said that most of the time those people come from the site staff, the people that 
already work there, but do you ever have external people or people that just generally work for Heritage 
England or freelance people that come in to do that? 
 
RM: No. 99% of the staff that we use are our own staff and that is because only our staff know our sites. The 
only exception to that would be if we've got a long-term filming provision at a site, it may be that we're not in 
the position to put one of our curatorial conservation team on the ground all day, everyday, particularly if they're 
doing night shoots, early morning starts and so on, because obviously they have responsibilities to a number of 
sites within EH, and if they're focusing on that one, then they can't manage the others. And again, they're a team 
that work together, so what we would do then is get in a heritage conservator or curatorial expert, nine times out 
of ten who works for us anyway on either a bank basis or on a temporary basis, and they will come in and 
manage it for us. 
 
Interviewer: So getting back to the procedure, once they've done the recces and the filming happens, what's the 
next step? What's the general way things go? 
 
RM: What do you mean? Actually on the day or do you mean what paperwork are we asking for or after the 
filming? 
 
Interviewer: Both. 
 
RM: Once we've confirmed details at recce and everybody's happy to go ahead - then that's everybody from the 
site team right through to the filming team, through to the curatorial conservation, facilities, estates, everybody - 
then we will agree fees. We have set fees, and so they would be aware of those anyway, and we'll finalize those 
fees, in addition to which we'll finalize staffing costs, curatorial costs, any storage or removal costs that we've 
had to do, and all of those sort of things. Once we've done that then obviously we'll put together a contract. In a 
lot of cases, the filming crews are very good actually in that we will provide them with site maps, and they will 
use site maps to put in a very good filming intentions document that breaks down who's going to be on site what 
day, exactly what they're hoping to achieve, what areas of the site they're going to be using, and so on and so 
forth, which obviously helps us from a staffing perspective, but it also means that we can embed that in the 
contract and say to them, "This is what we've agreed." Obviously there is inherent flexibility - there has to be, 
both from their side and from ours - and that goes without saying, but the more we can structure it and tie them 
down within a contractual situation then we will do that. Before we get the contract signed, with a lot of 
companies - particularly the bigger ones, particularly the American ones - we will send them the terms and 
conditions of our contracts, which are specific to heritage and filming - and we will ask them to check those 
over. American laws are slightly different from ours, so sometimes there's some negotiation between their legal 
teams and ours as to wording on the terms and conditions, but at the end of the day, they either sign the terms 
and conditions that we are happy with, or they don't film. Really that has to be the way it has to be. And our 
terms and conditions are specifically weighted toward them understanding the importance of the protection of 
our heritage, so it covers everything from picking up your rubbish and making sure that you don't make a mess 
to how far away from the infrastructure of the building you can place tripod cameras, through to what you can 
and what you can't touch, what you can film and what you can't film, and it covers lighting wattage. It covers 
special effects. It covers pyrotechnics. It covers things like horses and dogs and other animals that are brought 
on site. It covers every aspect of the potential filming. 
 
Interviewer: After all the documents are signed, what's next? 
 



The Heritage Film Set: The Protection & Care of Historic Filming Locations 
	

	 227	

RM: Then, obviously, they will come on site. Now with the bigger filming provision, they'll be a member of the 
filming team there to manager it, to oversee it in general. with the smaller ones, then what will happen is all 
those documents are sent to the site team. We'll have a catch up with the site team and check that they're happy 
and confident, and then the filming will happen. 
 
Interviewer: Then after the filming is done, do you have extra reports and documentation you do, and even 
during the filming are you documenting what's happening? 
 
RM: No, obviously, whoever's on the ground is carrying on an ongoing risk assessment, obviously not just to 
the staff and the team but to the infrastructure of the building, particularly as sometimes changes happen once 
you're on the ground, and that will all be documented from the point of view of the risk assessment side of 
things. After filming's gone in, we do say to the site teams if it's a smaller filming provision that they're 
managing themselves, if there are any problems or queries to feed that back to us, and during the event itself, 
there is a filming duty mobile, which one of the team will be holding at all times, which means, because 
sometimes filming happens overnight or early mornings, that we are contactable, so if something comes up that 
the site team aren't happy about, they are to stop filming, call us, and we will then either make a decision in 
conjunction with them, or we'll wait until we can get gold of curatorial team and discuss it, so they've got that 
level of support even if one of us is not there. 
 
Interviewer: Is if one of the four of you from the filming team that is always on site? 
 
RM: With the larger ones, yes definitely. With the smaller ones, we're there to support, but we don't do every 
single filming thing, no. 
 
Interviewer: Is there anything that happens post-filming? 
 
RM: No, not really. Often the filming crews will get in contact with us. It's very difficult. It depends what you're 
filming, really. I mean, sometimes you're doing small things for the local news, in which case you can see if 
pretty much straight away. Sometimes we're filming YouTube videos or social media videos for promotional 
advertisement. Sometimes we're doing an ongoing advert that's going to run on the TV, but they're always quite 
quick. With the big motion films, often it's 18 months before you even get a release date for it. Obviously 
confidentiality is a major part of our business. We don't discuss details. We don't discuss what we're filming. 
And I think within the heritage industry, sometimes that's quite frustrating for people who've been involved, 
because they want to see what's been done, and often it's 18 months before it hits cinemas [...]. Once a release 
date is agreed, what we will do then is go back to them and establish a PR contact so that we can have the 
possibility of linking PR with their PR, so that when the movie comes out, there is a mention of the fact that 
they've used English Heritage site or sites, and also because ongoing then there is now a valid filming tourism, 
whereby there are people who follow particular films and will want to visit the sites that those films have been 
filmed at. And obviously we need to be aware of that, because we need to understand all of the types of visitors 
that we get on a site, and sometimes some of our sites are used as a base location, so we're not just talking a 
scene in the movie. We're talking the vast majority of the movie was filmed there over several months. That 
being the case, it's valid to have the opportunity to put in maybe a linked exhibition within the property that 
explains the filming process, how we worked it, how we managed it around the heritage of the site, have some 
pictures of the location, and maybe the crew on location filming to link in the filming tourism side of things but 
also to help our regular visitors, who often won't have been able to get to the site because it's quite often 
exclusive, therefore it's closed to the public, so they can understand what's been going on and how we've 
managed that and can see that we are doing it with the ongoing heritage in mind. Does that make sense? It's 
making that link for our visitors. [...] It's not a big part of what we do, but it has validity, but from the point of 
view of the history and heritage of the sites, it shouldn't detract from it in anyway; it should only enhance it. 
 
Interviewer: So it's something that you take advantage of, but it's not something that you focus on, per say, to 
promote the filming to the visiting public. Is that right? 
 
RM: Right, absolutely. I mean, sometimes filming goes in, and it means that the site is closed, and that's 
advertised clearly to our member and visitors. There's lots of notice given. That's actually quite rare. The vast 
majority of filming that goes into our sites actually goes into our sites while they're open, and it's managed as 
part of the ongoing running of the site, and what we've found works very, very well and is quite enjoyable by 
our visitors is we had filming for a very popular TV series in one of our larger sites fairly recently, and they 
wanted to film during the week, and we were open to the public, and at the end of the day our visitors are 
absolutely our primary concern, so when we were negotiating with the film company, I said to them, "Look, if 
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you want to go in and film that area, I have no problem with that; however, what you will need to do is we'll 
need to work together to make sure that that becomes an enhanced part of our visitor experience rather than 
detracts from their visit, because if it detracts from their visit, that's not acceptable." So what they did - and we 
kind of negotiated it, it was brilliant actually - they provided marshals. So what they did was they had holding 
areas, so when they were filming a shot, they'd taken a particular part of the building, and they'd dressed it up 
for this particular scene, and when they were filming the scene what they had was they had holding areas with 
these marshals in, so that our visitors could go and stand in and the marshal would explain what was happening, 
so would talk them through the filming process, where they were, what was happening, who the different people 
were. When that scene had finished and they'd wrapped that particular shot, the marshals would then take the 
visitors that would like to go on a tour through the part of the building that had been dressed, so they could get 
up close to the set. And so, we got a lot of positive feedback from that from our visitors that it was really 
exciting to see. They really, really enjoyed seeing the room interpreted in a slightly different way. They loved 
the information that they were given, and they were just excited to feel - I think the thing with English Heritage 
that makes us so unique and that we love so much, is that our members and our visitors feel a connection with 
the sites, and so they should. It's their heritage. But a lot of the sites have regular locals that use the sites a lot. 
They're members. They come down. They walk their dogs. They bring their families. They have their parties. 
They have their picnics. They feel that that site is part of them, and that is really, really important for us to 
maintain, because that is exactly why we do what we do, so when filming comes in, they need to feel part of that 
too. And it's really important that the film crews work with us and understand the importance of that side of 
things, because what we don't want is for our visitors to feel that they're coming into something that means that 
they feel unwelcome on a site that they're very comfortable with normally, but also that they don't look at it and 
think, "Well, are they going to be damaging it?” because our visitors and our members get very, very protective, 
very much so. I mean, the number of contacts we get through our Customer Services department who are 
members contacting us and saying, "I was horrified. I was down at a local site. This is a free site that's 
unmanned, and somebody was letting their children climb on the walls." So there's still that real connection with 
the infrastructure of the site and the heritage of it, and the protection of it, so filming has to tick all of those 
boxes from our visitors' point of view as well. They need to feel a part of it. They need to feel involved, but they 
also need to feel that it's something that's enhancing it and not threatening it. Does that make sense? It's making 
that balance to make sure that it's visual for all, it's available for all, and it's an enhancement of what we do and 
in no way a detraction - whether that's visitor or heritage maintenance, structure - in any way, and that's quite a 
balance to take, but actually a very, very important part of what we do. 
 
Interviewer: Yeah, that seems like a really, really smart idea, because obviously if you're open about what you're 
doing, then you can't have people being suspicious that you're not doing the right thing, or you're not doing it 
well. It's out in the open. 
 
RM: Right, and we are there to maintain England's heritage, and the heritage is everybody's heritage. It belongs 
to all, and we're just there to facilitate them to enjoy what is actually theirs. Does that make sense? And to 
maintain it and protect it and make sure it's there for generations to come, but also to bring it to life for people, 
so that they understand its importance and how it's relevant to them, because it is relevant to them. And filming 
is an interesting and growing part of that recognition, but it also helps to support out sites and protect our sites, 
because if people feel that involvement and recognize the importance of those locations - even if it's only on the 
big screen, or on the TV, or on a YouTube video advert, or however - they feel more of a connection, and that 
then works in our benefit, because they then feel a responsibility for that site, so if they're walking by, and they 
see a couple of local kids throwing paint pots at it or getting ready to graffiti it, rather than walking past, and 
thinking, "Oh well, it's not my problem," they look at it and think, "Hang on a minute. You're going to damage 
that, and that can't be repaired, and that's where that movie was filmed, and that's ours." And you get that 
ongoing teamwork attitude, which filming - only [if it's] handled correctly - only helps to enhance.  
 
Interviewer: Right, because it brings more interest and an extra layer to a site that people can enjoy and 
appreciate. 
 
RM: Right. Right. But also people who would walk past a site every day of their lives, because they're not into 
history, and it's kind of an old building, and it hasn't even got a roof, why are we interested in that? It's not a part 
of their lives. If you put in a big TV series that they watch regularly on their television, and all of a sudden, 
they're sitting there thinking, "Hang on a minute. That's so-and-so down the road." All of a sudden, they look at 
it differently. It's their community. It's their heritage. It's something they walk past. They feel a sense of 
connection, and suddenly then they have a connection to that location, which they might not have had before, so 
when they're on a Sunday afternoon and their kids are bored, "Do you know what? Let's go down the road and 
see what it's like inside." So in a way it's helping another group of potential visitors to understand the validity 
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and importance of what's just down the road that they walk past everyday and have no real interest in, and that 
then is another generation of people who feel that ownership and that respect and that connection and help 
protect and enhance the heritage of that building. 
 
Interviewer: So sort of along those lines, have you noticed any trends with the way that there's a lot of big 
budget TV going on with Netflix and HBO and other networks that are putting a lot of money into TV versus 
movies? Does it seem like there's more filming happening on your sites? 
 
RM: That's a difficult one to answer. From our point of view, we really as an established filming department 
have only been in existence for twelve months, simply because it's new for us. We've always done filming at 
sites - don't get me wrong, we absolutely have - but it was always under the purview of a different department, 
and because of the increase in the number of requests that we were getting as an organization, we then took the 
view that we needed to have a bespoke filming department, which means that not only are we reacting to 
requests, but we can actively seek out and offer our locations, but we were confident that we could do so while 
those locations were being protected. When you've got a team, you can go to people and say, "I hear that you're 
filming so-and-so. We've got this awesome place called blah. This would really tick your boxes. Do you want to 
film there?" because we're confident that we could put it in there, and still protect the heritage of it. Before, we 
could actively focus on protecting and enhancing a location if we were requested, but we weren't in a position to 
confidently go out and offer them and know that we could still protect them, and I think that's the difference. I 
think in addition to which the tax breaks at the moment for filming in the UK are very favourable, and so we are 
getting a lot of big budget stuff and big TV filmed stuff, and it's nice actually, because a lot of these location 
managers have been saying, "It's so amazing that we can now access the UK and do it," because before the cost 
to them was so prohibitive that they weren't using any of the sites in the UK, not just English Heritage and the 
National Trust, but just all of the sites were just inaccessible because of the tax situation, and because it's 
currently very favorable, it means that they are using sites that they never wouldn't dreamt they could have used 
before but also are recognizing how awesome they are, so to a certain extent if that tax break situation changed, 
I think there would still be an interest in those sites, because they now understand what they are, and how 
important they are, and how beautiful they are, and how unique they are, and there are a lot of places in the UK 
to film that you can't get anywhere else. And so there is some confidence that if the tax break situation changed, 
people would still want to choose those buildings, regardless of the costs, because of their uniqueness. And so 
it's important that they can access those sites safely from a heritage point of view to recognize that. But also as a 
filming team, because we're now focused on filming, we can work on doing things. We do things like, we get 
contacted by local police forces, for example, who want to do their recruitment videos on our sites, and that's a 
really, really important part of our community involvement, and community involvement is very important in 
heritage, because of peoples' sense of ownership, and actually, if you're a local police force, and their 
recruitment video or their safety video is filmed at their local site, it links it not just to the community, itself, but 
also the community to the police and to the site, so you're establishing that cycle where people understand the 
importance of what's in their area. 
 
Interviewer: Have you noticed any other trends in terms of technology changes? You mentioned drones earlier. 
That seems like that would be relatively new. 
 
RM: Yeah, drones are quite a contentious issue. They've been around for awhile, but weren't widely used within 
the film industry. The film industry tended to still use, to get overhead shots, a cherry picker or a helicopter. The 
move now is toward drones, which makes sense: they're lightweight, they're very maneuverable, and obviously 
with the introduction of 3D and 4D films, action needs to be filmed from above, below, and the sides, all at the 
same time in order to make that type of filming viable. Drones, when managed within a filming endeavor as part 
of an ongoing filming composition - We have a process. We don't allow drone filming on a site that's open to 
visitors. We only allow drones that are flown by CAA registered pilots who've completed all of the 
qualifications as required by the Civil Aviation Authority. They have to have risk assessments, flight plans. We 
need to let the local army airbases or local flight controllers know, the police, and so on, so we're very, very 
careful about it. The problem is of course that you can go on Amazon and buy a drone, and then you've got 
somebody who's spend £150 on something they fancied on Amazon that weighs 20kg, has six propellers, and 
when flying around is incredibly dangerous, and we don't allow that, unqualified flights, at all. It's all managed 
very carefully as part of an ongoing filming provision, because there's certain heights that you're allowed to fly 
at. You can't fly below those heights. You can't fly above those heights. You have to be very careful where 
you're takeoff and landing is. You need to be very clear on where your controlled landing is, if there's a 
propeller for example, and obviously what's very important to us is that 20kg of falling drone, dropping onto the 
head of a member of the public is everybody's worst nightmare, so we need to be very careful that that risk is so 
low as to almost be impossible. But also equally important - and I know it sounds awful - but equally important 
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to us, 20kg of drone dropping onto one of our properties could be quite dangerous from the property point of 
view. It could damage unique brickwork or stonework. It could wreck carvings. It could smash original glass. 
So equally drones pose a threat to the heritage and infrastructure of the building, so it needs to be very, very 
carefully almost micromanaged if put into a site, but we need to recognize that in order for filming to go ahead, 
that often is an integral part of it, and actually from a heritage point of view is probably the safer option than 
having a helicopter flying constant runs overhead or having a cherry picker in, which obviously is top heavy, 
weighs a great deal, needs track waylaying, so you have to balance what's the safest for the property. You know, 
if a cherry picker tips onto a property, it's going to do a great deal more damage than the possibility of them 
losing control of a drone. Although neither of them are ideal, you have to take that view. And also from our 
point of view, helicopters they come with inherent issues. A lot of our sites don't have the space for a helicopter 
to land and take off. In addition to which, when we've got helicopters buzzing sites, doing that filming, overhead 
filming, it's very obvious for miles around that something is happening at the site, and that sometimes can have 
a negative connotation, not just on the filming itself but on the site, so you have to balance all of these areas to 
recognize, because it would be easy to say I think a lot of organizations have just said, "No, we don't do drone 
filming. We're not having it" and absolutely I support that. I totally understand why they feel that way. I just feel 
that if we want to maintain the heritage of our properties, we need o have money coming into the properties in 
order to conserve them. That is the harsh reality of what we do, because these buildings are expensive to 
maintain, and they need care to make sure that they last. One of the ways that we can do that is by having 
filming. If we say that we'll have filming but we don't allow filming, drones have become an integral part of a 
filming endeavor now, and therefore, we're limiting what we allow, but also if we embrace that, the technology, 
and we recognize its limitations, and we work with it as it develops to ensure that we robustly manage how 
that's implemented at the site level, then actually, we're positively controlling that aspect rather than either not 
allowing it at all and limiting ourselves and running the risk of people doing it without asking us, because they 
know we'll say know, which is even more dangerous, or recognizing too late that we need to allow this and 
suddenly allowing something that's moved on to such an extent that it's going to take us a while to catch up and 
understand the importance of this technology and how it implicates heritage, we need to almost go with it. But 
also drone filming has implications within heritage anyway in that drone filming in a lot of sites, it's really valid 
to see an overhead view of a site. You can see archaeology that you can't see on the ground, so actually drone 
filming has heritage implications of a positive nature. So it's meeting that balance. It's really important with new 
technology is to face it head on, recognize its importance and how it is valid, be very clear with exactly how we 
allow it to be used and how we don't and to manage it safely within that environment so that we can move with 
signs but recognize the benefits of it to us from the heritage point of view but also recognize its limitation and 
deal with those, and I think you have to do that. Because everything is moving on all the time. The way we 
implement any form of technology - whether that's within a filming provision or actually from a site point of 
view, from interactivity with our visitor experience - we have to embrace that technology and move with it. 
Otherwise, you get left behind, and that can be more dangerous to the site and the heritage than to just run with 
it and to learn it and understand it as you go. 
 
Interviewer: So from your perspective, then, in terms of protecting the fabric of the building, do you think the 
drones are a slight improvement over helicopters and cherry pickers and all of that if it's managed propertly, or 
is it like you said something that you have to deal with and manage as it comes. 
 
RM: No, I think they're a better option. I do. They're lighter, and they're move moveable, and in a worst case 
scenario, they pose a great deal less risk from a heritage point of view to any of our buildings than the other 
options. We need to not relax our vigilance as regards recognizing changes to the technology of drones, 
themselves, the size of the drones, the technical specifications of the drones, and by making sure that we 
maintain those things with the qualified pilots and the CAA to make sure that we understand how they can be 
used safely and to have robust policies internally to make sure that everybody knows how they should be used 
and can recognize when they're being used incorrectly, and it may be that sometimes you can say to people, 
"Look, we're quite happy for you to film on the ground. We just don't feel for what you're doing at the moment 
and what you're saying to us that you need to achieve that you actually need a drone." You know, there's nothing 
wrong with saying, "Look, you're filming an advert of somebody playing a game on the ground. You don't 
really need the drone footage. You'd like it, but do you actually need it?" So do you balance that risk and say, 
"Actually, in this particular occasion, I'm confident, and you've said to us that you can get the footage you need 
without using a drone, in which case, don't use it." 
 
Interviewer: Obviously every site is a bit different, but are there some sites that you feel are more suitable for 
filming than others and generally what would make a site more suitable than another. 
 



The Heritage Film Set: The Protection & Care of Historic Filming Locations 
	

	 231	

RM: It's very difficult to say. I mean, we've got over 400 sites, and each and every one of them is unique in its 
heritage and in its aspects. From our point of view it's a great deal easier to film in properties that we use for, 
say, because we have a historic events programme, and we use a number of sites for that historic events 
programme. Also it's easier to film in those sites; they have a large number of site team. They have a lot of 
structural facilities, so from the point of view of parking up all the winnebagos and the cars and the catering 
trucks, sometimes with a bigger site, that's easier, because when we've got a site that we put a historic event 
into, we already have that infrastructure and facility set up that makes that side of things a great deal easier, so 
sometimes that's valid, but also the staff are very experienced. They're used to big crowds. They're used to films. 
They're used to filming, and sometimes the path of least resistance is to put filming into a site that's bigger and 
more confident, but it's a lot easier. For example we have a lot of free sites that are maybe ruinous sites but we 
maintain them and we don't charge entry, and actually putting filming into those is often difficult Often they are 
part of a residential area, or they're part of an industrial area, and they have very limited car parking, and the 
access is limited, but actually the benefit to that site and also the benefit to the local community, sometimes it's 
worth the extra effort that it takes to put filming into that site. Sometimes our really unique sites are the free 
sites, or what we call one-man sites - which is where it's a site that's so small that it only has one person that 
takes a small donation for people looking around and doesn't have  big robust site team - but there's no reason 
not to use those, and we can pull people in from other regions to support the either no team or the small team to 
deliver that, and often those sites that are totally unique, and it's very important to still recognize that it's valid to 
put filming into those sites, and again if you've got a free site, any money that goes into that site from filming is 
really important to that site, because otherwise it's supported by the admissions from the nearby larger sites, and 
to it's nice sometimes to have a giant pot of money to complete projects that we'd like to do at that site but are 
just not in a position to do. So there's a real validity to using all of our sites regardless of their sites and 
infrastructure. It just makes it harder to do. 
 
Interviewer; So are there any sites you'd say, right off the bat, you'd say, "No, you can't film there?" 
 
RM: No, I don't think there are. I think we do have some sites, particularly the London-based sites that have a 
great deal of original furniture, carpets, wallpapers, furnishings, beddings, and also have a large number of very 
delicate, where the loan items or items that belong within the property, and often they're the bigger ones actually 
of putting filming in there is really difficult. That doesn't mean that we shouldn't do it, but it just means that we 
shouldn't do it if we can, but it just means that we need to work with the film crews to make them understand 
how difficult it is going to be to put the filming in there, because we don't want a film crew on an original 
carpet. That's just not going to happen. What we do with our larger sites is we, as a filming team, go in the 
winter, we'll recce those sites with the curatorial or conservation teams [...] and what we are trying to do at the 
moment and what we've already started doing, in fact, is implementing a traffic light system at these properties, 
so basically we will walk around and every single room will be allocated a colour. So if it's a red room, it just 
means that it's so full of original items that any form of filming or lighting would damage the heritage, and 
therefore, it cannot happen. But then we might have rooms that are yellow. Now, those rooms it means that, if 
carefully managed, and if we feel that the filming team are going to be very respectful of that space and also 
willing to pay to have items removed and safely stored, there is a possibility to use that room. And then there 
will be rooms that are green, which means that filming's fine in there. We can do that with relative ease. So 
that's really important when people contact us and say, "We'd really like to film at blah," we can say, "Okay, go 
and do a recce, and then come back to us and say where you would like to film within that property." They'll 
come back to us and say, "I want to be in this room, this room, the corridor, that room, that room, and that 
room." and we'll say, "Look, you can't film in that room.  I'm really sorry. I know it's beautiful, but it's 
absolutely not going to happen. It's just too much risk to the heritage of that room, but you can film there. You 
can film there, but it will cost you this to remove all of the items that you need. You can film there, but we need 
to give notice to the loan organizers that that's going to happen, and you can film there no problem," and just 
working with them, they're usually quite flexible, and we're quite flexible. I think that's important. 
 
Interviewer: That's something I've heard repeatedly. You have to be very flexible with all of this, because 
nothing is one size fits all. 
 
RM: They have to understand that when we say no, we do absolutely mean no. We're not just saying no, 
because we can't be bothered, but we're saying no because that room is of such significance that we're just not 
willing to risk it. 
 
Interviewer: So that system, is that something that you're putting in place, or have you used it already? 
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RM:  No, we have used it. We've got a number of our sites, probably about [...] already in place, and from our 
point of view, ongoing, we'd like to be in a position where we have a traffic light system breakdown for all of 
our sites and a map that covers, if you've got a building that's ruinous, a traffic light system isn't going to work 
in that, but certainly, we could have an overhead map, sort of Google Earth style map, which clearly marks 
areas that are of conservation significance and therefore extra care has to be taken if filming goes into those 
sites. All of that is very, very valid. And we are building up that database, and that is really important. 
 
Interviewer: Yeah, it seems like it would really make the process a lot easier to get through if you've got it for 
every site already. 
 
RM: Yeah, absolutely, but also we need to recognize that the situation of sites changes. Sometimes sites have 
projects in, and therefore the site then will be out of their rotation for visitors, and sometimes it's closed to 
visitors or part of it has been closed to visitors - but actually sometimes when you've got a project in a property, 
often what happens is all of the loan items and the very delicate items have already been removed and stored as 
part of that project, all of a sudden, that room is available for filming when it's never been in the past and will 
never be again. And so often it's an opportunity for people to use a space that they really like and normally we 
would say, "It's not going to happen," but because it's already been prepared for an ongoing project of whatever 
type - whether that's an interpretation project or a curatorial project or it's just a basic facility whatever project - 
that room suddenly is available, and so sometimes you just have to be flexible when saying to the guys who are 
putting in the film, putting in the work, itself, to say, there's a chance we could have that room before you start 
work on it in two days to do this. And nine times out of ten, they're like, "Okay, we'll just move it down the 
schedule and do somewhere else," so it's having that inherent flexibility between all the teams to maximize the 
potential of a room that would normally not be accessible. 
 
[...] 
 
RM: When it comes to risk assessments, all film crews, everything from the BBC right through to the big 
budgets, they have these tick box risk assessments, which they just do as a standard. Very much from our point 
of view, often because of the nature of our sites, that actually isn’t robust enough or valid, because actually what 
they're doing is they're ticking the box to say that their crew will be safe at this place. Our sites often are 
ruinous, the ground's not even. you're going in and out of things, it's an old building, so what we do is we say to 
them, we would prefer that your risk assessment needs to include any risk that you may pose, obviously to your 
own crew, which is valid for you, but to us, our visitors and our site, and what we cite is that we would prefer 
them to use the format of a 5x5 matrix, and this is a style of risk assessment that you can find on the agency 
website. 
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Anna Rathband 
Filming Manager, National Trust for Scotland 
	
Date: 9 March 2016 
Location: In-person at National Trust for Scotland, Edinburgh, U.K. 
Filming Projects & Locations: Various 
 
 
Interviewer: What's your title and your role? 
 
Anna Rathband: My name is Anna Rathband. I'm the Filming Manager for the National Trust for Scotland. 
 
Interviewer: Wonderful to meet you. 
 
AR: Thanks. It's very nice to meet you too. Thanks for coming in. So, it depends if you've got specific questions 
that you want to work through. 
 
Interviewer: What is your general process when someone comes and says they want to film somewhere on one 
of your properties? 
 
Anna Rathband (AR): I deal with filming and photography enquiries for all of our 120 properties, so that’s like 
St. Kilda or Glencoe, or Georgian House, or Culzean Castle or you know any of them. So, they all come through 
me, so it’s a very varied role, which means that the information that I require for each property depends on what 
they’re asking to do and what property they’re going to and also the time of year. So, this will be less of a 
concern to you, but it if was a landscape property, places like St. Abb’s Head down in the Borders,  they have a 
very significant seabird population that live there, so we can’t allow drone filming or filming that would be 
disruptive to them between spring up until late summer, so there’s things like that. But we can allow drone 
filming later in the season. But then for our built heritage properties, so like Georgian House or Pollok House in 
Glasgow, they close for a period in the winter – well not Pollok, Pollok tends to stay open – but Georgian House 
shuts down for deep cleans, which actually means that although we’re shut people maybe don’t want to film 
because the property is put to bed so everything is wrapped up anyway, so you know it’s a different thing. And 
then if they film during our open season, they have to either pay a high enough location fee that they can shut 
the property down during the time they want to film, which obviously depending on the production they might 
be able to do, or we might let them in earlier in the morning or let them film later in the evening, supervised by 
staff, or we do phased closure where they have access to a room and then, as they move around, we will open 
back to the public. So some places like Gladstone’s Land, which are smaller properties it’s not as easy to do that 
but places like Pollok House, we do that quite a lot.  
 
Interviewer: So there’s different route you can direct people so there’s not one way out? 
 
AR: Yeah, exactly. So because of my central role, I depend a lot on the property managers, the property staff, 
senior assistants, but then also our specialists so whether that’s the conservators and curators, or building 
surveyors, or, we’ve got a lot of bats as well, so it might be speaking toa nature conservation advisor finding out 
what’s going on with the bats and is that an issue? So there’s a lot of different things that feed into it, so it 
depends on the enquiry and how big the enquiry is, I don’t have a, one-size-fits-all response, so we try to treat 
each enquiry as a new thing coming in and make sure that we give it the right response time and deal with it 
appropriately. And sometimes that can be really quickly, you know, sometimes filming wants to happen either 
that afternoon or within two days, and other times it tends to be more like between 6 weeks as a lead in or for 
bigger stuff it tends to be about 3 months or so. But conservation and filming is obviously not something that 
does go hand-in-hand traditionally, you know, so for example a really big film crew with a big kit in a heritage 
property, that’s quite a difficult thing, so we just make sure we talk to each other, and that’s when it’s better if 
crews give us longer to respond, because we can take the time to make sure we’re really happy with everything, 
because obviously we can’t make quick decisions sometimes, some things do need discussion. 
 
Interviewer: I suppose it depends on how intrusive they’re going to be, you know, like if they’re going to bring 
in a lot of people or they want to put in sets or change the way it looks, and you have to plan for all of that, 
right? 
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AR: Yeah, completely. And there’s not a huge amount of productions that can afford to do that. So, to break it 
down, an enquiry will come in and either they’ll come to me directly or they’ll approach the property and then 
the property passes it on to me to deal with. So then I talk to the production. I talk to the property staff. I talk to 
whatever specialists are required. I mean, if it’s a student enquiry or factual TV you can sort it out in an 
afternoon, but if it’s bigger feature films – so like last year, we had four big projects shooting within about three 
weeks of each other in the summer, which is really full on and all really different as well. So we had a feature 
film use Geilston House which is a garden that we care for in Cardross, but the house is derelictas it had really 
bad dry rot about ten years ago, so it looks safe, but there are parts of it that are still dangerous, but a location 
manager had somehow seen it ten years ago or something, like a long time ago, and it had always been sort of in 
the back of his mind that it would be a really great place to use, and then he told another location manager who 
then went to recce it for this feature film and then they decided to use it, so we had them filming on site for a 
week, but to get them in took about four months of discussion because we had to make sure there was no 
asbestos risk and various other factors. For example we had to get new structural supports put underneath some 
of the floors because of the weight of the kit they wanted to use, so there are things that come up that you don’t 
even think this is going to be an issue, well, it’s not that you don’t think it’s going to be an issue but you have to 
be open to everything that could be an issue so it’s just being flexible and trying to be as accommodating as 
possible, and maintaining the integrity of the property is really important as well. And then the enquiry, we’ll 
decide if we can accommodate it, and if it’s a smaller thing and if it’s factual, usually they don’t want to change 
anything or they can’t afford to change anything even if they did want to. But if it’s the bigger stuff, then that’s 
when we start to get our conservators and other specialist staff in and we make sure they’re supervised on site. 
So I usually go along if it’s something big then I’m usually there for the duration of the shoot, like, both prep, 
filming, and strike just to make sure, and we take documentation images of the filming process as well because 
if anything did happen at least we have material to look back on. 
 
Interviewer: So you need to be on site to say, “This is actually what happened. I saw it. It wasn’t like someone 
through the grapevine said this is what happened and it really was…” 
 
AR: Yeah, yeah. And the majority of crews are very good, you know, if there ever is any damage, which 
luckily, you know, touch wood, there’s never been anything considerable, then they’re always very quick to tell 
you that it’s happened. 
 
Interviewer: So usually when you’re on set, if something happens or they have a question, do they go to you 
first and if they have a question about moving things or changing things, or is there somebody between you and 
the…?  
 
AR: Yeah, it depends on the production. So if it’s something like a medium-sized crew, say between 20 and 30 
people, if I’m not there then it’ll be the property, usually it’ll be either events staff or the property manager 
who’ll be managing them, and yeah, they’ll always speak to them first, or if I’m there they’ll talk to me, or 
they’ll talk to the conservator. But it’s good, because you’ve dealt with them for such a long time from the 
initial stages you know what they’re after, as well, and every enquiry it just helps us get to know our properties 
better and what they’re able to achieve, so I think it’s just making sure that if you don’t have that answer you 
can speak to someone. But the way it usually goes, if everything is decided, if it’s something big and there 
would be questions about changing things, then that would have all been decided ahead of the actual shoot and 
then if there’s anything on the shoot date it’s having that flexibility to either think, “Can we allow this? Is this 
something that we can sort? Or can we say no to this?” And its fine to say no and I think it’s actually having the 
confidence to say to somebody “That’s not something that had been previously discussed, or that had been 
discussed and we decided it’s not an option.” So, like, some of our properties have windows and doors that 
don’t open or they’re locked for reasons or like there’s water damage or we’re trying to control pests or 
something, so there’s reasons behind us not being able to facilitate things sometimes so it’s just making it clear 
to the production company so they understand that. But for smaller factual stuff it can be things as well, like 
opening cases to look at items, and then that’s just making sure the conservator’s on site and a trained member 
of staff. So the expertise of the people that work for the Trust is really important. 
 
Interviewer: So especially for the ones that take more planning, do you come up with contracts and agreements 
where you write down specifically, “This is what they wanted to do and this is what we agreed to?” 
 
AR: Yeah, exactly. We’ve got a contract that everybody has to sign. So our public liability insurance is a 
minimum of £2 million, so usually people have between 5 and 10 [million pounds] these days, and if people 
have less than £2 million, we don’t let them on site. Like, they have to up their insurance, which people, they 
do, but usually it’s more like freelance photographers who don’t have a… 
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Interviewer: …A 5 to 10 million-dollar budget. 
 
AR: Yeah, yeah. There’s various things. So if it’s really big… 
 
Interviewer: …like a James Bond? 
 
AR: Yeah. Exactly, so there’s a documentation process between that, so there’ll be information that, you know, 
we’ll have internal meetings. We might have a site meeting, so maybe a tech recce with the production company 
with a recce before that just to assess the location and what they want to do and what we’re happy doing. So it 
really depends on what they want to do and how big they are and then sort of working from there. So if it’s like 
making sure that our insurers are happy, because sometimes productions ask to use candles or fires on site, 
which we don’t allow – well, we don’t allow generally in our day-to-day running – but if it’s a big production, 
and they can prove to us that they’ll have dedicated members of staff on site who is responsible to their special 
effects team, then we’ll speak to our insurance company to see if they’re happy about that and they have to do a 
risk assessment which we send along with our conditions, which are that we will have a member of staff in the 
vicinity and that they will complete a hot work [permit]. So there’s a lot of forms and structure to it, but it takes 
a lot of discussion at the beginning to really work out exactly what parts, like, you kind of have to build it up so 
you think, like, ‘Do you need a hot work permit? Do I need a building surveyor?’ Usually you need a 
conservator, because most of our properties have collection items inside them, and then a lot of our collection 
we own, but some things we don’t, so if it’s loan items and the production company, whether it was a factual 
thing or a bigger thing, if they wanted to film that item, we need to check with the lender that they’re happy for 
it, so they have to apply in writing, so that’s an additional part of the process. Yeah, so there is a structure, but it 
sort of depends on the pathway which that exact project requires as to how that looks. And then we get the 
contracts signed, and then they’re liable. 
 
But, yeah, it’s great. I mean, it’s crazy. It’s just been busier and busier. So we’ve had a filming manager at the 
Trust for four years now. 
 
Interviewer: Was it you the whole time? 
 
AR: No, there was another woman before me, a German lady who’s lovely called Anna Preuss, and she did it 
for a year and a half, and I took over in September 2013. […] 
 
Interview: I don’t know. I mean suppose you learn a lot as you go along as well, because like you said, it’s not 
like, what you were saying, it’s not cookie-cutter. 
 
AR: Yeah, you have to sort of amass the information together. But then, you know, our staff are really 
supportive, and so our enquiries, since we’ve had the filming manager have increased definitely year on year. 
Our income has increased year on year. I don’t know how many [enquiries] I get. I used to think it was about 30 
to 40 enquiries. I think it’s probably about 40 to 50 enquiries a month now. And then about 70 per cent of them 
will convert to actual filming within sort of between a week to three months. Some things take longer lead in 
time, but, yeah, it’s pretty busy. But it’s good. It’s good. 
 
Interviewer: So, you said that you often have conservators that often come to set as well. Are they mostly people 
that are employed here permanently at the NTS, or are they freelancers, because I know the National Trust in 
England has freelancers a lot of the time that are specifically there just for the job. 
 
AR: Yeah, yeah. Well, NT are much busier, I mean they’ve got all of the studios down south so they get the 
bigger projects so they tend to have a lot more filming, and obviously they’ve had large scale period dramas for 
the last 30 years or something. But because we don’t have a studio in Scotland – well because we don’t have a 
studio in Scotland yet – but that’s a factor, so we don’t always get as many big projects, so NT has probably 
over the years had a lot more than Scotland has. But for us, at the National Trust for Scotland, it tends to be the 
project conservator that’s specific to the property so they’re regional, they’re sort of split up by different areas. 
So like for a lot of the filming that I’ve had in Fife recently, the conservator, she covers Edinburgh, Fife, and 
parts of Perthshire, I think, which is a huge job. She’s got a really big remit. But she’s great. Her name is Lauren 
Jackson, and she has been wonderful, so she’ll come on site for that, but because we’re getting busier and 
busier, so it used to be that the Trust would get a major TV series or feature film maybe every three to four 
years, and then last year we had four of them in three months, which was insane. 
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Interviewer: I can only imagine how crazy you guys all were at that time. 
 
AR: Yeah, well exactly. So because the demand was higher, we did actually have to start bringing in 
conservators who were freelance, but they’ll be people who we were familiar with already and who we know 
are familiar with filming and especially not just conservators, because you need that confidence to be able to 
talk to a crew, and… 
 
Interviewer: …and speak their language and say, “I know this is what you’re looking for, but…” 
 
AR: Yes, exactly. Because they’re just people at the end of the day, and obviously they’re trying to get their job 
done as well, but we’re just trying to make sure they do it in as safe a manner as possible. 
 
So, the basics are that any crew, so whatever size of crew they are, even if it’s like a two-person documentary 
thing that are doing something for BBC, they have to have protective feet on the tripods or all of their 
equipment has to be on protective matting if it’s going to be inside, or if it’s outside it can’t go into the ground, 
it has to sit on top of the ground, because at places like Falkland Palace, the actual ground is part of the 
archaeological site, so we can’t have anything that penetrates it, because there could be stuff underneath the soil 
that we’re just not aware of. So there’s things like that that you have to keep in mind. But then it’s things like if 
you were doing filming inside, it would be like UV filters on lights, and then we have to do lux light level 
testing as well, so we test the light levels to make sure, if they’re on, like, say, at Pollok House we had some 
filming there last year in the Cedar Room, which is where we’ve got a couple of original William Blake 
watercolours, which are really delicate, and a lot of really old books in the library as well so I was like running 
around with a light metre checking it every couple of minutes and saying to them, “You’re going to have to 
lower that a little bit. You need to direct that away a little bit.” So it’s just being aware of stuff like that. So like 
we don’t like high heels in any of our properties anyway, so whether you’re going there for a wedding or a 
corporate event or for filming, we don’t allow high heels because they can mark the floors too easily. No food 
and drink outside of certain areas, so at some properties that just means you can’t eat or drink on site at all and 
have to go outside to an agreed area. 
 
Interviewer: So not even water? 
 
AR: Yeah, exactly. Well, we say water, because obviously you want people to be safe as well, and a film set can 
be a hot place, so they are allowed bottled water, but they have to cap it, because water can be damaging, but 
obviously it’s less damaging than red wine or coffee. And then it’s just being vigilant when they’re on site, and 
making sure that…but I mean obviously, if it’s just a documentary crew that’s only there for four hours to do an 
interview with a person, and there’s like four to five of them, then they’re not going to be wanting to coffee. But 
then if it’s a much bigger thing and they’ve been on a shoot for three weeks… 
 
Interviewer: ..and they have to be there really early in the morning and really late at night. 
 
AR: Yeah, exactly. You just have to police that a little bit more, and they understand that. You just have to 
make it clear that they’re working on a heritage property, and they appreciate that. 
 
Interviewer: Which I’m sure in some cases is pretty obvious, others maybe not so much. 
 
AR: Yeah. 
 
Interviewer: I supposed others, like the place you were saying that looks a bit more derelict, they might think, 
“Oh, it’s fine. It’s already messy. I can do whatever I want.” But you have to be like, “No, not really.” 
 
AR: Yeah, we’re very clear. And obviously the bigger projects have location managers, and the smaller projects 
have production managers, so there’s always somebody on site that you can talk to if you’ve got a concern, and 
it’s just making sure that those things are made clear before they go. Yeah, and that they can’t touch items or 
lean on sofas and things like that. It’s things that, you know, like, why wouldn’t you sit on that chair? Why 
wouldn’t you lean on the back of that sofa? It’s just making people aware that that’s something they have to 
keep in mind. 
 
Interviewer: So, what are some of the most common issues you come up against? 
 
AR: We get asked if they can paint our buildings sometimes. 
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Interviewer: Do you ever do that? 
 
AR: Yeah, so like for Outlander, that’s something that has been documented, when they filmed in Culross 
village in November 2013 and then in the summer of 2014, we allowed them to paint the buildings on the 
condition that they were returned – because they’re all white, like Culross is white, like it’s all these beautiful 
white cottages – so it was on the condition that they would be returned. So we had to speak to Fife Council and 
make sure that, because they’re historic buildings you have to apply for a license, but because it was temporary 
colour change, you just need to notify them. So you have to go through the correct procedures, so even though 
they’re our properties, if they’re listed buildings, there’s other people, so like Historic Environment Scotland we 
do a lot of work with or the particular councils or stuff like who are the bodies that look after it…yeah so, but 
it’s a lot of making sure that things are done properly. 
 
Interviewer: Is it sort of like a modified planning process, because it’s reversible but, like you said, they’re 
working with listed buildings? 
 
AR: Yeah, I mean we’d only ever let our contractors do it. We don’t allow their crew, even if they’re 
experienced construction people who just happen to be working on a film set, we wouldn’t allow them to do any 
of the work, just because if there’s any damage, if something goes wrong it’s our people and they know the 
system. So like we had quite a lot of filming at Falkland town hall last year and then again recently when they 
wanted to take down the light fittings on the walls, so we got our contract electrician who we work with 
regularly to come and change the lights for the production. So they took our ones off and then put the film 
company’s ones on, and then took them off at the end of the filming, so there’s things like that that you just 
have to take into account. 
 
But at the same time it can be great. So, you know, you get a new coat of paint on a building that you probably 
weren’t going to paint for three to five years. When Outlander filmed at Preston Mill, they, you know, there was 
lots of work that they did there, and in the past we’ve had lots of other stuff, like water paddles getting replaced 
that would have gotten replaced at some point in the next year or two but we weren’t planning to do at the time, 
but then a production might want to do some work where the wheel’s going to be shown in quite a lot of detail 
and they want all of the paddles to look new because it’s a working mill, and it would go round. So we’re very 
aware that there are benefits to working with crews. Obviously that’s stuff that the only productions of a certain 
size or that have the budget to be able to do that stuff, that’s not your usual indie film, so it’s kind of measuring 
what are they asking to do, are we able to do it, and is it going to be a benefit to us in the long run? So obviously 
there’s the financial income of an actual location fee, and then there’s film tourism, which I think it’s four in ten 
people visit a place after seeing it on screen, that’s Visit Scotland’s latest statistics, which is fantastic and we’ve 
certainly seen that. I think it’s supposed that we got over £10 million free marketing and press from Bond, 
Skyfall, being at Glencoe. Stuff like that is amazing, and it helps us to spread the message of conservation, the 
reasons that we look after the places that we do, and it’s a different way for people to access us and access that 
information. Like I always say I don’t mind if somebody goes to Glencoe because they saw Skyfall, or if they go 
to Culzean because it was in The Wicker Man or Culross because of Outlander, like, I don’t mind if that’s why 
they visit. It doesn’t stop them engaging with the property once they’re on site and I think what’s really 
important is to just be open to what they’re interested in and then be able to show them this is the historic 
significance of the property. And people respond really well to that. So I think it’s important to be open to why 
they’ve travelled somewhere as well. 
 
Interviewer: Like, as long as it’s getting them there… 
 
AR: Yeah, exactly, in terms of film tourism. So obviously if [a production] asks something crazy, then we’re 
not going to say yes. And also we vet projects depending on what they’re actually wanting to do. So like 
somebody asked a while ago, they wanted to do an indie film, where they had this woman strung up with razor 
blades in her in the library at Pollok House which is where people get married, and I was like, “I can’t let you do 
that. I’m really sorry.” So there are some things where we do work out if a project is appropriate for a national 
conservation organization to actually work with, but the majority of the time, thankfully, they tend to be nice, 
interesting projects. I mean, we’re not like prudes or anything, but you do have to be aware. 
 
Interviewer: Especially the context of the space, like you’re saying if that’s a place where people are getting 
married or it’s a church, you have to be like, “Well, maybe a different property, but maybe not that one.” 
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AR: Yeah, exactly…I mean, some of the properties we care for the families who used to live at them are still 
alive and for various reasons they’re not in their ownership anymore but it still feels like their family home, so 
you have to be sensitive to the family’s feelings because the history that we’re looking after now is their history, 
so yeah, I think sometimes you take things with a pinch of salt. 
 
… 
 
Interviewer: If a big action movie is filming in a townscape versus an enclosed building and it’s got stunts and 
cars and explosions or whatever, are there different ways you go about that that in terms of protecting the urban 
spaces versus an enclosed space? 
 
AR: Yeah, sure. Well usually if it’s an urban space – so say somewhere like Culross, yeah, Culross is probably 
the best example or maybe Balmacara Village which is on the west coast near Skye – so, like for Culross, we 
care for a lot of the buildings in the village but we don’t care for all of them, and then some of them have been 
through our Little Houses Project scheme, so we’ve bought them, restored them, sold them on, but it’s to keep 
the whole status of the village looking good as a conservation site, but the roads aren’t ours, so for something 
like that a production will do a road closure, so they’ll work with the local council and police to close the road, 
and then if there were any stunts with vehicles or anything like that, that would require consideration. Like 
productions shouldn’t be doing stuff like that unless they’ve got the qualified staff, and if a production came to 
us that didn’t have the qualified staff that would make us comfortable that we knew that they knew what they 
were doing, then we probably wouldn’t allow them to film. 
 
Interviewer: What would make them qualified? What are you looking at when you’re saying this person has the 
qualifications to do it or not? 
 
AR: Well, they’d need a health and safety supervisor. They would need a stunt operator. They’d probably need 
a special effects department, you know things that your average 20-person crew, indie crew, isn’t going to have, 
so in some ways it’s about expectations. Like, we get a lot of enquiries from students who, it’s not their fault 
they’re not being educated properly in how to approach historic locations and what they can expect and that’s 
actually something I want to do a bit more of is engaging with students, so I don’t know if I’ll maybe start going 
to universities at the beginning of term. Because the enquiries we get, you know, we get people wanting to use a 
property for five days and not pay a location fee, and they don’t think about the fact that it’s open to the public. 
They don’t think about the fact that it’ll mean staff overtime. They don’t consider any of that, and it means we 
have to say no to them, but if they’d come to us with maybe some kind of, if they maybe thought, “We could 
film one really good scene.” And you know, we don’t really let people film inside for no fee, because it’s too 
time consuming for such a little gain, but outside it’s a bit easier. So things like that it’s about giving them a bit 
of guidance so that they can still work with us and learn about working on heritage properties but it’s in a way 
that we can actually facilitate rather than just saying, “No, that’s not happening.” But yeah, so if people are 
wanting to do really large scale stuff then they’ll have proper teams and they won’t do it otherwise, because they 
just don’t have the resources and the expertise to do stuff like that. So they’ll have art department, and it’s 
amazing when you work with productions to see when they do ask to make changes, and once we’ve worked out 
we’re able to accommodate it, the things that they do can be absolutely incredible. And it’s always a pleasure to 
see somebody’s creative focus and how that can be realized at a location, like Culzean Castle, can become 
somewhere else that’s not real but is this incredible location. So people’s creative vision I find really interesting, 
and that’s why every enquiry is fun because you never know, if it is, like, drama, you never know what they 
might use it for. And factual stuff’s always great as well because their interest is in the property’s real history 
and importance, so that’s really nice. 
 
Interviewer: Yeah, it’s probably exciting to see their vision of it, because you’re like, “I only know this one 
thing,” but you don’t even think about all the possibilities of ways it can be used and imagined. 
 
AR: Yeah, but like a standard large film crew and that’s not even, like, big will be about 120 people, and they’re 
all broken down into different departments. So they’ll have a locations team. They’ll have a camera team. 
They’ll have a sound team. They’ll have a production team, like everything, special effects and stuff like that, 
and it’s really important to know who’s the right person to speak to about certain things, so sometimes it can be 
the location manager, because obviously that’s a lot of people to be familiar with, but usually it’s the location 
manager who will speak to them and he’ll go talk to the person that needs to be addressed. But yeah, so say at  
World War Z in Glasgow, they had road closures in place for two weeks. They had it for the prep dates. They 
had it for the actual filming, and then they had it for the strike dates. It’s huge, so huge, and they’ll have had 
their own security team, and the council worked really closely with them and the police. And then you have to 
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alert emergency services just so that they know there’s a large activity going on, which I assume is true of any 
large event like T in the Park. 
 
Interview: So they know, you can’t go this street today. You have to go around… 
 
AR: Yeah, exactly. So, that’s why it’s interesting, because you never know what each project might require or 
what they’ll use it for. 
 
Interview: And you were talking earlier, your example was the mill wheel and how [Outlander] where changing 
it, and you were talking about how it’s a benefit for you does the production company pay for it with their 
location fee, is that what you were saying? 
 
AR: Yeah, so we’ll receive the location fee, and then in addition they will pay for that work to be completed. So 
we wouldn’t do it if it was going to cost us any money, like we don’t need to replace those mill wheels for a 
couple of years, but if they want to pay for that. That’s why I mean it tends to be stuff that has a bigger budget, 
so you know we have standard rates, but we do try and be flexible to different budgets. If it’s a smaller 
production but they’re still using the house for the same amount of time – and I did production for a long time 
so I know what it’s like to be on the other side of the camera as well and how budgets are tough and you have to 
work that out – so we try to be as flexible as possible, but also making sure that our costs are being met for the 
time and the effort that we’re putting in. Like, if a company needs to close the property, you would have to tell 
them how much that would cost and take into account if there’s a restaurant or a shop, are they losing income on 
that day by being closed so you add that into it as well, so it’s not just your visitor tickets that you’re losing it’s 
the additional income attached to that.  
 
Interviewer: It sort of piles up... 
 
AR: And obviously, sometimes it tends to be that the size of the project and the budget that they have are equal 
to what they want to achieve, but then obviously like you could have student productions or even smaller indie 
things where they want to do something where they don’t have the budget even to facilitate just our basic costs 
of that. But yeah, and then going back to the conservation thing, I do a lot of work internally. So I meet with the 
conservators. I give presentations to the different departments I have to work with. Sometimes it’s just so they 
get to see what the rest of their team have been doing and how the properties are being used and it’s a nice thing 
for them to do. And I’ve learned a lot, so things about, like, silks and the backs of curtains being damaged by 
sunlight, and how fragile paper can be, and we’ve got a lot of really significant painted ceilings, so if there’s 
somebody filming in a room with a boom, and all of a sudden they’ve got to be wary that they could touch this 
painted ceiling. And the humidity levels change, so what were the humidity levels before? Is it going to be 
drier? Is it going to be more humid if there’s going to be a crew inside and is that going to affect the wood and 
stuff? So there’s all this stuff we have to be really careful of, so my knowledge is always increasing, because we 
have all of these incredible specialists that work with us, and it’s something I really value all of them for. 
 
Interviewer: So that’s the sort of thing that comes out when you have meetings with them as a team? You would 
do that internally and say, “This is what they want to do,” and they have a brainstorming session? 
 
AR: Yeah, so usually for a project I’ll only deal with whichever specialists are actually applicable to that 
property, but sometimes, maybe once a year or once every six months, I’ll go in and meet with them as a team 
as a wee refresher, because their team might have changed or we might have experiences to share. And then I 
also do - I’ve got like eight this year, it’s crazy - I go and give presentations to members groups and other 
interested people, so I go and speak to them about how we work with filming on site, because as you said, it’s 
not something that usually people think, “Oh, yeah, historically that would be great.” Or, maybe they think it 
would be great for filming, but how does that actually work in practice? And you know, the answer is that as 
long as you give it enough consideration and time and that you work with the crew closely, then you’re able to 
achieve most things. And we always try and offer alternatives, so like if somebody wanted to put a fire in a 
property that we can’t allow we would maybe talk about other ways they could achieve that, so whether that’s 
filming in a different room or filming at a different property that we care for, or if, because there’s some 
methods of, like Atmos haze, which is the sort of the glycerine stuff that they pipe in that looks like smoke, but 
it’s just glycerine water, but you’ve really got to make sure that it’s a brand that research has been conducted 
that the amount of glycerine in the water and the particles in the air are small enough that they’ll disperse 
without actually damaging anything, and that they can only be used for five minutes at a time or something like 
that, so we actually know a lot about the kit that they’re using, like we were saying the UV filters over their 
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lights. So that’s why it’s important for me to keep being on set for stuff rather than just being in the office and 
actually seeing what they’re bringing along, like how big is their dolly? How high is their boom going?  
 
Interviewer: Or their jib… 
 
AR: Yeah, exactly. Their cherry-pickers. Stuff like that happens, you know?? I bet you’ve heard loads of horror 
stories. 
 
Interviewers: No, I haven’t heard any horror stories yet. 
 
AR: But obviously, film crews or any large production or event, they’ve got health and safety issues that are 
paramount, and you’ve got to make sure you’re working carefully. So like we have a National Health and Safety 
manager and for the bigger projects especially, like last year when things were really starting to get busy, you 
know, and we were having a lot of discussions about propping floors and is there asbestos or legionnaires 
disease and heights and stuff like that, we had a lot of discussions, and that was very useful. He’s good at you 
know, we’ve got to make sure fire safety routes have the risk assessment that the companies provided. Is it safe? 
Have they thought of everything? Have they thought about that there’s no lifts or disabled access to some of the 
properties? 
 
Interviewer: You alluded a little bit earlier to working with HES. How does that work? 
 
AR: Obviously, we do knowledge sharing with them, so like big productions like say Outlander, we’ll probably 
work with them, and they’ll work with us, so we’ve got a good working relationship with them. A lot of my 
colleagues will sit on national boards that Historic Environment Scotland sit on as well so obviously we share 
information and we all work in the same industry. And they look at us, because they’ve the listed building 
registry, so say, at Falkland Palace, although the Palace itself is in our care, because the parts of it like the cellar 
are a listed building when we had filming there a while ago, there’s a door there that was put on in the 80s or 
90s or something, but the hinges had rusted, and we wanted to take it off, but it was proving difficult to take off, 
so the door surround was fine but it was touching the archaeological walls of the cellar, so we had to speak to 
the person who cares for the listed building register to say, “This is what we want to do. Is that okay, or do we 
need to apply for consent?” I suppose it’s the same as NT in some ways in that it’s just having an open 
discussion and sharing that information if either of us needs it, but actually we’re all quite separate 
organizations, because Historic Environment Scotland, they tend to have the properties that are empty, like ruins 
with no roofs. And we have roofs and collections, which is the way I usually think about it. Obviously, they’ve 
got Edinburgh Castle and Stirling Castle and Linlithgow Palace that have got stuff inside them, and equally 
some of the properties that we own, they manage, so like Urquhart Castle is owned by the National Trust for 
Scotland, but Historic Environment Scotland manage it. So, if anybody wanted to go and film there, it would be 
Historic Environment Scotland that would deal with it, but I think there would be things, like, our structural 
engineers and our building surveyors probably deal with Historic Environment Scotland if there was anything 
they needed. It can be quite complicated. - 
 
Interviewer: That reminds me, on this list, you have the map of sites that are filming locations, but obviously not 
all of them are. Is that just places that you have had filming before, but you’d be open to having filming at the 
others?  
 
AR: So yes, this is just our map that we have on all of our brochures so it looks at all of our properties, so we 
just put them in orange for the ones that have been listed in the book [NTS ‘Set-jetting in Scotland’ guide, 
published in collaboration with The List in summer 2015], so they’re the ones that have actually had filming, so 
like Malleny Garden has hardly had any filming. 
 
Interviewer: But you’re not saying that you wouldn’t have filming there; it’s just that it hasn’t happened? 
 
AR: Oh, that’s interesting that you saw it that way. No, it purely corresponds to those that have been listed in 
the book, and those are just our properties that haven’t been featured. So, we’ve got ones that are continually 
used, so like Glencoe, I’ll probably have an advert there or some kind of filming like two or three times a 
month. Culross always gets used, because it’s got such a great period feel to it, and it’s unique in the fact that 
it’s a 17th century village that’s pretty much intact.  
 
Interviewer: And it probably helps that it’s been used so many times, right, like you’re familiar with the way the 
process goes, and the council is familiar with it… 
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AR: Yeah, exactly. Same with Falkland. I know you were talkng earlier about how do we work with big stuff so 
the community for that stuff is really important, so if it’s like Culzean Castle, that we own, well obviously 
Aryshire Council [work with us on] the country park, but if it’s largely a property where it’s completely ours, so 
like, if somebody was filming just in there, we don’t really need to tell anyone else, because that’s just ours. 
There’s not really a community that we need to get on board. But if somebody’s filming at Falkland or Culross 
or Balmacarra or like Fair Isle or Canna or Iona, they’re living places. They’ve got communities, and so you’ve 
got to make sure they’re happy with it. So we would work in tandem with the production company, so it might 
be a case of if they want to know who do they speak to, we’ll give them help with that and make sure they’ve 
got a good relationship with the community. And that can change into different things as well, so there’s maybe 
other organizations that are affected by their filming, so even if they’re not filming on their property, they might 
have to close down, because their shop front is on the street that’s getting closed, so they’re not get any 
customers for a couple of days so they have to get reimbursed for that. But again, that’s something that you need 
the right size of production budget to actually be able to achieve that. 
 
Interviewer: Are there any productions or things that you think would be good case studies that you’d be open to 
sharing information about? 
 
AR: I’ve got presentations as well that you could probably look at…We had something at Falkland town hall 
recently, and they wanted to put graffiti on the outside, or they wanted it look like somebody had graffitied the 
outside of the building, but obviously we couldn’t let them actually spray paint it, and they knew that…so what 
they made were these beautiful fiberglass MDF wood coverings, and then their art department painted them to 
make them look exactly like the stone that they were covering, so much so that the property manager, she was 
like, “When are they putting the fiberglass on?” And I was like, “It’s on. That’s it.” Which is amazing, and then 
they painted over the top, so stuff like that is incredible. I think that’s why it’s really interesting to work with 
crews who are used to doing stuff at period properties, because they know the parameters already, and it’s really 
great to work with them on how to overcome obstacles like that, because okay, obviously, nobody would let 
anybody, whatever the building was, paint right onto it, but it’s quite interesting that there’s a bit of scope for 
things like that. 
 
Interviewer: They’re used to thinking creatively or outside the box to say this is what I want to achieve, but I 
have to go a bit of a different way around to do it…It’s sort of conservation issues but from a totally different 
mind-set, because it’s, like, hyper-reversible. Most things, it’s like, “Well, we want it to be reversible, but 
maybe many years down the road if somebody wants to change their approach,” but this is like, “I want to take 
it down tomorrow.” 
 
AR: Yeah, exactly. I mean, that’s the other thing. So when Culross got painted, we had to make sure that that’s 
documented, because at some point people might remove those layers of paint and be like, “Why were these 
buildings painted white and then brown and then white again. What happened there?” and you’d be able to look 
back at the documentation and able to say, “Oh, we had filming for six months.” 
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Janet Rouse 
Archivist, Bampton Community Archive 
 
Date: 26 June 2016  
Format: In-person, during a tour of Bampton, Oxfordshire  
Productions: Downton Abbey, Seasons 1-6 
 
 
Janet Rouse: Maggie, here, bless her, she opened her house to the principles so that the principles could sit in 
her sitting room and bathroom, use the toilet, make a cup of coffee. 
 
Interviewer: So you said this is the Crawley's house? 
 
JR: That's the Crawley house, yes. Everywhere had the same - I'm sure those gates were black, because she said, 
"Oh, just paint and leave them, and when you finish all of the series, they'll go back again." All those doors were 
green. I can see Pippa's changed hers in the last couple of weeks. The yellow one didn't get painted. They put an 
artificial one in front of it. 
 
Interviewer: Oh, really? So, they wanted all the doors to be a uniform colour? 
 
JR: They wanted them all the same. 
 
Interviewer: And she didn't want them to change it, because she just wanted it to remain yellow? 
 
JR: Yes, they wanted to keep their door yellow, and instead of keep repainting it, they just said, "Fair enough, 
we'll just put an artificial one in front of it." 
 
Interviewer: What was it made out of? Was it also wood? 
 
JR: Timber, yeah. This was the church where there were weddings, and nearly-weddings, and christenings and 
funerals, and they used the inside and the outside. When they filmed the wedding where he said, "no" at the 
altar, it was absolutely filled with flowers. I mean, thousands upon thousands. It was just stunning, and we had 
to shift the whole lot into the Lady Chapel, because it was Women's World Day of Prayer on that Friday, and 
the whole lot went in the Lady Chapel, and you couldn't walk in there. They'd started putting them at one end 
and just packing it. At the burial - the site is sort of in the middle over there - but it was all artificial, so people 
come and say, "Where's the gravestone?" And we say, "It's a story. It was polystyrene." If we were having 
[events, weddings, funerals], they were completely respectful, they just wouldn't film that day. [...] Do you want 
to go inside?  
 
[Walk into church] 
 
JR: We have an old church. Where you see that herringbone brickwork, that's Saxon, so that's probably about 
9th century, and the original church would have finished at that wall there, and that stuck out. That's the 
staircase, and the staircase there went up to the room which is directly above the chancel. There were no bells 
until 1629. Several of them were cast then, and then at different stages. They went out that way, and you can see 
that archway filled in, and there's another chapel through there and then a bit later they came out and put the 
side aisles on. You can see clerestory windows, just like the second story. Well, they were on this wall and that 
wall, but by 1860, the whole building was in such a state, it was a case of you pull it down or you repair it, 
because it isn't safe, and as part of the repairs, they actually lowered these two outer walls, altered the roof line, 
and of course removed the clerestory windows. 
 
Interviewer: Is that because the upper stories were in such bad state, they thought they would just bring it down 
to where it was stable? 
 
JR: They were in a terrible shape, and it was cheaper. [...] So, you're talking at the very heart, probably 9th 
century, and there would have been a semi-circular apse beyond the east window over there, but that's gone a 
long, long time ago. [...] There are various interesting bits and pieces. I don't know if you've heard about the 
Crusades. They tried to, basically, get the Muslims out of the Holy Land. Before the soldiers went off to war, 
they made a sign of the cross, with their sword or daggers on the pillars and if they came back, they dug the 
corners, and you'll find them on several of the pillars, mainly on this side. [...] This is the original charter, the 
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original deed by William the Conqueror in 1069, which confirmed the gift of - well 7 hides, [a hide is an area of 
land considered sufficient to sustain a family and is approximately 120,00 square metres or 30 acres] - hide of 
land in Bampton by Leofric. Now Leofric was the vicar here, but he also taught the king before he became king. 
He was given Bampton as a thank you, and then Leofric was made Bishop of Exeter, and that was a new 
bishopric, and he gave them his present at Bampton, so we became under Exeter, which is way down in the 
West Country. We're under Oxford now, but that's a copy of the original charter.  
 
Interviewer: And do you have that in your archives? 
 
JR: Yes. These, really, are four huge pillars going up, and you can see the pointed arch, built on in front of the 
rounded arch. Those are, well, in 1270, the spire was built, and these four huge supports were built in to take the 
weight of the spire in 1270, but you can see the herringbone brickwork there and the rounded arch, which is 
Saxon, and then you've got the Norman arches. So these are really superimposed on the structure that was 
already there. 
 
[...] 
 
Interviewer: So did they use all of this for the filming, or was it just a portion? 
 
JR: They used the whole lot. They obviously had cameras up on a pedestal, because you got views all the way 
down [from the east to the west] and all the people and the bridegroom coming in. If you look up there, you can 
see all that lovely herringbone brickwork, which I think is beautiful. [...]  We, the locals, got our way and had 
the Roman Catholics share the church, so they have their service at 9 o'clock; they come out a quarter to 10:00. 
The bell-ringers come in at quarter to 10:00. The choir comes in to have a bit of rehearsal at quarter to 10:00, so 
40 years we've been sharing it, and the sung Evensong tonight is a combined service for the Anglicans and 
Roman Catholics to celebrate 40 years.  
 
[...]  
 
Interviewer: During the filming, when they were set up in here, how did you do it, so that they weren't damaging 
all of your Saxon walls and everything? 
 
JR: They just didn't. They were incredibly careful.  
 
[...]  
 
Interviewer: So if they had lights and cameras and things in here, did they have them all weighted down just 
with sandbags or something, because I assume you didn't want them connected to walls or anything. 
 
JR: Yes, I mean, they didn't do anything. I mean, even we cannot fasten a hook into a wall without getting 
permission, so anything where you are touching the structure, you'd have to get permission. 
 
Interviewer: Did they have any sort of floor covering? 
 
JR: No. They used it as it is. 
 
Interviewer: So they didn't really have to do anything specially. They just brought all of their equipment in? 
 
JR: That's right.  
 
[...] 
 
Interviewer: Aside from the flowers, did they do any set dressing, like, they repaired the doors out there? Did 
they cover things? 
 
JR: No. No.  
 
Interviewer: They just completely left it. 
 
JR: Well, they've left it, because... 
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Interviewer: I mean, I guess it's supposed to be set in 1920-something, right? 
 
JR: Well, yes. It's 1920s. Nothing has changed. I don't know when the heating grills went in, because it was 
solid fuel, and then it went to oil, and now it's gas, but that doesn't hurt. You're looking at people when you're 
watching the programme. Well, one or two sad people try and see television areas and say, "Oh, they weren't 
any in 1920," and I think, "Oh you sad soul." Just enjoy the story.  
 
[...]  
 
Interviewer: Do you recall how many times they filmed in here? I know from watching the series that a lot of 
things happened here. 
 
JR: I don't think they came inside the church every time they came, but whenever they did they always gave 
some money to the church. 
 
Interviewer: Oh, did they? So that was part of the deal? 
 
JR: Oh, yes.  
 
[...]  
 
Interviewers: So what were the negotiations like when they came and said, "We want to use your church?" 
 
JR: It was very amicable. Our vicar, he's of the opinion that the church belongs to the people, so he wouldn't 
say, "no." They would've been told, "You cannot screw things into the walls and this sort of thing, but certainly 
you can come in and film it." He's not precious about it. It's not going to do any harm, and in fact, if people 
come in as they do, our takings have gone up, so why not? They gave something to the church. 
 
Interviewer: Was that something that the vicar or somebody said, "You can do it if you give us some money?" 
or was that a suggestion from the film company? 
 
JR: Oh, no. The film people.  
 
[...] 
 
Interviewer: So were there any drawbacks at all that you can think of to having had the filming here? 
 
JR: Not as far as the church was concerned. The memorial to the one that was killed in the car crash, that was 
supposedly just out there, and it looked fantastic, and then two men pick it up and walk off with it. It's all 
polystyrene. It's really quite amazing what they do, and they knew we had a service every Wednesday at 
10:30am, so they would just stop filming. It doesn't stop us going in there, but you know, we didn't have to wait 
for them and dive in between takes or anything. The cast were brilliant. They were really nice. They, the 
company, Carnival Films had guards, because you've got an entrance there and there and there and here, and 
when they were filming, they would just stop people coming in or they'd just turn around and they would go 
[puts finger to mouth]. So they would let you stand where those cars are over there, so you could watch. You 
were not allowed to take photographs of the film being made, but you could watch, and they were brilliant. 
 
Interviewer: [Pointing to house referred to as "Maggie's house" earlier] So they filmed inside this house as well, 
not just the exterior? 
 
JR: They only used the exterior. 
 
Interviewer: The inside shots, then, where those all shot in a studio? 
 
JR: Yes. Yes. 
 
Interviewer: Well, that would give them a lot more freedom of movement and space and all that. 
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JR: You would see them sometimes going in through Maggie's door, that beautiful bay window there, and they 
would literally go in and that would be the end of the shot, and then when you'd see them supposedly walking 
in, that was in the studio, so they weren't filming in her house, just outside. 
 
Interviewer: The magic of show business. 
 
JR: Yes. The third door along is where Mr. Moseley's father lived. 
 
Interviewer: The yellow one? 
 
JR: Well, Mr. Moseley was this sort of poor downtrodden soul who became a teacher at the end.  
 
Interviewer: Yeah, he had a good end of it. So the yellow door? 
 
JR: Yes.  
 
Interviewer: So, the one that was a replacement? 
 
JR: They just put an artificial one in front of it.  
 
Interviewer: I assume that was a similar situation where they never filmed inside that house, right? They just 
filmed the exterior? 
 
JR: That's right. But Mr. Moseley's father was standing in the doorway.  
 
[...] 
 
[Entering Bampton Library courtyard, and pointing to piece of set dressing in the corner] This is something that 
they left behind. And if you look round the back of it, it was created to cover something that was more modern 
than 1920. 
 
Interviewer: So it's just what, foam? No, it's wood, with something on the outside of it. 
 
JR: It really isn't heavy. I mean, I can push the thing. So that's wood, and then it's got a covering on it, and they 
painted it. It's got sand in with the paint. 
 
Interviewer: Yeah, so it looks like they've got some rope or fiber that helps give the plaster something to grab 
onto and then sand maybe and paint? 
 
JR: Yes, that's right. This was our grammar school, and money was left by the Vesey family almost 400 years 
ago, which always surprises the Americans, because they say "It's older than America," 
 
Interviewer: Well, we can say that about pretty much everything in England. So this building is 400 years old? 
 
JR: Yes. They left money to have a school built but importantly a free school for boys, a grammar school. That 
is our library now. [...] If we have enough one pound coins to go all the way around that Downton Mile, it's just 
over £70,000, and of course, we're trying to get £250,000 in total to completely repair this building. There was a 
staircase somewhere about here that went up, but the floor is so rotten, you really stood a much better chance of 
coming back through the ceiling than down the stairs, so the stairs were taken out about the end of the 1960s. 
What we want to do is firstly repair the roof, because if you put a ladder up to the hatch up there and look up, 
you can see daylight through various bits of the roof, so you can imagine what state it's in. 
 
Interviewer: You must get tons of water in there. 
 
JR: Amazingly, no.  
 
Interviewer: Do you have any temporary covering you put over it? 
 
JR: No. It's just... 
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Interviewer: However the wind blows, it doesn't get wet. 
 
JR: Yes. It's just amazing. 
 
[...] 
 
JR: If we get enough one-pound coins for that Downton Mile, so placed edge to edge, it comes out at about 
£71,000. [...] This is the Downton memorabilia. There are three books. Book one is series one and two, that's 
series three and four, and five and six. If you have a peek out of that window, you'll see a bright red dog bin. 
 
Interviewer: Oh, this is the photo you sent me, right? 
 
JR: So then these are all coverings for different pipes and things, and then you can see they've been put in place 
and the letter box has been picked up and slotted over the top [of the dog bin].  They had to seal the artificial 
letterbox, because people were putting their letters in there. 
 
Interviewer: “My auntie didn't get my card.” Well, because you didn't put it in a real mailbox. 
 
JR: We had to take them out with the postal man. But the crew were really good, really kind. They had a full-
sized fair on the church green in the very first episode. [Looking through the Downton Abbey picture books on 
the merchandise table] See that's when they take the sign down, where we've just come in, Downton Cottage 
Hospital. I thought they took it down, because actually ours you can actually see the outline. 
 
Interviewer: Now, when they did that, did they just use the holes that were there from the existing sign? 
 
JR: Yes…[Here’s a photo of them] Making the Dog and Duck [pub] two houses down, so they created that as 
the Dog and Duck. 
 
Interviewer: Ah, see, that's what I was saying. They didn't fasten it. They just weighed it down with some kind 
of sandbag. 
 
JR: Yes, that's right. That's the building we're in now. That window is this one. And this is the one that they 
made into the post office. You can see it here, and they had the First World War poster, "We Need You," so 
they were all there, and then you had the crew dotted around. And then people had to move their cars, and there 
was a thank you. I think the people on this side got a bottle of wine. Some of the others who were a little more 
put out for various reasons got £100. And Maggie, you know, Mrs. Crawley's house, she got [more], because 
she let them use it just as they wanted. 
 
Interviewer: As you said, like a sitting room or something to relax for a bit. 
 
JR: We made the decision that we wouldn't have tat [in the merchandise store]. One thing we did get asked for 
is magnets, and we have actually. [...] No, we decided we'd have nice things. That's the cheapest thing. 
 
Interviewer: The postcards. 
 
JR: Yes, the postcards. We have jigsaws. 
 
Interviewer: So did you have all these things specially made? 
 
JR: Yes, we did. 
 
Interviewer: And have you made a decent amount of money off of these things. 
 
JR: Well, we have over £120,000 now, but that includes grants. You have to get a certain amount, and then you 
can apply for grants to add to it, so matched funding, but no, we deliberately went for the nice things. The 
totebags. Place settings. Six place settings, six mats [are] £72, and yet they sell just like that. [...] They are very 
nice, and they are good quality. These are the drawings that Pippa's done all to do with Downton.  
 
Interviewer: So these were done by people in the village? 
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JR: Yes, yes. Pippa did those. They're the same pictures that are on here and on the mugs. 
 
Interviewer: This is the one with the yellow door? 
 
JR: No, no. Funnily enough, it's the chairman's wife, but she'd done those before he was chairman. 
 
Interviewer: And all of the money from this is going toward the £250,000 you're trying to raise? 
 
JR: It's all going to repairing this building. Usually when something stops filming, you've got another 10 years 
of people coming, because they're showing again and in some parts of the world for the first time. And we're 
getting a huge number of Chinese now. This afternoon, I don't know if you realized there was a lady in a 
wedding dress just when you came? They're Taiwanese, and she'd come with a wedding dress and an artificial 
bottom to cover the boots that she was wearing and taking her photograph with the church behind as if she got 
married. [Continuing the tour around the shop] Those two tea towels, they just sell as fast as we can get them 
done. We ordered 400, and two weeks later we were ordering 400 more. They really sell incredibly well, and we 
are lucky that we have quite a lot of people in the village – well, like Suzy, who painted these, she doesn't want 
anything for it, she's done it for the village.  
 
[...] 
 
Interviewer: So you have a lot of artists in this village? 
 
JR: We do. Jo is also an artist, and she has a very distinctive style, and she's written the Miss Daisy books. And 
Vera is 93, and she wrote quite a lot of poems, most of them after her husband died, she couldn't sleep at night, 
and she got up and found that she was creating verse in her head, and she wrote quite a few of them, so she has 
paid to have those printed, but the ones we sell here, the money goes for this building. The ones we sell in the 
church go to the church. 
 
[...] 
 
Interviewer: So the town in general, was everybody pretty welcoming about having all the filming here? How 
did they feel about having 6 years of this going on? 
 
JR: With the exception of one or two people who would moan at their own shadow following them. [...] The one 
thing we try very hard to stop is when the coaches come in the summer, and it's hot, they park on the far side of 
the church, and they leave the engine running. Well, if you happen to live in one of the three houses there, you 
think, "Excuse me, turn your engine off. A. It's noisy. B. It smells." 
 
[...] 
 
JR: Where they had their vans, all their makeup stuff, was the other side of the village in the recreation ground. 
 
Interviewer: Was that just because it was the biggest open space where they could put all of that? 
 
JR: Yes, it's the only place where you can really park in Bampton. 
 
Interviewer: Is it grass or is it concrete? 
 
JR: It was hard-standing, you know, stones. 
 
Interviewer: So you didn't have to worry about them ruining the grass or anything? 
 
JR: No, no, they weren't. They got in touch with the Parish Council and asked a few questions, and they gave 
the Parish Council some money as a thank you for letting them come here. They, the Parish Council, gave the 
whole lot to the library to pay for staff, because we fought very hard to keep our library open and have 
professional people, so what money they got went straight to paying salaries there. The playing fields and 
pavilion and that area is run by a body of people - What do they call themselves, the Playing Field Committee? - 
who just happen to be the same as the Parish Council, so when you have a Parish Council meeting and when 
that meeting was finished, without getting out of the chairs, you'd have this Playing Field meeting. And they 
gave the Playing Field Committee some money, and that covered really the use of them having the hot water in 
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the toilets and the facilities down at the pavilion there, so that more than paid for what they used there. They 
gave a little to the parish which was given to help pay the salary to keep a professional librarian. They've given 
some money to the church. I've never asked how much. It sort of seems indelicate.  
 
[...]  
 
Interviewer: So they went through the Parish Council then for most of the planning and coordinating? 
 
JR: Well, they would go to the Parish Council, and they would go to the vicar, because they wanted to use the 
church and the area around here.  
 
[...]  
 
Interviewer: So then once they would talk to the vicar or whoever about something they wanted to do, I suppose 
they would have to talk to somebody else about things like moving the cars out of the streets. 
 
JR: Well, they would have put notes through the doors just saying could they kindly not park beyond a certain 
point. Sometimes they would have cameras mounted up on something. When they came for one of the 
weddings, they filmed people coming down this road and on up to the church, and we had an exhibition, and 
they asked us, "Can you take the things down off the wall, because they wouldn't have been sold in 1920," or 
whatever it was. So everything was down at the table level, so it wouldn't be seen as you saw through the 
window. But you see, the area they loved, we've no double yellow lines, white lines [on the streets]. That 
conservatory was put on [that house] in the last six months, so that wasn't there.  
 
[…] 
 
Interviewer: That was another question I was going to ask is if this area or any of these buildings are listed or 
have any special designation. 
 
JR: Oh, yes. Yes. 
 
[A Downton Abbey tour walks by] 
 
Interviewer: They never had to do anything that required consent or anything? 
 
JR: No. One of the cottages outside the east window became the Grantham Arms. The post office, which was 
the house just there with the red roses, that's not a listed building, and Mary Lynn just said, "Yes, you can put a 
false window up" and she was paid for that, and the little cottage down the lane, they gave Rose some money, 
because they built a porch around her door, a little wooden, rickety trellis porch. Bless her, she's died now. She 
was 96. 
 
Interviewer: That's a pretty long life. 
 
JR: Yes, she did well. And the house, can you see the little lamp hanging outside, you've got two white 
windows, a door, and then there's a black window and then the lamp, well that black window, that building 
there, that was the Dog and Duck pub. And again, they would just put the barrels out, the seats, the sign, so that 
it looked just like a pub. But with the lack of lines [on the street] - The milk churn stand was always just here. 
That covered up the Church View [road sign], and there's another sign you can just see through the car there. 
They made some new polystyrene there to put over the top. The war memorial was on the grass here, and it 
looked like a great, heavy stone thing, and then two men simply picked it up and walk off and put it in a lorry. 
All the props are kept, right from the first series, so some things come back out, like the signpost and the milk 
churns. I'm not sure if that seat wasn't removed, because that is made from recycled car tires. Very very durable. 
 
Interviewer: I would have guessed they might have removed it then. It doesn't really look 1920s. 
 
JR: I think they did. I think they did. It was funny, you know, part way through, about three years in, some of 
that wall fell down, and if you'd seen the polystyrene wall they built to cover the gap, the locals were going 
"Gosh, they built that quickly. Tap, tap, tap. Oh, it's polystyrene!" When they went, it just got picked up and 
taken away. 
 



The Heritage Film Set: The Protection & Care of Historic Filming Locations 
	

	 250	

Interviewer: So they would just go door to door and knock and say, "We'd like to use the front of your house, or 
this day we're going to be filming. Is it okay if you move your car?" 
 
JR: Well, yes, I mean, the odd one like the third one along here, they had Mr. Moseley's father standing in the 
doorway talking to him, so yes, they used that. They would film looking straight up [Maggie's house]. I'm not 
sure whether they took the gates off. They certainly had them wide open so you could see up the side of 
Maggie's, and then they filmed standing in the churchyard, looking across that gorgeous semi-circular window, 
but never inside. It was outside views just that they filmed from there, [looking into the library, used as the 
Cottage Hospital] looking straight up there, and the wheelchair ramp was removed. You can see here. You see 
the doorway here, that's this, so you see them walking in, but that ramp had gone, because that certainly wasn't 
around at the time. Apart from the people on the far side of the church who were bugged by the coach drivers 
leaving their engine running - you know, we've said to them, "You can't do this. You just can't do this, and you 
can't block the road - we try to get them to go and use the car park down at the recreation ground. One or two of 
them will say, "Oh well, the entrance isn't really big enough. We might break the wing mirrors off." I've been 
down in the car, really as a prelude to going to the Parish Council to say, "Can we clip the trees back?" And I'm 
looking and thinking if you can't get a bus in there without hitting your wing mirrors, you shouldn't be behind 
the wheel. It's as simple as that. 
 
[The Downton Abbey tour comes back, and goes into the library to visit the merchandise shop] 
 
[...] 
 
JR: Have you got any specific questions you wanted to ask me? 
 
Interviewer: I mean I've been sort of asking them. I think I'll have to pull out my notebook and make sure I'm 
not missing anything. Mainly I'm just trying to figure out – because so far all the case studies I have are 
individual buildings, so they've got one owner who handles the whole process, and they've got conservators – so 
a town is a very different situation. 
 
JR: Because you see, we're off the main road, which is ideal, so it doesn't really impinge on anybody other than 
the few who live immediately around here, and we always knew when they were coming. And they always 
made sure that they didn't post their filming dates. They got somebody to come and put a note through the door. 
Then they can't say, "Oh, it didn't arrive," or anything like that. But, no, it's been good for Bampton, because it's 
brought and is still bringing a lot of money. It's going to put this building back in good heart, and we could 
never have done that. You know, we had thousands and thousands of pounds to repair the church roof, and in 
2005-6, we raised £40,000 to get the bells back in good heart. 
 
Interviewer: Most of that is from people coming to visit? 
 
JR: No, it was money raised by the bell ringers and from donations. [...]  
 
Interviewer: Did you have any role when the filming was happening? 
 
JR: No, there's a website that they [Carnival films] have, and if you want to apply to be an extra, you can. There 
are various things. Your hair must be its own colour, and things like that. You meet at six in the morning down 
at the pavilion and before then you have to send in your measurements, and it's like a tailor. You know, your 
ankle to your knee, you knee to your hip, your hip to your waist, if you can call it that, your overall height, your 
bust. Put your arms forward, and get somebody to measure from the ball and socket joint, measure across, so 
that if you have to put your arms forward, you're not going to [rip your clothes]. And several people did take 
part. Ann, who lives up at the top of the road, she said her daughter was frightfully generous giving the 
measurements, so they put this corset on her, which fell down to the floor. Apparently the dresser hooted with 
laughter and said, "I think we need to adjust this." But it's easier to actually pull something in than to let it out. 
 
Interviewer: Do you know approximately how many people, locals, were extras? 
 
JR: I don't know. We filmed some of them. Possibly 20, who we specifically filmed, but I mean the crowd, yes, 
there were a lot more. In the wedding, they were all lined up and they were told whether they had to wave two 
hands, one hand what direction to look. I mean, it looks all haphazard, but everybody knew where they had to 
look, what they had to do with their hand and whether they were to lean forward afterwards or lean back. It's 
incredibly detailed. 
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Interviewer: So, the 20 extras, they weren't necessarily from Bampton? 
 
JR: Actually, they were. One from Black Bourton, which is the next village a mile down the road, but with 
Bampton connections. Their children [are in] Bampton School.  
 
Interviewer: Amazing. And you said most of them enjoyed it. 
 
JR: The hardest thing was the fact that it was cold. Freezing cold.  
 
Interviewer: Do you recall when they were filming, what time of year? And was it the same every year? 
 
JR: I think they came about February time when there were no leaves, and then again in the summer. It was 
funny because the last time they came in the summer, they were doing a winter scene, and they got snow, 
artificial snow, and it was very clever, because they just avoided showing the trees with the leaves on them. It's 
very clever what they do. 
 
Interviewer: Was there a reason that they would come in February when there were no leaves? Was it because it 
was easier to see or film? 
 
JR: Well, it's when you can get your actors all together, and yes, there are winter scenes, which just look right. I 
mean, if you're meant to be cold and wrapped up in a coat, and it's about three degrees above freezing, you don't 
need to be told, "Look, you're cold. Hunch up. Disappear. Put your neck down." So yes, it tends to [make it 
more] natural. 
 
Interviewer: No acting needed. 
 
JR: No, exactly.  
 
Interviewer: And then they filmed in summer too, I guess so they'd have the variety of seasons? 
 
JR: Yes. Yes. [A tour bus pulls up] These people are almost certainly all coming to look around the area, 
because of it, so there's a steady turn around.  
 
Interviewer: So when they used the artificial snow, was it a similar thing where they just went and knocked on 
the neighbors' doors and said, "Hi, on this day, we're going to have [artificial snow?]" 
 
JR: They didn't actually film down there, but it was on this wall here and these ledges. It was just really quite 
funny. Of course you know it's like it's just blown on the edge. 
 
Interviewer: Do you have any idea how they attached it? 
 
JR: I think you wet the wall and then spray it on. 
 
Interviewer: And there was no issue getting it off. 
 
JR: No. No. 
 
[...] 
 
JR: That's Mary Lynn, who lives at the house with the white car, where her room was made the post office. 
 
Interviewer: But you said they didn't film inside, it was just the exteriors. 
 
JR: But I think a couple of times, somebody was filmed walking inside and then it cut.  
 
Interviewer: So obviously you didn't have any problems covering the ground here with sand for that one time. 
 
JR: No, no, they never bothered doing that, because of the lack of white lines [on the road]. 
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Interviewer: And if it came up again, do you think you would do more filming here? 
 
JR: Oh yes. Because when we get to the point where we've raised our £250,000 and we've repaired the roof, and 
we've got the upstairs room back in use, and the stair lift in, I think it would be something like a Stannah 
Stairlift. We can't put a lift in. It would have to be a Stannah Stairlift, you know the things, the electric ones that 
go up the side of the stairs. So once we've done that, then the money that we would have coming in, we would 
put to paying the salary for the librarian, which would make our library safe, which would be fantastic. And 
anything over and above that, just whatever's needed in the village. So we are lucky that we've got some go-
ahead people, who frankly work blooming hard to raise the funds and think up ideas, something else to sell in 
the shop, all sorts, whether it's Pip doing her lovely drawings. [...] But we're lucky she's the artist, and she's 
provided those pictures, and then Suzy, who lives up here, she did the drawings for the tea towels. [...] 
 
Interviewer: Did they close off the roads, and who did they have to ask if they wanted to do that. 
 
JR: Well, I imagine the Parish Council, but see, I think if you're coming to a property here or the church, well 
you're not going through [Bampton]. There's no problem. 
 
Interviewer: I see, so it wasn't really like there would be a disruption [if they closed off the street]? 
 
JR: No, no. You'd drive through Bampton, and you wouldn't know. If you look down there, you can see the door 
on the left. That's where they built this little trellis type entrance. [...] All these pipes were covered up. You saw 
in the photograph the coverings. 
 
Interviewer: Do you know how they were stuck to the wall at all? I mean, I know they were just polystyrene, but 
I don't know how they would have kept them from falling off or blowing over. 
 
JR: I don't know. They could have gone around the back with ties. They could get around the back. No, they 
aren't deep enough to be holes. I think I filmed them covering that one. 
 
[…] 
 
Interviewer: I suppose that would be a downside, tourists coming in and coming up to your garden. 
 
JR: They can get a little fed up with it, but really it's been good for us. 
 
Interviewer: Well, it seems like a really nice place to live. 
 
JR: Yes, and the little Coffee House here does well. 
 
Interviewer: Oh, I'm sure all of the tourists come and look for some coffee and a snack. There's your actual war 
memorial, huh? 
 
JR: Yes. That's the real one. 
 
Interviewer: It just wasn't as conveniently located as they needed it to be. So I guess they probably didn't film on 
the main street, because it would be too much [to coordinate]. 
 
JR: No, they had no need to. The houses they wanted were right by the church, and they used the church, so that 
was it. They had one or two other places around. There's a museum called Cogges Farm, well it's run as a 
Victorian farmhouse and farm and museum, which is in Witney, and that was where they went to film with the 
pigs, anything to do with the pigs. 
 
Interviewer: And that's just nearby as well? 
 
JR: That's in Witney, about 7 miles away. And then about 6 miles away, they used a little run of houses down 
there for another scene. 
 
Interviewer: So they were all over this area? And for six years, did things start to become routine after awhile 
you know, you'd say, "Okay, it's February, and they're going to be here. Pull out all of the [props]." 
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JR: We guessed. [Driving up to recreation ground] Now, if you can't get a coach in here, I mean, those do want 
cutting back a little. So this is where they had all of their stuff parked. 
 
Interviewer: Okay, this seems like an ideal place for that.  
 
[...] 
 
JR: They've got the pavilion there, where of course you've got a kitchen and toilets and hot water and portaloo I 
can see and skateboard area, if they want to come on the skateboard. But yes, this is where they parked and 
where people got all the makeup done and the clothing and then went into the village.  
 
[...] 
 
Interviewer: So things have gotten quieter here now that they've left, I'm guessing. Well, quieter in some ways, 
and less because now you've got all these tours coming through, although they've been coming for, what, six 
years now? 
 
JR: Yes, yes. I mean there are more now. You'd be amazed. I was talking to one courier not last autumn, the 
autumn before, and they had over 2,000 people booked, and that was just one courier from America, so we had 
about 30,000 people come in that little room [the merchandise shop in the Bampton library] last year that we 
know of, because we try and keep a count.  
 
Interviewer: Yeah, I was going to ask if you have any way that you're keeping records or documenting [how 
many people visit]? 
 
JR: Well, yes, there is a thing on the table, but sometimes you get a coach load of people suddenly come in and 
you think, was that seven? Was that nine? 
 
Interviewer: Well, you can add me. One. 
 
JR: Yes, I should have put you down in the book.  
 
[...]  
 
Interviewer: So the coaches and the tours, they have no connection to the town, right? They're just 
independently organized? 
 
JR: They're just independent. 
 
Interviewer: Yeah. I suppose you don't have much control over them, other than to say, "Please, don't park 
here." 
 
JR: No, not an awful lot, but some have been coming for several years now. If ever a party turns up, and we 
didn't know they were coming, we give them a card and say, "Look, if you're coming again, please will you get 
in touch with Nicky and tell her what date, what time, how many people?" Because if there are more than about 
14 or 15, we need two people to be sitting in there, because people want to ask questions. Other people are 
wanting to buy, and you're trying to count the number of people coming in, and replenish the stock, so if you've 
got a coach of 55 and a dozen independents at the same time, you know, it needs two of you. 
 
Interviewer: Do the people who are in there, do they monitor to make sure nobody is touching things they 
shouldn't touch? It seems like you're not very precious like that. 
 
JR: People are so thrilled. They've come out of their way to see and they don't steal. It's like the honesty table at 
the back of the church. We are not aware of losing stuff, which is quite surprising. 
 
Interviewer: Well, I guess it's like you said, if people come all the way out there, they respect the place that 
they're visiting. It's not like they just walked in off the road. 
 
 
 



The Heritage Film Set: The Protection & Care of Historic Filming Locations 
	

	 254	



The Heritage Film Set: The Protection & Care of Historic Filming Locations 
	

	 255	

Nancy Sheridan 
Architectural Historian & Film Advisor, Heritage4Media 
	
Date: 5 April 2016  
Format: Telephone 
Filming Projects & Locations: Various 
 
Nancy Sheridan: Can you just remind me of your topic and what you're trying to achieve? 
 
Interviewer: So, the topic of my dissertation is basically how conservation issues are handled from a material 
standpoint when historic properties and site are used as filming locations. So I'm more looking at materially how 
the built fabric is protected, rather than necessarily all of the economic stuff; although I think I will include that, 
so your research I think I'd like to read at some point if you have a copy. 
 
NS: Unfortunately, I can't let you read it, because it's got a confidentiality agreement on it, because obviously I 
had to talk to lots and lots of people about how much money they earned, so I would only get that information if 
I told them that no one would ever read it, so that's why. Not because I'm being precious. 
 
Interviewer: That's okay. Fair enough. 
 
NS: But no, I'm very loyal to my informants. 
 
Interviewer: Yeah, well, that's how you were able to start your Heritage4Media, so it's okay. 
 
NS: Exactly. Yeah. Precisely. Okay, actually, so there is a big crossover, I think of what I did and what you're 
trying to do.  
 
[...] 
 
Interviewer: Maybe you could tell me a little bit about what motivated your research in the first place. 
 
NS: I can. I was, well I still am, a member of SPAB, and I'd heard about them doing some - they were going off 
to do some mortar replacement work, and I was doing that anyway. I don't know if you know anything about the 
Oxford MSc, because it's very, very hands on. You go off and you thatch, and you go off and you mortar. It's 
very, very hands on. You make bricks and all sorts of things, and reading what the SPAB was doing coincided 
with me having just learnt how to lime mortar, so I put two and two together and found out that Pirates of the 
Caribbean had filmed at Hampton Court Palace soon after they'd had some mortar repair done, and I thought, 
"Oh, I wonder if the money they got from the film has paid for the people to come off and o some mortar 
repair?" because as you know, it costs an absolute fortune to get skilled trade in. And that was the catalyst 
really, and then I thought, literally, that night on the train, I thought, "Hmm, I wonder if anybody's ever looked 
into what extent it's happening nationwide, not just at historic royal palaces. And I was off then. That was my 
catalyst at masters level, and at the same time I was doing a masters on exactly the same idea but on events, not 
filming. So it's about flower shows and dog trials and all the other events that you could do at a historic place 
carefully, so while I was going around doing my interviews about the flower shows and the dog trials and 
everything else, I said, "Have you ever had filming here?" And some of them, most of them, said, "We've 
thought about it, but we don't know how to do it." And that got me thinking about another thing, so give me a 
couple of thoughts, and I'm off. So I just thought, "Right, okay, so they don't know how to do it, but they want 
to do it. It's considered viable enough for Historic Royal Palaces to do it," and that was it really. I had all the 
seeds in place for me to think, "Okay, clearly, there needs to be a resource for private owners - because those 
were the ones I was talking to about the flower shows and the dog trials - to look after them in filming, and that 
was it, really. That's all I needed. 
 
Interviewer: That's fascinating. It's funny how life just sort of puts things in your hands like that, right? 
 
NS: Oh, totally, yeah. Totally. 
 
Interviewer: That's sort of how I came about it as well, actually. 
 
NS: Is it, really? 
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Interviewer: Sort of. Before I came here, I was working for a TV show back in New York that mainly films 
concerts in places that are historic, because the point of it is to find a place that has an interesting story and to 
match that story of place with the artist that you're filming, so a lot of them ended up being museums or libraries 
or just really beautiful historic buildings, and I was on the production side, but I had studied history in 
undergrad, so I was always very interested in the history of the buildings, so I ended up getting slotted into 
doing a little bit of location scouting and venue research, and I was always thinking, "Let's make sure we're not 
hurting these buildings. They're so beautiful." And, you know, we're bringing these massive cameras and things 
in. 
 
NS: I think that's how I opened my research, actually. That's how I opened my PhD is saying, "You know, it 
really shouldn't work, very fragile buildings and technology, cables. You know, it shouldn't work, but somehow 
it does." That's interesting, because I don't know if you've had a chance to look at the website, but we are doing 
Heritage4Music as well. 
 
[...] 
 
Interviewer: When did you start Heritage4Media? 
 
NS: Three years ago. Three years and two months ago. 
 
Interviewer: And that came directly out of your research? 
 
NS: Yeah, completely out of my research, yeah. As I say, the results were screaming that there were no 
resources to look after private buildings, but obviously all the ones you've mentioned already - National Trust, 
National Trust of Scotland, and English Heritage, and Historic Royal Palaces - all look after themselves, 
because they've got massive amounts of resources. Okay, they don't have very much money, but they have the 
resources to be able to look after themselves, and they're backed up by building impound property portfolio, or 
something, whereas the private ones don't, and they don't get funding either, because if they're not charities, you 
know, they don't get funding for repairs, so yeah, my research was just screaming out that something was 
needed, and the Church as well. You know, film people are walking up to churches giving them £50 to film all 
day when they should have been giving them £600 or £700, so I rewrote the PhD, which was huge, into a report 
and took it off to all of the people that you've probably already spoken to - like the HHA, and the Heritage 
Alliance, and all these sorts of people - and they said, "You've got to present this to government. They would be 
so interested in this." And of course they had strong links to DCMS, because they're trying to do policy-making, 
themselves, and gave me some names, and I just said, "Look, I've got this report. I think you'd be interested in it. 
It's showing clearly that the Church - and when I say the Church, I mean the whole Church, not just a church - 
are being fundamentally ripped off, because there's nobody to look after them, and the same is true of private 
owners, who don't have a resource they can go to for advice." The HHA do give good advice but they're 
benchmark for filming is too low at the low end and it's too high at the high end, so location managers just 
weren't bothering with them, really. So I took the results to Whitehall and presented it to Jill Graham, who was 
then the assistant to the then Secretary of State for Culture, Media, and Sport - I don't know if she still is, 
because, obviously, we've changed governments since then, and that was it, really. And I said, "Look, I'm going 
to do this thing, and I'm going to put together this resource that's going to look after the Church and private 
owners, and I'm going to call it Heritage4Media," and she said, "Look, we can't fund it." I said, "No, no, no, I'm 
not asking you to fund it at all, but if I could have your support, that would be great." And she said, "100%, 
you've got our support." So to be honest without sounding conceited, I couldn't really go wrong. I had all the 
proof to say that there were people out there who wanted it, and I had backing, on paper from Government, not 
cash, but on paper - and it just needed something to be really driven and forceful that want to make this happen, 
and that was me. So that was it. It would take someone just to stop doing something for it to go wrong, so I had 
no intention of stopping. I just kept driving forwards and forwards, and thank goodness, you know, touch wood, 
it's still going in the right direction. 
 
Interviewer: It sounds great. It sounds like you found a niche there. It was needed but nobody was really there 
paying attention to it. 
 
NS: Yeah, exactly. I think it was glaring people in the face, but no one really wanted to pick it up and run with 
it. No one was mad enough, apart from me. That's the sunny, shiny version. There are other versions of how it 
goes out here, because I was never going to be the best friend of location managers suddenly, because they were 
walking in - they're not doing what they want to, because they're very respectful. Nobody caused any damage, 
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but when it comes to the financing, which drives these things, it's the only thing which drives these things is 
money in film - for me to suddenly say, "You've got to pay us to stand there and look after these buildings. Oh, 
and by the way, the price since you lot were last in there has tripled to get the building in line with national 
benchmark." That's never going to make me the best friend of the location manager, so I have had to really 
defend myself, and it has been a bit nasty on occasion, because they're big, brutish location managers, and I'm 
just me. 
 
Interviewer: You're like, "I'm just trying to look after these buildings." 
 
NS: Yeah, exactly. So it hasn't been all roses, is what I'm trying to say, but I didn't expect it to be either. But I'm 
still going to keep doing it, because at the end of the day, and even actually now, we've turned it around and 
gone past that, almost gone over the wave and down the other side, because location managers now are writing 
to us and saying, "Couldn't have done it without you," because we help them too. We are the go-between. We're 
the fixers. 
 
Interviewer: Well, because you provide something that they're looking for, that is probably not so easy for them 
either. You know, if they're looking fro something that hasn't been done a million times, you have to look for 
these other houses and castle and things that they may not be familiar with or that if somebody else hasn't done 
it before, then it's an extra challenge, because you can't just say, "Okay, well, just fill out this thing that we've 
done a million times, and we'll just do what we've done," so I guess if they can see you as a resources as well, 
then it's a mutual benefit. 
 
NS: Yeah, and obviously, they have to make sure that the owners are geared up for it. We have to make sure, 
even though they're saying, "Oh, we love filming," we want to be - once upon a time it was all Harry Potter. 
Now of course it's Downton Abbey. "We want a Downton Abbey, or we want a Poldark." But they know that 
we will literally hold their hands every step of the way, but they have to know that it is literally, as you know 
yourself, it is literally a circus rolling in. It can be three-four hundred people, and the biggest question I get 
asked is, "Would you do it?" and the answer is I don't think I would. 
 
Interviewer: Yeah, would you invite someone into your home with all of this? I don't know. 
 
NS: No, I don't think I would, especially when you don't really get any private time once they're in. They're 
knocking up plywood here, there, and everywhere, and changing your basement into a drawing room or 
whatever it is they're doing, you don't really get private time. That's it. It's gone, so I'm not sure if I would do it. 
But we're proving time and time again that this money is good money, and it's paid fast once people, because 
you know if productions, once they finish somewhere, they break up the accounts department and move on - so 
they pay fast to get their books in order before they move on, so you haven't got to wait. You haven't got to fill 
in thousands and thousands of forms. You haven't got to wait for payment forever, so you get paid quick and 
you get paid good, so it is worth doing at the end of the day. 
 
Interviewer: Have you found since you started - maybe some private property owner saw that it was successful 
at some of your other clients' or people that you were working with - do you think that it accelerated from there? 
Other people saw it as successful and joined on board? Did it help out in that way, or was it just sort of a trickle 
or gradual joining on of properties? 
 
NS: Sorry, I don't quite understand your question. 
 
Interviewer: When you started the company, through your research you already had a large database of 
properties that you'd been in contact with, right? 
 
NS: Yeah, and a large database of location managers. 
 
Interviewer: So, while you were doing your research, did you sort of say, "I want to make this resource. Would 
you like to be a part of it?" 
 
NS: I didn't do that with the houses, but I did do it with the location managers. I would sort of say to them, if I 
could give you a library of buildings that had never been used before, how would you feel about that?" And they 
would say, "You would have your hand bitten off for that," so that's why I just kept dipping in and testing the 
theory, you know, the theory I had of setting something up to see if it was still contemporary enough to be 
successful. I didn't necessarily do that with the houses, because I wasn't sure, then, if I was going to do it, and 
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you don't really want to say to a general manager of a huge, great castle - not so much, huge, great in terms of 
how big the castle is, but in terms of how big their estate is, what they do commercially with it. That big. That's 
what I mean by big. - You don't want to say, "I might have this resource," and then you don't, so I didn't do it 
with the houses, but I did do it with the location managers.  
 
Interviewer: So how did the houses come on board then? 
 
NS: I called them, basically, once I had the idea, because I'm very much a people person. I don't just get to know 
the house. I don't just organize an interview. I'm very, very, very much going up there and really being friendly 
with the owners. It wasn't just an interview for me. It's a real sort of friendly thing, particularly the ones that are 
quite close to where I lived, and then I was lucky enough - I'm trying to think who the first one was - I was 
lucky enough to form alliances very, very quickly with people like the national Churches Trust, and the first one 
I got was through them. It was Ely Cathedral, and again, they were one of my case studies, so I could say to the 
National Churches Trust, and that's good, because I did them for, so I know blah, blah, blah. So I would then 
call them, and they'd be really exited about coming on board, and then it was word of mouth after that, very 
much word of mouth. We didn't do any national advertising of any time and still haven't, actually. The only 
thing I have done is editorials in things like the Country Land and Business Association and SPAB. That's all 
I've done. I haven't done any advertisement. I'm not sure how you would for this, because it's so specialist. 
 
Interviewer: I don't know where you would even put an ad for it. 
 
NS: I know. So I haven't. But it's very, very much word of mouth, and we've got Bartley Castle as a client, and 
they just told everybody they knew in the area, "You've got to go join Heritage4Media," and then suddenly we 
had twenty or thirty in Gloucestershire alone, and it sort of spread from there. 
 
Interviewer: Wow, well it does seem like a lot of filming happens down there, so I guess that would make sense. 
 
NS: There is a lot of filming down there, but yeah, it's spread across the country, because usually somebody 
owning one building usually owns another one somewhere else, so the brother of will have another building, 
you know? We'd end up with that one, and that would be in a different county, and then all of those people 
around that building would sort of say, "You've got to join Heritage4Media" in that county, and so on and so on. 
It just spread like a rash. Hopefully a nice one. So yeah, it's unique. That's what we keep saying. It's unique, and 
I suppose just because it's unique, it ends up being interesting. You know, it's not just another location agency 
that people get asked to join on a weekly basis. This is different. We will look after you, too, so it's a unique 
offering. I think that's why people have contacted us through word of mouth as opposed to national advertising. 
 
Interviewer: So going back to what you were saying before, how did you get them on board, because as you 
were saying you wouldn't let people in your house, so was it easy when you were having those conversations 
with them from the start, were they immediately like, "Yes, we want to do filming, but we don't know how." Or, 
were they like, "I don't know." How did those conversations go generally? 
 
 
NS: I would say the former. It was always. "Yeah, we really want to do this, and thank God we now know how 
to and we won't be left on our own to do it." It was more that, really, so I think what wasn't uncovered in my 
research is how many really wanted to do it, and I can only assume it's because of Downton and Harry Potter 
and all the others. 
 
Interviewer: Were there sort of common questions or concerns they had? 
 
NS: No, I don't think so. The common one is worrying about theft. That's a common one. In all the interviews I 
did, I've never heard of anything happening in that way, and that's what I told them. It was over 400 interviews. 
I hadn't heard once about any issues with burglaries or theft on days there, because ultimately these guys want to 
go back. They're not going to do anything that's going to make the owner say, "Right, get out and don't come 
back," because ultimately, especially if they've got extra blocks added on and they've got to do extra series or 
extra episodes, they're just not going to run the risk, basically, and they'll never get to work with that production 
manager again if they do something stupid, so and being self-employed, they're just not going to run that risk. 
 
Interviewer: Yeah, that's a good point that the freelance nature of being in a crew is you have to make sure that 
you're very professional and the best, because there are so many people out there that want to do that, and if 
you're going to do something like that then no one's going to ask you back. 
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NS: Yeah, so pretty safe in that direction, so it was easy to bat that one away when it was asked. 
 
Interviewer: So from a material standpoint, since that's more what I'm focusing on do you help out with the 
conservation side of it, making sure that the fabric is protected? 
 
NS: We do. So, we're all fire marshal trained. I wouldn't say that we're experts. We're no - what's the name of 
the major at the National Trust? Kate Rosland - We're not all Kate Roslands by any means, I mean she's 
incredibly well-trained, so I wouldn't be able to get a job in Historic Royal Palaces or anything like that, but in 
terms of the fabric of the building, no one can touch us, really, I don't think. There's nothing we don't know 
about, making sure that building is going to stand and keep standing. So I always say that, and I'm always very, 
very honest with the owners, you know, particularly when crews start talking about on the technical recce, they 
start talking about "Can we move that table? Can we have that painting taken down?" And the owners by then 
will know that we don't know how old the table is and we don't know how old the painting is either, other than 
being able to age the person in it or the scenery in it, I don't know how old it is or how fragile it is, but the 
owners know that, and we're always very upfront with what we do and don't know, so in the technical recce, I 
will always say, "I will speak to the owner, and we'll let you know." And then depending on what they say, that 
goes into the final guidelines as a special request, you know, "The production have asked to take down x, y, z 
paintings, and the owners have said yes or no," and then we'll get specialist artwork people in obviously to do it, 
so we don't get hands on like that either. We don't start moving things around, because we wouldn't know how 
to professionally, so I think that's important as well that even though people might think it's limiting, I think it's 
really important to be honest and say what you can and can't do and what your expertise is and isn't, because no 
one can be good at everything, so I think that sort of makes it again another bonding moment with the owners, 
you can sit around the table, have a coffee, and say they'll chat about who they do and don't use for taking down 
paintings, who they wouldn't touch with a barge pole, and it just ends up being a nice conversational thing to 
have, which, it's funny what's coming out that I don't think of actually, but that is one of them. 
 
Interviewer: That's interesting though, so when you feel like you don't have the right knowledge to advise, say, a 
crew about moving something or, I don't know, putting a light next to something, you say you call in specialists 
to help with that? 
 
NS: No, we know about not putting lights near things, but in terms of moving historic furniture and artifacts, we 
don't know anything about them really, paintings particularly. I didn't do anything in art, so I don't know what's 
historic, so for instance, in one of the buildings we have, there is a huge hall, and the hall is covered in 
paintings, I mean literally top to toe, and they don't mind anybody, us, moving on one wall ten or eleven. They 
don't mind people taking them down, but on the other wall, there's the same amount of paintings that look to me, 
they look exactly the same, but they don't want them touched at all, or moved, or taken down by anybody, not 
even the specialists, and I challenge anybody to walk in there and work that out. Because they look the same to 
me. Even the frames look the same. That's why you've got to be really careful and walk the walk with the 
owners first. That's what we do. We go around several times. We don't just go and meet them once. I mean, 
obviously I've already met them once through research, but we go several times and we walk the estate and we 
look at other buildings on the estate that could be useful for filming people, and then we go around the actual 
principal property and start talking about is it easier to turn the smoke alarms off if they want to use a haze 
machine in this room, and is it easier to turn the burglar alarm off, because it can set those off too, but you have 
to be really careful, because [...]. Where's your burglar alarm and how easy is it to turn it off. You’ve got to be 
really careful what you say and how you say it, but by the time the crew have gone in, we've pretty much know 
how to do all of that stuff, because haze machines are in vogue for all this period stuff. 
 
Interviewer: Really? 
 
NS: Yeah, they are. Very much so. And we'll only let them use water-based haze, because the oil will land on 
paintings or floors, wallpaper, everything you don't want it to land on, but the water isn't quite so harmful, so we 
know enough to know that, but yeah, we don't know enough to know what paintings they do and don't want 
touched. That's a discussion. That's meeting with the owners. 
 
Interviewer: So, for the haze machines, they're using them inside? 
 
NS: Sometimes. 
 
Interviewer: Is it because of the light or something, or why would they be using them inside? 
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NS: Yeah, they're shining lights through main windows, which shines a light right across the top of the room, 
and then that obviously sheds light downwards rather than upwards, and what they're trying to do is create dust. 
 
Interviewer: Mm, okay. 
 
NS: That's what they're trying to do. Because obviously light won't necessarily pick up dust particles by itself, 
especially if there are no dust particles, but you can create dust particles by putting a haze in as well. 
 
Interviewer: Fascinating. Okay. 
 
NS: And there are two types: oil and water. 
 
Interviewer: And obviously you said you use the water. 
 
NS: Yeah, they aways want to use the oil, because it's easier. 
 
Interviewer: What's easier about it? 
 
NS: I don't know. I really don't know. 
 
Interviewer: Yeah, obviously I don't know how a haze machine works. I would think that water would always 
be nicer, because it doesn't get all over the place. 
 
NS: Yeah, maybe it's something to do with the actual pump action. Perhaps the pump action is harder if it's 
water, but we won't let them use oil-based anywhere for any of our buildings. 
 
Interviewer: Well, I don't think you're alone on that. 
 
NS: No, I don't think so. 
 
Interviewer: No, they probably are used to saying, "Okay, fine, we'll use water." 
 
NS: Yeah, exactly. Exactly. But they will try and get away with it and say, "Well, the National Trust let us." 
And we say, "Well, we know for a fact they don't. Try another one." 
 
Interviewer: So, has most of your expertise to use for how to deal with a question like that or any other question 
that a crew might come to you about, is that just based on every time you do it, you learn a little bit more, or did 
you learn about all of this sort of stuff in your masters or PhD programme, because I would imagine that the 
issues you come against on a film set are very different than what you would get just from a conservation 
background? 
 
NS: Yeah, a little bit of both. I was lucky enough to have a really good supervisor at Bristol University in film, 
and he taught me everything that I needed to know about going out on a film set if I wanted to go and shadow 
somebody for my research, and he literally taught me the basics: "This guy's going to have this in his hands, and 
he's going to want to do this with it," literally all the way through the primary crew and the prep crew, so I was 
lucky enough to have all the basics taught to me unofficially, because it certainly wasn't part of the programme, 
but this guy said, "Well, look, if you're going to go out shadowing National Trust people, you're going to need to 
know who's doing what, and they may not have the time to tell you," so that's what he did, so a little bit of both. 
And of course when I went out on the shadowing, I knew and I sort of spotted these people, "Oh, yeah, this is 
the guy who's in charge of electrics, and this is the guy who's going to start throwing down all the cables, and 
this is the guy who's in charge of all the lighting, cameras, and everything else," so I had basic training. [...] So I 
had basic training from a dedicated film guy and also started shadowing quite quickly and then when 
Heritage4Media for set up, I got a phone call from the National Churches Trust to say that one of the vicars of a 
production called "Father Brown" had left the church so they had nobody in the church anymore and would I go 
and look after the church when the second series was done? So I said yes of course, and by myself I looked after 
this production, "Father Brown." and even though it's really small, I mean really small, it was just daytime, 
lunchtime type production, it wasn't a Wolf Hall of anything like that, but nevertheless, all those same people 
were there, doing the same jobs. And I thought, "Oh, this is interesting, it doesn't matter how big it is. All the 
same people are there." Well, what I did learn about films, the higher up is exactly the same no matter how big 
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the production or how small the production, it's the same. But I could spot these individuals quite quickly, and I 
made a beeline for the lighting people, just because lights are not good. Lights get hot, and those are the ones 
that make me the most nervous I suppose, so I learnt as we go, I've done heaven knows how many productions 
know, I've learnt how hot and how not you can get those lights. And like I said to you before, it's not going to 
make me very popular when they could've gone in and done what they wanted with the lights, and there's me 
saying, "Right, you can only stand it so far away from the fabric of the building, and you can only have it on for 
a certain amount of time," which is really annoying for them, as I'm sure you know, it takes a while for them to 
reach temperature, and how annoying for me to come along and say, "Turn them off," because they've got to 
whack them up again later, which is not much fun for them.  
 
Interviewer: So how is it that you determine how far away they should be? Is it just sort of something that you 
look at each case by case, or do you have in your head now, this is about the distance it should be? 
 
NS: Yeah, I don't have it set down on paper, because it is a case-by-case. It's not going to be as crucial to a 
building that is fundamentally made of breezeblock, because they're in the extension part that was put up a 
hundred years ago, compared to the original building that's 700-years-old on the other side of the site, so it 
depends on the components, on the materials as well, of course. They don't tend to have highly combustible 
materials in castles, really, but you don't want them anywhere near paintings, of course. If the wall is just 
covered in paintings and nothing else, depending on where they are and what they're doing. How many lights 
they're using. If they've just got one single light, it's not going to generate anywhere near as much heat as 
lighting a whole wall with three or four lights, so it is case-by-case, really. And you don't want to be military 
about it either, because you could be spending a week or two weeks with these people, so the last thing you 
want to do is make enemies on day one. Otherwise, they might just get really anti about everything, so you 
make friends, don't break friends.  
 
Interviewer: Is there a rough hierarchy when you're dealing with wall materials, like, this material does best with 
lighting, and this material does worse? Obviously, you said paintings are not so great with having really high 
lights on them, but stone, I would imagine is okay with it? 
 
NS: It depends on what the owners have said, really, and that goes down to our second recce. The film people 
have three, we have at least two or three, and that's when we learn about what materials are used where, so I 
think it's just common sense really, as opposed to hierarchy, particularly if there are materials around that are 
lying around. Sometimes stables are used as storage, and there are combustible materials in there for farm [...] 
so you really don't want people shining high-velocity light into that sort of building, whereas it could go in a 
Great Hall, and there's absolutely nothing in it except stone. And the other thing we do is we're stood there, so 
we keep running out in front of cameras and putting our hands on whatever it is that we're protecting. It's the 
physical test, so we do go out and touch tapestries to make sure that there's no problems. I had to do that on 
Wolf Hall. So you've got to be strong to do it, to hold up a production like that while you're testing the tapestries 
to make sure that they're okay, but ultimately they're Number One, not the production, and to be honest, when 
they're setting the rooms, when they're dressing the rooms, a very high percentage of time, I will say to the Art 
Director, "If you've got your own, can we take this down, and can you put your own up?" So, in other words, if 
there's a highly fragile tapestry in a room, I would rather we took ours down and rolled them up, stored them, 
and then fake ones are brought in by a production. But that's what I would rather happen, and they don't seem to 
mind.  
 
Interviewer: You just have to be the one to ask about it. 
 
NS: Yeah, you just have to be able to ask. As I said, they don't tend to mind. They would rather set fire to the 
props than the castle. 
 
Interviewer: What's the process from start to end? Is it a venue, a property, do they come to you and say, "This 
production company wants to film, and we need help?" or how does that work at the beginning, and then how 
do you take it from there to filming? 
 
NS: Well, it's either way. It's either a property coming to us, saying they've had an approach, or we get an 
approach and we go out to them. It depends which way around it's happened, and it could be that somebody 
would've seen a building on the website, because they were looking for a particular type of building in a 
particular type of area, and what we have is a highly dedicated search, so you can even find a bannister in 
Norfolk of a particular type, which again, is unique, or they're looking for a particular, what they call, an 
"establishment shot." They want to come down a driveway and see a particular thing, so they've found that 
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particular thing on the website, and they've come to us, and they've come to us and said, "Can we have this 
particular thing, or that particular thing?" And then we'll ring the people with the particular things, and say, 
"This is what we've been approached for. Are you up for it?" And of course they'll say, "Yes." I don't think 
they've ever said, "No." Or, like you say, it's usually churches, actually. Location managers have just gone out 
on a recce, because somebody said, "Right, we've got a church scene, and next door to the house, we've got to 
find a church," and the church will ring up usually via their diocese and say, "We've been approached. We don't 
know what to do," which was certainly the case last summer, and we quadrupled the amount of money that they 
originally got offered, which I was very proud of. Very proud of that one. 
 
Interviewer: What were they working on last summer, if you can say? 
 
NS: Yeah, it's been broadcast, that's fine. It was the Casual Vacancy by J.K. Rowling. So we did that. 
Sometimes the clients will say, "We've heard that this is in the area. Can we approach them?" And sometimes 
they walk up literally to the production set and say, "Look, we've got a manor down the road, if you're looking 
for one. Can I tell you about it?" So I suppose it depends on how keen they are to want to be involved. Whether 
they're just wait for somebody to call us, or whether they just bypass us and contact them themselves. 
 
Interviewer: And then from there, the next step is having scouts and things or what? 
 
NS: They would've been approached by a production manager or some such ilk on the phone, and they would 
have asked if they can attend, the location manager and a scout, or maybe just a scout to go and have a look 
around and walk the site. We don't get involved at that point, because usually it's just the estate manager will 
throw his wellies on and show somebody around. We don't get involved then, and if the scout thinks it's very 
close to the script, or what's needed for the script, he will then send over his location manager, and the location 
manager will have already seen twenty others of that type, and he or she will decide whether or not this building 
goes in with that twenty because they need twenty-one for the art director and the production designer to have a 
look at. And then, they'll have a production meeting with the director as well at that point, and say, "Here's 
twenty-one buildings, of which we think these six or seven are really fabulous, and by the way they're really 
close to base, and they've got a huge amount of hard-standing to put the unit on," which is really important, 
because that means they don't have to go off somewhere else and pay someone to put the unit on it. So you're 
forever getting more and more boxes ticked, so the more and more boxes you tick for them, which is why I keep 
saying, "Don't just talk about your building. Let's see what's in your area," the more chance they've got to go in 
this list of twenty-one to the ones they've actually spent two days out on the road visiting, as a whole crew, so 
then they get to the technical recce. Now, the technical recce is where all the heads of departments come and 
have a look at the building, and then we do get involved, because at that point it could be thirty people 
descending for a look around, and they'll measure up, and everything else, and we'll just hover and listen to what 
they're saying to each other, because it's all very well for them to say, "Oh, it's not very much dressing," but 
when they get together on these technical recces, suddenly you hear things like, "If we hang curtains down 
there, and if we knock up something up there..." 
 
Interviewer: Does "recce" short for anything? 
 
NS: "Reconnaissance." So it's just having a really good dig around, and the Art Department people are really 
creative people, and they're looking at how the scene is actually going to look in this room, because they can see 
things way beyond what you can and how much they can dress and how much they can't dress, so they will 
literally say, "Can we move all of the furniture out of this room and put our own in?" So you're usually going 
around with somebody from the castle - be it the Events lady or man and the estate director, themselves, rarely 
the owner unless it's a very, very small building - they used to turn to them and say, "Is it okay if we take all the 
furniture out of there?" And they'll either say yes or no, and then they'll say, "Where's the nearest electrical point 
to here, because we want to put something here," and then you just point them out and so on, and that's when we 
really, really find out what they really, really want to do to each room, because up until then it's just been very 
vague. And to be fair, because they don't know, scripts are being written all the way through, so they don't really 
know, to be fair, but by the time they get to technical recce stage, they're getting very close to a final draft of the 
script, so they can come out and have a look at what they really need. And so that's the stages really. So there 
are three recces: scout, location manager and/or production manager, and then technical recce at the end. 
 
Interviewer: Cool, and then at the end of it, do you write up any sort of contracts or agreements about these are 
the things we've agreed that you can and can't do? 
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NS: Yes, yes, so we write something called the guidelines, which form Appendix A of the contract. We don't get 
involved with the contract, because as I say, honesty is the best policy. We have no legal representation, so we 
don't get involved with the legal side of it, but we have general standard guidelines for the property, room by 
room, what you can and can't do, where you can and can't go, and at the end of the guidelines, we put special 
requests in: so, you've asked for this, this, and this, and we've said this, this, and this. And that gets, as I say, put 
at the back of the contract and signed by all parties before anyone gets there, so it's all written out and nobody 
can say, "You said this." "No, I didn't. We've agreed. I said that." So everybody's happy generally before we 
start, but that changes when we get there, but on the whole every single special request is written up at the back 
of the standard guidelines, so yes, everybody knows what's been asked for and what the answer was. 
 
Interviewer: Okay, that seems to be sort of standard procedure from what I've heard. And then while you're on 
site doing it, do you ever document what you're doing or how you're handling certain issues or do you just 
work? 
 
NS: We only write them down if we've got time to, and events and what, so pressing that we've got to stay there. 
We've just got to sort it, and if we've got time we'll write that at the end of the day, which, as you know, is a 
very tiring 12 hour, standing day, but we will write down the course of events if something big's happened. The 
biggest thing seems to be the unit base. The unit is almost always the thing that throws up the big things, like, 
"You shouldn't have put that marquee there, and you know you shouldn't have put that marquee there, and 
another one besides," so that always gets written up, because it's quite serious. It means something's going to 
happen as a consequence, so if something has consequences we write them up. It just means that the castle have 
half of the car park they thought they were going to have for the visitors, because they put too many marquees 
up or something like that. We told them they couldn't have a room for crowd holding. They pressed us for 20 
FA's in a room, which that's a bit frightening when it happens too, because you know you're going to have the 
general manager of the castle down on you like a ton of bricks, so yeah, things can happen that do get written 
up, but the little things - you know that you spotted, no, that doesn't. We don't have a sort of grand inquisition at 
the end where somebody gets put over the coals for something. No we don't do that, because there's just no time.  
 
Interviewer: I guess I was just wondering for your own knowledge - for people that are working with you and 
for you - if you just document so you can say, "Well, this is what we did in this property for this specific case, 
and we can maybe do it again here." 
 
NS: Yeah, that's not really come up before, because we've already as a team, we're working together on the 
build up to the production. For instance, there's one that's going to happen at the end of May that we're all 
working on together at the moment, and we're all going through areas that could or couldn't happen, so it's sort 
of already happened before we get there. Because so many others would have worked there before or done a 
similar production before or even worked with the same producer before, and we just sit around and have pre-
production meetings galore. We'll have one every week while we're writing the guidelines, and we do go over 
what scenarios could potentially happen. Yeah, so there's been no need for that so far, but who knows in the 
future. 
 
 
 

 

 


