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1.1

Mustang (2015) directed by Erguven is the story of five sisters and their
escalating loss of freedom and innocence as they unwillingly take part in their
traditional families arranged marriages. The film was praised for its raw
depiction of the oppression women in Turkey face due to the socio-political
state of the country that cause for womens rights to be intervened by the
patriarchy and religious beliefs. Timbuktu (2014) is directed by Sissako and is
a complex tragedy that explores life in the northern desert of Mali and the
Jihadist occupation. This essay will explore how gender is represented

visually in both films.

From the opening scene in Mustang, the five sisters, Lale, Ece, Nur, Selma
and Sonay exhibit a strong sense of sisterhood. Their hair is dark and long,
similiar to that of a Mustangs mane (a wild horse that cannot be tamed and
thrives on the freedom of its natural environment). This imagery juxtaposed
against the older women we have seen amongst the village - whose hair is

either tied back or covered - creates a contrast in the youth and the older






generation of women. The grandmother herself is a conflicting character,
whose morals and intentions seem ambiguous throughout the course of
Mustang. From the very first sequence we are introduced to her character,
we are given the imagery of her beating her own grandchildren as
punishment for swimming in the sea with boys, despite her brutal nature we
can also sense as though there is a layer of sympathy the grandmother has
for the sisters - as though she has grasped an understanding of the dangers
of the men in her household, specifically Uncle Erol. This can be shown within
the sequence wherein she notices the sisters on the television at the football
match, as she immeditately rushes to prevent Uncle Erol and the other men
in the house from spotting them from what we can only believe is with the
intent of protecting the safety of her granddaughters. Visually, this could
communicate that the grandmother is a representation of the
intergenerational trauma that the women in the household and in general
have had to face at the hands of men - for she forsees that uncle Erol will
have had an extreme reaction to the situation which has caused her to go to
extreme lengths to hide it from him. Perhaps the grandmother identifies with
the youth and innocence of the sisters whilst still conforming to the strict rules

of her son, Erol, who she herself seems to be afraid of.

The apple picking scene in the beginning of Mustang perfectly represents
how gender is displayed as a source of conflict throughout the film. So far the
film has remained light hearted as the girls pick fruit from the trees, however,
the tone is shifted when the sisters are interrupted by the image of the barrel

of a gun held by a man. Universally, the gun has been percieved as a phallic






symbol. The gun is an oppressor, a feared item and this concept alone
mirrors how the men in Mustang are percieved. The religious connotations of
the mise-en-scene (for example, the garden of eden and Eve eating the
forbidden fruit before being banished by God) enhances the visual display of
the gender roles. The figure that represents the omniscient and omnipotent
for of God himself is that of an image of a man with a gun. This alone
communicates the inferiority of the girls power as they are under the wing and
threatened by a figure that is in the position of an biblical being that cannot be
dispute with. This sequence is an introduction to/foreshadows the power

imbalance between the two genders that is depicted throughout the film.

Timbuktu is a film that depicts the Jihadist occupation of Mali in a raw and
honest form. Sissako focuses on how the citizens of Mali have been affected
by the Jihadists and specifically their mistreatment of women as they force
they strictly attempt to repress their dress codes, marriage agecy and any
form of self or artistic expression. Sissako's portrayel of the muslim women
challenging the Jihadists customs is both chilling and tragic as well as
humourous, for the women who reject and confront the Jihadists rules
emphasise the stupidity of their customs in the first place. For example, the
scene wherein the woman who sells fish is stood by her stall wearing gloves
arguing with the Jihadists, complaining that she cannot sell fish wearing
gloves, enhances the nonsenscity of the Jihadists rule as the imagery of fish

being served with gloves is unnatural.

In the opening sequence of Timbuktu, we are granted with the imagery of the

Jihadists violently shooting cultural African fertility statues. Fertility statues are






sacred relics that were made to celebrate the female form - something that
contradicts with the Jihadists custom of covering the female body. The
imagery of the destruction of such statues could be used as a visual
metaphor for the destruction and dismantling of the muslim women's agency
and freedom and the aggressive shooting of these sculptures that resemble
the female form could symbolise the vioilent nature the women of Mali are

subjected to.

The Jihadists are male islamic extremists whose interests constantly
contradict. The Jihadists reject football, music, smoking and other forms of
western pleasure, but are seen talking about football teams and are obsessed
with modern technology such as mobile phones and cameras. Abdelkarim the
main Jihadist in Timbuktu features in a sequence wherein he is driven to an
isolated area of desert hills only to smoke a cigarette in secrecy from his
fellow Jihadist, he also attempts to pursue Satima, Kidanes wife. From these
scene we can understand the Jihadists themselves cannot remain consistent

with their own rules.

Zabou is a woman in Timbuktu who is able to be exempt fromt he Jihadists
dress code rules. Her characters creative expression borders between artistry
and insanity, thus causing her to be labelled as the village 'loon', which the
Jihadists do not take seriously nor bother reinforcing their values onto her - as
though she is an animal they cannot ‘tame’. Because of this, Zabou's attire is
of a vibrant and colourful palette in contrast to the earthy and beige setting of
the rest of the environment. She undeniably stands out from the crowd and

because of this, her character exists a symbol of hope for the women in Mali,






for both freedom and self expression.

In conclusion gender is an origin for conflict within both films and this is

presented visually through the use of mise-en-scene and visual metaphors.











Section A: Global film (two-film study)

1.1 Explore how representations of gender are constructed visually to create meaning in one or more key sequences from each of the films
you have studied. [40]

AO1 (20 marks)
Demonstrate knowledge

AO2 (20 marks)
Apply knowledge and

gender in chosen films.

ways in which filmmakers
construct these visually
to create meaning.

Band and understanding of understanding of elements AMPLIFICATION
elements of film of film to analyse films
17-20 marks 17-20 marks Responses may demonstrate a sophisticated knowledge and
e Excellent demonstration Excellent application of understanding of gender representations and how these are
of knowledge and knowledge and constructed visually to create meaning.
understanding of how understanding of how Responses will offer a lively, complex and enriching discussion
representations of representations of of the visual construction of gender representations and how
gender are constructed gender are constructed these constructions create meaning.
visually to create ViSU&'_'Y to create Responses may focus on excellently chosen examples of gender
meaning. meaning. representations and support the argument very persuasively.
e Excellent overall Uses points to develop Excellent knowledge will be underpinned by accurate use of
knowledge and an excellent exploration terminology.
understanding of of gender There will be an excellent focus on the ‘create meaning’ aspect
. representations of representations and the of the question.

The importance of meanings will be explicitly related to visual
constructions of gender in an insightful and, often, novel manner
which shows independent thinking and personalisation.
Knowledge of the film, and any relevant contexts, will be
detailed, highly secure and comprehensive.

Writing will be fluent, well-structured and show mature
confidence in expression as well as close engagement with the
guestion.

Responses that show some very good examples of knowledge
and understanding or application of knowledge and understand
in, otherwise, ‘good’ responses can be placed in lower band 5 to
reflect this.

© WJEC CBAC Ltd.






13-16 marks
Good knowledge and
understanding of how
representations of
gender are constructed
visually to create
meaning.

Good overall knowledge
and understanding of
representations of
gender in chosen films.

13-16 marks
Good application of
knowledge and
understanding of how
representations of
gender are constructed
visually to create
meaning.

Uses points to develop a
good exploration of
gender representations
and the ways in which
filmmakers construct
these visually to create
meaning.

Responses to the question will be relevant and examples to
support the response will be carefully chosen

There will be clear and well-structured expression in responding
to the question set.

There will be a clear understanding of how visual constructions
(e.g. mise-en-sceéne, lighting, cinematography and performance)
of gender representations create meaning.

A good knowledge of the films with detailed filmic references

A good focus on the ‘create meaning’ aspect of the question

9-12 marks
Satisfactory knowledge
and understanding of
how representations of
gender are constructed
visually to create
meaning.

Satisfactory overall
knowledge and
understanding of
representations of
gender in chosen films.

9-12 marks
Satisfactory application
of knowledge
understanding of how
representations of
gender are constructed
visually to create
meaning.

Uses points to develop a
satisfactory exploration
of gender
representations and the
ways in which filmmakers
construct these visually
to create meaning.

There will be some relevant knowledge and understanding of
how gender representations are constructed visually to create
meaning.

Some linking of gender representations and meanings.

Accurate descriptive detail of how gender representations are
constructed.

Candidates will consider how visual constructions of gender may
create meanings by close reference sequences from the films.
Responses are likely to consider both films equally with
satisfactory application of knowledge and understanding shown.
Some responses may show good application of knowledge and
understanding on one film but be incomplete or less than
satisfactory on the second film.

Responses at the lower end of band 3 may be less than
satisfactory in AO1 or AO2 but will show some knowledge and
understanding or application that goes beyond a basic response.

© WJEC CBAC Ltd.






5-8 marks
Basic knowledge and
understanding how
representations of
gender are constructed
visually to create

meaning in chosen films.

5-8 marks
Basic application of
knowledge and
understanding of how
representations of
gender are constructed
visually to create

Some consideration of how gender representations are created
visually.

Candidates may state gender representations are constructed
with some relevant filmic references, although these will be less-
developed than higher bands and may be generalised and/or
descriptive.

Knowledge may be demonstrated in disconnected points rather

Very limited overall
knowledge and
understanding of the
representations of
gender in chosen films.

Uses points to develop a
very limited statement on
gender representations
and the ways in which
filmmakers construct
these visually to create
meaning.

2 Basic overall knowledge meaning. than continuous writing.
and understanding of Uses points to develop a Points will tend to be stated rather than discussed and there is
representations of basic exploration of likely to be much more focus on one film rather than two.
gender in chosen films. gender representations Responses may be unfinished or undeveloped overall.
and the ways in which Reponses may contain some inaccuracies and insecure
filmmakers construct knowledge.
these visually to create
meaning.
1-4 marks 1-4 marks Limited response and probably very brief.
Very limited knowledge Very limited application There will be little or no consideration of the films’ meanings
and understanding of of knowledge and how Likely to be haphazard points made and not focused on the
how gender representations of question.
representations are gender are constructed Minimal evidence of knowledge shown and probably no
constructed visually to visually to create application of knowledge to explore how gender representations
1 create meaning. meaning. are constructed visually to create meaning

No response attempted or no response worthy of credit.

0 marks

© WJEC CBAC Ltd.






Question 1.1: Indicative content

If only one film is considered, allocate the band that qualitatively describes the response (which may be within any of the five bands). The mark
must then be divided by two.

RUBRIC INFRINGEMENTS
See separate rubric infringements list
GENERALISED INDICATIVE CONTENT

o Filmic representation will be clearly understood, even if this understanding is communicated implicitly: that gender representations are
constructs, dependent on processes of selection and construction.

¢ Candidates may refer to the gender representations of specific key characters in each film.

¢ Candidates may focus on one or two key sequences in each film to explore in detail how gender representations are constructed visually.
e |tis sufficient to select one example of gender representation (e.g. femininity or masculinity) from each film.

¢ Candidates may focus on specific visual aspects of film form such as mise-en-scéne, lighting and/or cinematography.

e There is no requirement to compare the two films.

¢ Candidates should address the ‘create meaning’ aspect of the question. They may link the visual construction of gender representations to
the films’ messages.

© WJEC CBAC Ltd. 5
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Assertive point in relation to gender in the film's narrative.
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1.4

Mustang (2015) directed by Erguven is the story of five sisters and their
escalating loss of freedom and innocence as they unwillingly take part in their
traditional families arranged marriages. The film was praised for its raw
depiction of the oppression women in Turkey face due to the socio-political
state of the country that cause for womens rights to be intervened by the
patriarchy and religious beliefs. Timbuktu (2014) is directed by Sissako and is
a complex tragedy that explores life in the northern desert of Mali and the

Jihadist occupation. This essay will explore how gender is represented Knolvledge of

‘ ; : film fontexts
visually in both films.

From the opening scene in Mustang, the five sisters, Lale, Ece, Nur, Selma
and Sonay exhibit a strong sense of sisterhood. Their hair is dark and long,
similiar to that of a Mustangs mane (a wild horse that cannot be tamed and

thrives on the freedom of its natural environment). This imagery juxtaposed

Sophisticaged
knowledgdq of gender

either tied back or covered - creates a contrast in the youth and the older representgtion.

against the older women we have seen amongst the village - whose hair is




Knowledge of film contexts



Sophisticated knowledge of gender representation. 





generation of women. The grandmother herself is a conflicting character,
whose morals and intentions seem ambiguous throughout the course of
Mustang. From the very first sequence we are introduced to her character,
we are given the imagery of her beating her own grandchildren as
punishment for swimming in the sea with boys, despite her brutal nature we
can also sense as though there is a layer of sympathy the grandmother has
for the sisters - as though she has grasped an understanding of the dangers
of the men in her household, specifically Uncle Erol. This can be shown within
the sequence wherein she notices the sisters on the television at the football
match, as she immeditately rushes to prevent Uncle Erol and the other men
in the house from spotting them from what we can only believe is with the
intent of protecting the safety of her granddaughters. Visually, this could
communicate that the grandmother is a representation of the
intergenerational trauma that the women in the household and in general
have had to face at the hands of men - for she forsees that uncle Erol will
have had an extreme reaction to the situation which has caused her to go to
extreme lengths to hide it from him. Perhaps the grandmother identifies with
the youth and innocence of the sisters whilst still conforming to the strict rules

of her son, Erol, who she herself seems to be afraid of.

The apple picking scene in the beginning of Mustang perfectly represents
how gender is displayed as a source of conflict throughout the film. So far the
film has remained light hearted as the girls pick fruit from the trees, however,
the tone is shifted when the sisters are interrupted by the image of the barrel

of a gun held by a man. Universally, the gun has been percieved as a phallic

Excellent knowlg
underpinned by
use of terminolo

dge
accurate
Jy.




Excellent knowledge underpinned by accurate use of terminology.





symbol. The gun is an oppressor, a feared item and this concept alone
mirrors how the men in Mustang are percieved. The religious connotations of
the mise-en-scene (for example, the garden of eden and Eve eating the
forbidden fruit before being banished by God) enhances the visual display of
the gender roles. The figure that represents the omniscient and omnipotent
for of God himself is that of an image of a man with a gun. This alone
communicates the inferiority of the girls power as they are under the wing and
threatened by a figure that is in the position of an biblical being that cannot be
dispute with. This sequence is an introduction to/foreshadows the power

imbalance between the two genders that is depicted throughout the film.

Timbuktu is a film that depicts the Jihadist occupation of Mali in a raw and
honest form. Sissako focuses on how the citizens of Mali have been affected
by the Jihadists and specifically their mistreatment of women as they force
they strictly attempt to repress their dress codes, marriage agecy and any
form of self or artistic expression. Sissako's portrayel of the muslim women
challenging the Jihadists customs is both chilling and tragic as well as
humourous, for the women who reject and confront the Jihadists rules
emphasise the stupidity of their customs in the first place. For example, the
scene wherein the woman who sells fish is stood by her stall wearing gloves
arguing with the Jihadists, complaining that she cannot sell fish wearing
gloves, enhances the nonsenscity of the Jihadists rule as the imagery of fish

being served with gloves is unnatural.

In the opening sequence of Timbuktu, we are granted with the imagery of the

Jihadists violently shooting cultural African fertility statues. Fertility statues are

Response fq
well-chosen
to discuss tl
construction

bcuses on
sequence
e visual

of gender.




Response focuses on well-chosen sequence to discuss the visual construction of gender.





sacred relics that were made to celebrate the female form - something that
contradicts with the Jihadists custom of covering the female body. The
imagery of the destruction of such statues could be used as a visual
metaphor for the destruction and dismantling of the muslim women's agency
and freedom and the aggressive shooting of these sculptures that resemble
the female form could symbolise the vioilent nature the women of Mali are

subjected to.

The Jihadists are male islamic extremists whose interests constantly
contradict. The Jihadists reject football, music, smoking and other forms of
western pleasure, but are seen talking about football teams and are obsessed
with modern technology such as mobile phones and cameras. Abdelkarim the
main Jihadist in Timbuktu features in a sequence wherein he is driven to an
isolated area of desert hills only to smoke a cigarette in secrecy from his
fellow Jihadist, he also attempts to pursue Satima, Kidanes wife. From these
scene we can understand the Jihadists themselves cannot remain consistent

with their own rules.

Zabou is a woman in Timbuktu who is able to be exempt fromt he Jihadists
dress code rules. Her characters creative expression borders between artistry
and insanity, thus causing her to be labelled as the village 'loon', which the
Jihadists do not take seriously nor bother reinforcing their values onto her - as

though she is an animal they cannot ‘tame’. Because of this, Zabou's attire is

Excellent
exploratig
gender

represen
construct
to create
contextug

n of how

ations are
ed visually
wider

1| meaning.

of a vibrant and colourful palette in contrast to the earthy and beige setting of Knowledge of film and
characters demonstrates
insightful and independent

the rest of the environment. She undeniably stands out from the crowd and

because of this, her character exists a symbol of hope for the women in Mali,

thinking.




Excellent exploration of how gender representations are constructed visually to create wider contextual meaning.



Knowledge of film and characters demonstrates insightful and independent thinking.






for both freedom and self expression.

In conclusion gender is an origin for conflict within both films and this is

presented visually through the use of mise-en-scene and visual metaphors.











Section A: Global film (two-film study)

Answer on one film from group 1 and one film from group 2.

Group 1: European film Group 2: Global film outside Europe

. Life is Beautiful (Benigni, Italy, 1997)

. Pan’s Labyrinth (Del Toro, Spain, 2006) City of God (Mereilles, Brazil, 2002)

. The Diving Bell and the Butterfly House of Flying Daggers (Zhang,
(Schnabel, France, 2007) China, 2004)

. Ida (Pawlikowski, Poland, 2013) Timbuktu (Sissako, Mauritania, 2014)

. Mustang (Erglven, France/Turkey, 2015) Wild Tales (Szifrén, Argentina, 2014)

. Victoria (Schipper, Germany, 2015) Taxi Tehran (Panahi, Iran, 2015)

Dil Se (Ratnam, India, 1998)

Either,

|III| Explore how representations of gender are constructed visually to create meaning in
one or more key sequences from each of the films you have studied. [40]

© WJEC CBAC Ltd. (A670U20-1)
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1. Discuss how the films you have studied explore the political and social contexts of

their settings.

Both City of God (Meirelles, Brazil, 2002) (COG) and Mustang (Erguven, Turkey, 2015), are
heavily influenced by the social and political climates of their respective countries and
societies. In City of God, Meirelles explores the machismo culture of the favelas, exploring
the correlation between idolisation of hyper-masculine, violent behaviour, with the rise of
gun violence in Brazil. Meirelles also commentates on the impact of military control and
police corruption in Brazil. In Mustang, Erguven explores the issue of domestic violence in
Turkey, as she is influenced by the conservatism of Turkey particularly with regards to the
issue of women’s rights. She also examines the political issue of the rising secularisation of

Turkish cities, as opposed to the strict religious influence in rural Turkey.

The opening sequence of COG explores the socio-political impact of millitary control on
Brazil during the 1970s, when the film is set. During the opening sequence, Meirelles creates
a binary opposition which communicates the violence of the present, contrasted with the
comparitive peace of the past. A kuleshov effect is utilised as the film begins, in order to
create an atmosphere of confusion and fear, suggesting that this is the experience of living
in the frenetic and dangerous favelas, close ups of the face of a frightened chicken alongside
a knife being sharpened with hyper-diegetic sound effects, and close-ups of gang leader Lil
Ze's unhinged facial expressions all help to create this violent environment. This atmosphere
is continued through the idea of freedom that the chicken represents, being desperate to fly
and escape, without ever succeeding. When Rocket, who is positioned as somewhat

parrallel to the chicken in his inability to escape, is caught between the gang and the police,






both sides equally dangerous and threatening, the key themes of entrappment and
oppression as a result of an unjust democratic system, emerge. The binary opposition in the
uniformed costume of the police when compared with the messy and heteronomous image
of the gangs suggests that the gangs are almost powerless in attempting to combat the
institutional corruption of the police in Rio, who, due to the dissolussion of human rights in
Brazil, which were suspended due to the dictatorship which began in the late 1960s, were
capable of extreme violence and abuse.The tagline of the film, “If you stay, they get you, if
you run, they get you too.”, spoken by Rocket in this scene, perfectly encapsulates the
inescapable and oppressive atmosphere of 1970’s Rio, before immediately creating a
juxtaposition between the 1970s era, and the 1960s. The 1960s, or Rocket’s childhood, is
presented as idyllic, through framing which contrasts the superiority of Lil’ Ze in the 1970s,
who is depicted through low angle shots, wheras in the 1960s, all characters are framed
together, communicating equality and a lack of gang dominance. The characters all wear
white, costuming which emphasizes their innocence and youth, which has not yet been
corrupted by the violence of the present, clearly influenced by the lack of extreme violence
during Goulart’s presidency, the last left-wing president of Brazil before the country
embarked on a series of millitary dictatorships and conservative governments as a
consequence of Goulart’s unlawful impeachment. Finallly, the warm golden colour filters of
the 1960s cinematography contrast with the harsh, cool shades of the 1970s, seeming to
convey the cold and ruthless violence of the present, alongside the idealised comfort of the

past. Overall, Meirelles utilises the opening scene of COG in order to comment on the






violence of 1970s Brazil, as he explores the consequences of the corruption of the Brazillian

government, such as the resulting gang violence and police oppression in the favelas.

In COG, the social contexts surrounding gender are explored through the ‘Introduction to
the Tender Trio’ sequence, which explores the idealization of hyper-masculine culture,
known as the ‘Machismo culture’, wherein men are expected to be dominant, violent,
confident, and generally adhere to strict rules of gender normativity. The masculine image
of the Tender Trio is glorified through Rocket’s introduction — not only do the characters
exist in the past, in a progressive version of 1960s Rio, which Rocket percieves as a time of
prosperity, as aforementioned, but costume is also used to explore the heroic archetype
Rocket has ascribed to the vision of masculinity the Tender Trio represent. The Trio are
dressed in light colours, white and cream, which immediately signify them as the “good
guys”, but perhaps more crucially, it is their unbuttoned shirts which are used to convey a
kind of egotistical confidence, presenting their characters as a superficially attractive and
aspirational. The Trio are all similarly muscular and swaggering, this combination of costume
and performance heightening their representation as the paragon of masculinity in Rocket’s
mind. The arrogant performance of the Tender Trio is emphasized through use of freeze
frames to introduce each of them —in each shot they are framed above the younger boys
who aspire to be more like them, emphasizing the superiority of hyper-masculinity in
Brazillian culture. Furthermore, the Trio seem to be intrinsically related to their guns, the
phallic symbol of violence representing their dominance as a violent gang within the favelas.
This representation of the glorification of violence is heightened by the freeze frame of the

bullet passing through the football after it has been shot, the football signifying boyhood






and youth, and the bullet foreshadowing the gang violence which ultimately ends the
childhoods of each of these younger characters, as seen through the narrative of Lil’ Ze, who
began by idolising the Tender Trio, and eventually becomes a gang boss himself, before
dying to gun violence. Meirelles seems to be commenting on the impact of hyper-masculine
machismo culture on the youth of the favelas, as the children who aspire towards the ideals
of strength and power which they believe are best expressed through violent crime, are
killed by gun violence, which is the highest cause of death for adolescent males in Rio.
Overall, it seems that Meirelles was heavily influenced by machismo culture, which is
pervasive in Brazil and 80% of the nation’s female population agree is an issue, and the gun

crime which the idealisation of this violence has promoted.

Through the opening sequence of Mustang, Erguven explores and mourns the childhoods of
Turkish girls, which are stolen from them by the oppressive patriarchal values which are still
pervasive in present-day Turkey. The scene begins with the girls at school, immediately
establishing the freedom the sisters still have at the beginning of the film, to be educated,
communicating Erguven’s nuanced portrayal of Turkey through her acknowledgement of
the varied experiences of young women in Turkey, many of whom are able to attend school.
The individualilty of the sisters is also communicated through costume, each unform varying
slightly to empasize their avoidance of conformity. Furthermore, the natural setting which
the sisters enter as the scene progresses, symbolises their open futures, the optimistic
imagery of the blue sky and wide ocean connoting their freedom and opportunity. The wide-
angle shots of this sequence also seem to communicate this same image of freedom and

openness. Additionally, the youth of the sisters at this point of the film is emphasized by






their childish, sisterly performance, laughing and shreiking as they play with their male
classmates in the ocean, all framed equally as if to suggest that the oppressive gender
normativity of adulthood has not yet seperated or subjugated them. However, the wide-
angle shots and the idyllic soundtrack of this scene also seem to possess the dual meaning
of surveillance, perhaps as Erguven is attempting to explore the oppressive and controlling
judgement of such a small, isolated and rural town in Turkey. The sense that the sisters are
being watched is also emphasized by the voyeuristic nature of the handheld camera, which
almost seems to stalk them, suggesting that their freedom may not be all that it seems. This
is confirmed by the binary opposition of freedom and oppression when the sisters enter
their home and are immediately enshrouded in darkness. When their grandmother is
insinuated to be beating the eldest sisters as punishment for their supposedly “sexual
behaviour”, the closed door she does so behind, and the sparing cinematography of this
scene seem to explore the clandestine issue of domestic violence in Turkey. Erguven utilises
these symbols to suggest that the cycle of violence against women in Turkey is perpetuated
by the silence these women are forced into by shame, when around 86% of Turkish women
report having experienced some form of domestic violence in their lives. Overall, through
the binary opposition Erguven creates between freedom and oppression, she is exploring
the speed with which the lives of young women in Turkey can be irreversably altered by the
loss of their childhoods at an early age, having their youth stolen from them by cruel

allegations of promescuity, and the violence intended to keep them silent.

In Mustang, contexts surrounding politics and gender are increasingly intertwined, as

women'’s rights are a controversial subject within Turkish politics, due to the conservative






majority, and their extremely right-wing president, President Ergodan. Therefore, the
closing sequence of Mustang commentates on both the political issues of rising
secularisation in Turkey, and the social impact this has on the rights of women and girls in
Turkey. The closing sequence seems to comment not only on the lives lost to domestic
violence in Turkey, through the non-linear flashbacks of Lale’s last memories with Ece
before her death, but also on the change which is ongoing in Turkey surrounding women'’s
liberation. While Lale is conscious of the freedom her sister (and the around 400 women
killed by domestic violence in Turkey the year of the film’s release in 2015 will never see, as
communicated by the almost angelic flashbacks, which are bathed in warm light, the fast-
paced movement of this scene, partially through the literal movement of the bus seeming
almost heightened, Lale is accellerating into the future of not only herself, but of Turkey. An
optimistic soundtrack also seems to communicate what appears to be a message of hope
from director Erguven, suggesting that change is and will happen in Turkey, as a result of the
new, secular generation. The closing sequence of Mustang creates a stark binary opposition
between the lives of women living in rural Turkey, as opposed to in Istanbul, where the film
concludes. Istanbul symbolises the freedom Lale and Nur find at the end of the film,
conveyed through the wide angle lense which mimics the freedom of the opening sequence,
before the sisters were confined by the strict gender norms of their culture. Furthermore,
the costume of the women the sisters interact with in Istanbul is in extreme contrast to the
conservative, religious costume of the women in the village where the two girls are coming
from, women are dressed in westernised clothing, with no obvious concern for modesty.

This reflects the rejection of the strict gender normativity in cities like Istanbul, an






increasingly secular city which seems to reject the President Ergodan’s message that women
should be “modest”and “blushing”, as he is heard to claim on the radio, earlier in the film.
Overall, the closing scene of Mustang seems to hope and support a changing vision of
Turkey, wherein women will be free to live beyond the confines of their traditional roles, if
they so choose, and the younger generation represented by Lale, and Nur will deconstruct

the violent patriarchal values of the shrinking conservative majority in Turkey.

To conclude, both directors place intense emphasis on the political and social contexts of
their respective cultures, both City of God and Mustang are extremely informed by context,
and this is evident in the exploration of relevant contextual factors by each director.
Whether it be exposing corruption of police or corruption of childhood innocence, or the
violence within the hegemonic ideologies of both Brazil and Turkey, wherein toxic
masculinity and domestic violence are pervasive social issues, and corruption within

democracy and politics results in violence throughout both nations.











1.2 Discuss how the films you have studied explore the political and social contexts of their settings. [40]

Band

AOL1 (20 marks)

Demonstrate knowledge

and understanding of
elements of film

AO2 (20 marks)
Apply knowledge and

understanding of elements

of film to analyse films

AMPLIFICATION

17-20 marks
Excellent demonstration
of knowledge and
understanding of how
films explore the political
and social contexts of
their settings.

Excellent overall
knowledge and
understanding of chosen
films and their contexts.

17-20 marks
Excellent application of
knowledge and
understanding of how

films explore the political

and social contexts of
their settings.

Uses points to develop
an excellent discussion
of how the films explore
the political and social

contexts of their settings.

Responses may demonstrate a sophisticated knowledge and
understanding of how the films explore social and political
contexts of their settings in complex and interesting ways.

They will offer a lively and enriching discussion of relevant social
and political contexts.

Responses will refer to excellently chosen and detailed examples
from films and use relevant film terminology.

Responses will explore contexts in ways which shows
independent thinking and personalisation.

Knowledge of the films and relevant contexts will be detailed,
highly secure and comprehensive.

Writing will be fluent, well-structured and show mature
confidence in expression as well as close engagement with the
guestion.

Responses that show some very good examples of knowledge
and understanding or application of knowledge and understand
in, otherwise, ‘good’ responses can be placed in lower band 5 to
reflect this.

© WJEC CBAC Ltd.






13-16 marks
Good demonstration of
knowledge and
understanding of how
films explore the political
and social contexts of
their settings.
Good overall knowledge
and understanding of
chosen films and their
contexts.

13-16 marks
Good application of
knowledge and
understanding of how
films explore the political
and social contexts of
their settings.
Uses points to develop a
good discussion of how
the films explore the
political and social
contexts of the places in
which they are set.

Responses to the question will be relevant and examples to
support the response will be carefully chosen

There will be clear and well-structured expression in responding
to the question set.

There will be a clear understanding of how the films explore the
social and political contexts of the places in which they are set.
A good knowledge of the films’ contexts with detailed filmic
references.

9-12 marks
Satisfactory
demonstration of
knowledge and
understanding of how
films explore the political
and social contexts of
their settings.
Satisfactory overall
knowledge and
understanding of chosen
films and their contexts.

9-12 marks
Satisfactory application
of knowledge and
understanding of how
films explore the political
and social contexts of
their settings.

Uses points to develop a
satisfactory discussion of
how the films explore the
political and social

contexts of their settings.

There will be some relevant knowledge and understanding the
films’ social and political contexts.

Some sense of how the films’ explore their contexts.

Accurate descriptive detail of the films and their contexts.
Candidates may make close reference sequences from the films
although these may be slightly descriptive.

Responses are likely to consider both films equally with
satisfactory application of knowledge and understanding shown.
Responses at the lower end of band 3 may be less than
satisfactory in AO1 or AO2 but will show some knowledge and
understanding or application of it that goes beyond a basic
response.

© WJEC CBAC Ltd.






5-8 marks
Basic demonstration of
knowledge and
understanding of how
films explore the political
and social contexts of
their settings.

5-8 marks
Basic application of
knowledge and
understanding of how
films explore the political
and social contexts of
their settings.

Some consideration of how the films explore social and political
contexts.

Candidates may refer to key sequences or moments, although
these will be less-developed than higher bands and may be
generalised and/or descriptive.

Responses are likely to be undeveloped and lack substance but
there will be some attempt to form a response to the question.

and social contexts of
their settings.

Very limited overall
knowledge and
understanding of chosen
films and their contexts.

their settings.

Uses points to develop a
very limited statement on
the films’ social and
political contexts.

2 Basic overall knowledge Uses points to develop a Knowledge may be demonstrated in disconnected points rather
and understanding of basic discussion of how than continuous writing.
chosen films and their the films explore the Points will tend to be stated rather than discussed and there is
contexts. political and social likely to be much more focus on one film rather than two.
contexts of their settings. Responses may be unfinished or undeveloped overall.
Reponses may contain some inaccuracies and insecure
knowledge.
1-4 marks 1-4 marks Limited response and probably very brief.
Very limited Very limited application There will be little understanding of social and political contexts
demonstration of of knowledge and Likely to be haphazard points made and not focused on the
knowledge and understanding of how question.
understanding of how films explore the political Minimal evidence of knowledge shown and probably no
1 films explore the political and social contexts of application of knowledge to discuss how the films explore

contexts.

No response attempted or no response worthy of credit.

0 marks

© WJEC CBAC Ltd.






Question 1.2: Indicative content

If only one film is considered, allocate the band that qualitatively describes the response (which may be within any of the five bands). The mark
must then be divided by two.

RUBRIC INFRINGEMENTS
See separate rubric infringements list
GENERALISED INDICATIVE CONTENT

e ‘Settings’ may be interpreted by time period, era, place or any other relevant interpretation by the candidate.

¢ Candidates may choose to give more weighting to either social or political contexts depending of the film they have studied. However, in
most cases, social and political contexts will be linked, as candidates discuss how the politics of particular places are intertwined with social
contexts.

o Examiners should be open to any relevant and valid social and political contexts student choose to explore.

¢ Candidates may discuss how contexts are explored in variety of ways. Some candidates may focus on how contexts are explored through
film form and/or aesthetics and/or representations and/or messages and values.

e Places can include countries, regions, cities, towns and villages or even very specific places (e.g. the concentration camp in Life is
Beautiful) Candidates may discuss more than one place within a country or region, depending on the films they have studied. For instance,
candidates who have studied Mustang may discuss the political and social contexts of the rural coastal town and the capital city of Istanbul
in Turkey.

e There is no requirement to compare the two films.

© WJEC CBAC Ltd. 9
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Relevant example of how film explores context.



Satisfactory application of social contexts.
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1. Discuss how the films you have studied explore the political and social contexts of

their settings.

Both City of God (Meirelles, Brazil, 2002) (COG) and Mustang (Erguven, Turkey, 2015), are
heavily influenced by the social and political climates of their respective countries and
societies. In City of God, Meirelles explores the machismo culture of the favelas, exploring
the correlation between idolisation of hyper-masculine, violent behaviour, with the rise of
gun violence in Brazil. Meirelles also commentates on the impact of military control and
police corruption in Brazil. In Mustang, Erguven explores the issue of domestic violence in
Turkey, as she is influenced by the conservatism of Turkey particularly with regards to the
issue of women’s rights. She also examines the political issue of the rising secularisation of

Turkish cities, as opposed to the strict religious influence in rural Turkey. Good contextual framework

The opening sequence of COG explores the socio-political impact of millitary control on

Brazil during the 1970s, when the film is set. During the opening sequence, Meirelles creates
a binary opposition which communicates the violence of the present, contrasted with the
comparitive peace of the past. A kuleshov effect is utilised as the film begins, in order to
create an atmosphere of confusion and fear, suggesting that this is the experience of living
in the frenetic and dangerous favelas, close ups of the face of a frightened chicken alongside
Relevant subject
a knife being sharpened with hyper-diegetic sound effects, and close-ups of gang leader Lil specific terminology
Ze's unhinged facial expressions all help to create this violent environment. This atmosphere
is continued through the idea of freedom that the chicken represents, being desperate to fly

and escape, without ever succeeding. When Rocket, who is positioned as somewhat

parrallel to the chicken in his inability to escape, is caught between the gang and the police,




Good contextual framework



Relevant subject specific terminology 






both sides equally dangerous and threatening, the key themes of entrappment and
oppression as a result of an unjust democratic system, emerge. The binary opposition in the
uniformed costume of the police when compared with the messy and heteronomous image
of the gangs suggests that the gangs are almost powerless in attempting to combat the
institutional corruption of the police in Rio, who, due to the dissolussion of human rights in
Brazil, which were suspended due to the dictatorship which began in the late 1960s, were
capable of extreme violence and abuse.The tagline of the film, “If you stay, they get you, if
you run, they get you too.”, spoken by Rocket in this scene, perfectly encapsulates the
inescapable and oppressive atmosphere of 1970’s Rio, before immediately creating a
juxtaposition between the 1970s era, and the 1960s. The 1960s, or Rocket’s childhood, is
presented as idyllic, through framing which contrasts the superiority of Lil’ Ze in the 1970s,
who is depicted through low angle shots, wheras in the 1960s, all characters are framed
together, communicating equality and a lack of gang dominance. The characters all wear
white, costuming which emphasizes their innocence and youth, which has not yet been
corrupted by the violence of the present, clearly influenced by the lack of extreme violence
during Goulart’s presidency, the last left-wing president of Brazil before the country
embarked on a series of millitary dictatorships and conservative governments as a
consequence of Goulart’s unlawful impeachment. Finallly, the warm golden colour filters of
the 1960s cinematography contrast with the harsh, cool shades of the 1970s, seeming to
convey the cold and ruthless violence of the present, alongside the idealised comfort of the

past. Overall, Meirelles utilises the opening scene of COG in order to comment on the
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Sophisticated knowledge of sequences, confidence in expression.



Excellent overall knowledge of political contexts related back to sequences.





violence of 1970s Brazil, as he explores the consequences of the corruption of the Brazillian

government, such as the resulting gang violence and police oppression in the favelas.

In COG, the social contexts surrounding gender are explored through the ‘Introduction to
the Tender Trio’ sequence, which explores the idealization of hyper-masculine culture,
known as the ‘Machismo culture’, wherein men are expected to be dominant, violent,
confident, and generally adhere to strict rules of gender normativity. The masculine image
of the Tender Trio is glorified through Rocket’s introduction — not only do the characters
exist in the past, in a progressive version of 1960s Rio, which Rocket percieves as a time of
prosperity, as aforementioned, but costume is also used to explore the heroic archetype
Rocket has ascribed to the vision of masculinity the Tender Trio represent. The Trio are
dressed in light colours, white and cream, which immediately signify them as the “good
guys”, but perhaps more crucially, it is their unbuttoned shirts which are used to convey a
kind of egotistical confidence, presenting their characters as a superficially attractive and
aspirational. The Trio are all similarly muscular and swaggering, this combination of costume
and performance heightening their representation as the paragon of masculinity in Rocket’s
mind. The arrogant performance of the Tender Trio is emphasized through use of freeze
frames to introduce each of them —in each shot they are framed above the younger boys
who aspire to be more like them, emphasizing the superiority of hyper-masculinity in
Brazillian culture. Furthermore, the Trio seem to be intrinsically related to their guns, the
phallic symbol of violence representing their dominance as a violent gang within the favelas.
This representation of the glorification of violence is heightened by the freeze frame of the

bullet passing through the football after it has been shot, the football signifying boyhood
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Character discussion framed within social and political context.




Excellently chosen and detailed sequences





and youth, and the bullet foreshadowing the gang violence which ultimately ends the
childhoods of each of these younger characters, as seen through the narrative of Lil’ Ze, who
began by idolising the Tender Trio, and eventually becomes a gang boss himself, before
dying to gun violence. Meirelles seems to be commenting on the impact of hyper-masculine
machismo culture on the youth of the favelas, as the children who aspire towards the ideals
of strength and power which they believe are best expressed through violent crime, are
killed by gun violence, which is the highest cause of death for adolescent males in Rio.
Overall, it seems that Meirelles was heavily influenced by machismo culture, which is
pervasive in Brazil and 80% of the nation’s female population agree is an issue, and the gun

crime which the idealisation of this violence has promoted.

Through the opening sequence of Mustang, Erguven explores and mourns the childhoods of
Turkish girls, which are stolen from them by the oppressive patriarchal values which are still
pervasive in present-day Turkey. The scene begins with the girls at school, immediately
establishing the freedom the sisters still have at the beginning of the film, to be educated,
communicating Erguven’s nuanced portrayal of Turkey through her acknowledgement of Lively and ehriching
discussion df relevant
the varied experiences of young women in Turkey, many of whom are able to attend school. social and pplitical
contexts.
The individualilty of the sisters is also communicated through costume, each unform varying
slightly to empasize their avoidance of conformity. Furthermore, the natural setting which

the sisters enter as the scene progresses, symbolises their open futures, the optimistic

imagery of the blue sky and wide ocean connoting their freedom and opportunity. The wide-

angle shots of this sequence also seem to communicate this same image of freedom and
Excellent textual

openness. Additionally, the youth of the sisters at this point of the film is emphasized by examples that
demonstrate
sophisticated
knowledge.




Lively and enriching discussion of relevant social and political contexts.



Excellent textual examples that demonstrate sophisticated knowledge.





their childish, sisterly performance, laughing and shreiking as they play with their male
classmates in the ocean, all framed equally as if to suggest that the oppressive gender
normativity of adulthood has not yet seperated or subjugated them. However, the wide-
angle shots and the idyllic soundtrack of this scene also seem to possess the dual meaning
of surveillance, perhaps as Erguven is attempting to explore the oppressive and controlling
judgement of such a small, isolated and rural town in Turkey. The sense that the sisters are
being watched is also emphasized by the voyeuristic nature of the handheld camera, which
almost seems to stalk them, suggesting that their freedom may not be all that it seems. This

is confirmed by the binary opposition of freedom and oppression when the sisters enter

their home and are immediately enshrouded in darkness. When their grandmother is Knowledge of fhe film is
highly secure ith textual
insinuated to be beating the eldest sisters as punishment for their supposedly “sexual detail outlining
engagement with set
behaviour”, the closed door she does so behind, and the sparing cinematography of this  question.
scene seem to explore the clandestine issue of domestic violence in Turkey. Erguven utilises
these symbols to suggest that the cycle of violence against women in Turkey is perpetuated
by the silence these women are forced into by shame, when around 86% of Turkish women
report having experienced some form of domestic violence in their lives. Overall, through
the binary opposition Erguven creates between freedom and oppression, she is exploring
the speed with which the lives of young women in Turkey can be irreversably altered by the
loss of their childhoods at an early age, having their youth stolen from them by cruel
Clear

allegations of promescuity, and the violence intended to keep them silent. Confident and

expression in \gell
selected sequdnces.

In Mustang, contexts surrounding politics and gender are increasingly intertwined, as

women'’s rights are a controversial subject within Turkish politics, due to the conservative




Knowledge of the film is highly secure with textual detail outlining engagement with set question.




Confident and clear expression in well selected sequences.





majority, and their extremely right-wing president, President Ergodan. Therefore, the
closing sequence of Mustang commentates on both the political issues of rising
secularisation in Turkey, and the social impact this has on the rights of women and girls in
Turkey. The closing sequence seems to comment not only on the lives lost to domestic
violence in Turkey, through the non-linear flashbacks of Lale’s last memories with Ece
before her death, but also on the change which is ongoing in Turkey surrounding women’s
liberation. While Lale is conscious of the freedom her sister (and the around 400 women
killed by domestic violence in Turkey the year of the film’s release in 2015 will never see, as

communicated by the almost angelic flashbacks, which are bathed in warm light, the fast- Relevant subj

ect

specific termifology

paced movement of this scene, partially through the literal movement of the bus seeming ity well-chos

sequences th
almost heightened, Lale is accellerating into the future of not only herself, but of Turkey. An the social and

optimistic soundtrack also seems to communicate what appears to be a message of hope rontexts.
from director Erguven, suggesting that change is and will happen in Turkey, as a result of the

new, secular generation. The closing sequence of Mustang creates a stark binary opposition

between the lives of women living in rural Turkey, as opposed to in Istanbul, where the film
concludes. Istanbul symbolises the freedom Lale and Nur find at the end of the film,

conveyed through the wide angle lense which mimics the freedom of the opening sequence,

before the sisters were confined by the strict gender norms of their culture. Furthermore,

the costume of the women the sisters interact with in Istanbul is in extreme contrast to the
conservative, religious costume of the women in the village where the two girls are coming

from, women are dressed in westernised clothing, with no obvious concern for modesty.

This reflects the rejection of the strict gender normativity in cities like Istanbul, an

en
ht explore
political




Relevant subject specific terminology with well-chosen sequences that explore the social and political contexts.





increasingly secular city which seems to reject the President Ergodan’s message that women
should be “modest”and “blushing”, as he is heard to claim on the radio, earlier in the film.
Overall, the closing scene of Mustang seems to hope and support a changing vision of
Turkey, wherein women will be free to live beyond the confines of their traditional roles, if
they so choose, and the younger generation represented by Lale, and Nur will deconstruct

the violent patriarchal values of the shrinking conservative majority in Turkey.

To conclude, both directors place intense emphasis on the political and social contexts of
their respective cultures, both City of God and Mustang are extremely informed by context,
and this is evident in the exploration of relevant contextual factors by each director.
Whether it be exposing corruption of police or corruption of childhood innocence, or the
violence within the hegemonic ideologies of both Brazil and Turkey, wherein toxic
masculinity and domestic violence are pervasive social issues, and corruption within

democracy and politics results in violence throughout both nations.

Candidate
confidently
discusses through
film form the
representation of a
range relevant
social and political
contexts.

Response demonstrates a
sophisticated knowledge and
understanding of how the films
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Candidate confidently discusses through film form the representation of a range relevant social and political contexts.



Response demonstrates a sophisticated knowledge and understanding of how the films explore 










Section A: Global film (two-film study)

Answer on one film from group 1 and one film from group 2.

Group 1: European film

. Life is Beautiful (Benigni, Italy, 1997)

Group 2: Global film outside Europe

. Pan’s Labyrinth (Del Toro, Spain, 2006)

. The Diving Bell and the Butterfly
(Schnabel, France, 2007)
. Ida (Pawlikowski, Poland, 2013)

. Mustang (Erglven, France/Turkey, 2015)

. Victoria (Schipper, Germany, 2015)

Or,

Dil Se (Ratnam, India, 1998)

City of God (Mereilles, Brazil, 2002)
House of Flying Daggers (Zhang,
China, 2004)

Timbuktu (Sissako, Mauritania, 2014)
Wild Tales (Szifrén, Argentina, 2014)
Taxi Tehran (Panahi, Iran, 2015)

Discuss how the films you have studied explore the political and social contexts of

their settings.

© WJEC CBAC Ltd.
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Section B: Documentary Film

2.1 Explore how film-makers use specific techniques to create an emotional impact. Refer to a key sequence from the film you have
studied.

[20]

AO1 (10 marks)

Demonstrate knowledge

AO2 (10 marks)
Apply knowledge and

knowledge and
understanding of
documentary film.

an excellent exploration
of how film-makers use
specific techniques to
create an emotional
impact in a key
sequence.

Band and understanding of understanding of elements AMPLIFICATION
elements of film of film to analyse films
9-10 marks 9-10 marks Responses may demonstrate a sophisticated knowledge and

Excellent demonstration Excellent application of understanding of how film-makers use specific techniques to
of knowledge and knowledge and create an emotional impact.
understanding of how understanding of how Responses will refer to an excellently chosen and detailed
film-makers use specific film-makers use specific analysis of a key sequence, using relevant film terminology.
techniques to create an techniques to create an Responses will explore the emotional impact of their film in ways
emotional impact. emotional impact. which shows independent thinking and personalisation.

5 Excellent overall Uses points to develop Knowledge of the film and techniques will be confident, detailed,

highly secure and comprehensive.

Writing will be fluent, well-structured and show mature
confidence in expression as well as close engagement with the
guestion.

Responses that show some very good examples of knowledge
and understanding or application of knowledge and understand
in, otherwise, ‘good’ responses can be placed in lower band 5 to
reflect this.

© WJEC CBAC Ltd.
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7-8 marks
Good demonstration of
knowledge and
understanding of how
film-makers use specific
techniques to create an
emotional impact.
Good overall knowledge
and understanding of
documentary film.

7-8 marks
Good application of
knowledge and
understanding of how
film-makers use specific
techniques to create an
emotional impact.
Uses points to develop a
good exploration of how
film-makers use specific
techniques to create an
emotional impact in a key
sequence.

Responses to the question will be relevant and examples to
support the response will be carefully chosen

There will be clear and well-structured expression in responding
to the question set.

There will be a clear understanding of how specific techniques
create an emotional impact.

A good knowledge of specific techniques with detailed analysis
of a relevant key sequence.

5-6 marks
Satisfactory
demonstration of
knowledge and
understanding of how
film-makers use specific
techniques to create an
emotional impact.
Satisfactory overall
knowledge and
understanding of
documentary film.

5-6 marks
Satisfactory application
of knowledge and
understanding of how
film-makers use specific
techniques to create an
emotional impact.

Uses points to develop a
satisfactory exploration
of how film-makers use
specific techniques to
create an emotional
impact in a key
sequence.

There will be some relevant knowledge and understanding of
specific technigues and how these create an emotional impact.
Some sense of how techniques create an emotional impact.
Accurate descriptive detail of the film.

Responses at the lower end of band 3 may be less than
satisfactory in AO1 or AO2 but will show some knowledge and
understanding or application of it that goes beyond a basic
response.

© WJEC CBAC Ltd.
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3-4 marks
Basic demonstration of
knowledge and
understanding of how
film-makers use specific
techniques to create an

3-4 marks
Basic application of
knowledge and
understanding of how
film-makers use specific
techniques to create an

Candidates may refer to a key sequence, although analysis will
be less-developed than higher bands and may be generalised
and/or descriptive.

Responses are likely to be undeveloped and lack substance but
there will be some attempt to form a response to the question.
Knowledge may be demonstrated in disconnected points rather

emotional impact
Very limited overall
knowledge and
understanding of
documentary film.

Uses points to develop a
very limited statement on
how film-makers use
specific techniques to
create an emotional
impact in a key
sequence.

2 emotional impact. emotional impact. than continuous writing.
Basic overall knowledge Uses points to develop a Points will tend to be stated rather than explored.
and understanding of basic exploration of how Responses may be unfinished or undeveloped overall.
documentary film. film-makers use specific Reponses may contain some inaccuracies and insecure
techniques to create an knowledge.
emotional impact in a key
sequence.
1-2 marks 1-2 marks Limited response and probably very brief.
Very limited Very limited application There will be little understanding of relevant techniques
demonstration of of knowledge and Likely to be haphazard points made and not focused on the
knowledge and understanding of how question.
understanding of how film-makers use specific Minimal evidence of knowledge shown and probably no
film-makers use specific techniques to create an application of knowledge to discuss the film’s emotional impact.
1 techniques to create an emotional impact.

No response attempted or no response worthy of credit.

0 marks

© WJEC CBAC Ltd.
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Question 2.1: Indicative content
RUBRIC INFRINGEMENTS

See separate rubric infringements list
GENERALISED INDICATIVE CONTENT

The time available to the candidate will impose inevitable limitations on the level of detail and number of examples that can be presented and
discussed. It is appropriate to see the candidate’s response as an ‘answer’ as opposed to a more fully developed ‘essay’.

o The answer will be informed by a clear if implicit understanding and appreciation of the constructed nature of film, in which filmic techniques
are used to create an emotional impact.

e Candidates should focus in detail on one sequence from their chosen documentary.

¢ Emotional impact may include a range of powerful emotions. This could be the sense of loss and tragedy (e.g. Amy), joy and empowerment
(e.g. Sisters-in-Law). Examiners should be open to any valid powerful emotional impact the candidate chooses to focus on.

e Links between techniques and emotional impact will be explored directly and with a level of detail appropriate to the time available to the
candidate.

e Examiners should be open to the range of valid techniques candidates choose to explore. Candidates may refer to the use of specific
documentary techniques in creating an emotional impact. These may include use of voice over, use of archival footage, captions, etc. They
may also link techniques with modes of documentary (e.g. Observational mode in Sisters-in-Law). Candidates may also refer to use of
techniques associated with fiction film (e.g. the use of fake super 8 footage in Stories we Tell or the impact of actors lip-syncing in The
Arbour).

© WJEC CBAC Ltd. 13
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Awareness of techniques employed and how they create meaning.



Emotional impact of techniques employed.
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Effective discussion of techniques employed.



Knowledge of film and techniques are confident, detailed and secure.



Excellent character and filmic analysis to explore the emotional impact of the sequence and the film as whole.
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Knowledge secure and effectively focused on set question.



Knowledge of films techniques are detailed, confident and comprehensive.
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Writing is fluent, well structured. Answer explores the emotional impact of the film through excellently chosen analysis of key sequences, using relevant terminology.
Excellent overall knowledge and understanding of documentary. 
The answer is informed by a clear implicit understanding of the constructed nature of film










Section B: Documentary film

Answer on one of the following documentary films:

. Sisters in Law (Ayisi/Longinotto, Cameroon/UK, 2005)
. The Arbor (Barnard, UK, 2010)
. Stories We Tell (Polley, Canada, 2012)
. 20,000 Days on Earth (Forsyth/Pollard, UK, 2014)
. Amy (Kapadia, UK, 2015)
Either,

|ZII| Explore how filmmakers use specific techniques to create an emotional impact. Refer
to a key sequence from the film you have studied. [20]
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2.2 - Discuss how the film you have chosen to study supports and challenges
one filmmaker's theory.

Sisters In Law is a 2005 Cameroonian-British documentary film that follows lawyer
Vera Ngassa in her pursuit of justice for marginalised women in rural Cameroonian
communities, directed by Kim Longinotto and Florence Ayisi. The film almost
entirely supports Longinotto’s theory of documentary film, being a collection of
actualities serving to represent the realities of life in rural Cameroon. However, in
places, it does challenge her theory, but those challenges are so miniscule that the
film cannot be considered a violation of that theory itself.

It could be argued that Sisters In Law acts strongly in support with Kim Longinotto’s
theory of documentary filmmaking. When asked, Longinotto has argued that her
films take a fly on the wall (cinema verite) approach where 'nothing is ever set up'.
Furthermore, it has been noted that her films promote the narratives of
marginalised people who are not otherwise provided with a platform, such as
Japanese transgender men in her film Shinjuku Boys or Iranian women in Divorce
Iranian Style. Sisters In Law follows the legal practice of Cameroonian lawyer Vera
Ngassa as she attempts to achieve justice for women in the rural community of
Kumba Town - already, the film supports Longinotto's theory, because it is a
representation of a narrative of an oppressed people who are not otherwise given
the space and time to share their concerns. Additionally, the way in which the film
was made falls in line with the spontaneous 'nothing is ever set up' nature of the
texts Longinotto produced, in that the film was initially meant to be about policing
in Cameroon, but the subject changed when material that better interested the
directors came about; furthermore, the documentary itself has incredibly low
production value, with the camera reacting to circumstance, rather than
artificially constructing a world and narrative. During the courtroom scene where
Ngassa cross-examines a man accused of rape, the camera pans back and forth
between Ngassa and the defending lawyer, moving in order to capture their
conversation - the camera shakes, and the horizon is frequently off, which further
affirms the idea that ‘nothing [has been] set up’, because it is clear that neither
Longinotto nor Ayisi have orchestrated or directed the scene taking place. They do
not know what is going to happen within the courtroom, because they have had no
hand in making it happen.

Throughout the film, it is clear that no attention has been paid to production
value, with the text instead serving as a collection of actualities rather than a
constructed narrative - the ambient sound of computer monitors and overhead
lighting can be heard; false light is created by fluorescents in Ngassa's office, and
when too much light enters the camera apeture through doorways and windows,
the screen momentarily turns white. It is clear from this low production value that
Ayisi and Longinotto were capturing the world of Kumba Town as it was happening,
rather than establishing their own version of Kumba Town through key element
use. Therefore, it is arguable that the film follows Longinotto's theory closely,






because it is a cinema verite piece about the marginalised, where the camera and
director react to capture rather than act to construct the world in which it takes
place.

However, the film is not a perfect representation of Longinotto's theory of
documentary filmmaking. Despite Longinotto seeking to accurately reflect rather
than construct, the language of cinema makes that essentially impossible - during
the scene where Manka informs Ngassa that she has been repeatedly beaten by her
mother, the camera zooms in to show the welts on her back. Whereas Longinotto
primarily uses mid shots in order to capture a sense of realism, and in order to be
able to quickly react to events occurring around her, this is an example of
narrative construction. Through the zoom, Longinotto creates a sense of closeness
and intimacy with Manka by the virtue of the spectator being placed physically
close to her. Furthermore, the image of an abused child is one that has a heavy
weight in the minds of most spectators; zooming in on the welts on Manka's back
visually emphasises the harm that has been done to her, and the long take on
those welts forces the spectator to absorb and acknowledge that harm. This
therefore means that the spectator feels sympathy for Manka as a result of the
horrifying abuse she has suffered, and will not approach her case in an unbiased
fashion. In the case of Manka, Longinotto is 'setting [something] up’, because she
establishing the emotional response we are meant to have to Manka, and aligning
us with her. She creates a narrative of victimhood, and therefore violates her
impartial fly on the wall approach. Furthermore, while Longinotto is absent from
the text, her co-director Florence Ayisi is not - Ayisi appears in close ups in the
courtroom, reacting to the cases presented to Ngassa. She has a tangible presence
within the work, further violating the perameters of Longinotto's theory.
Therefore, a clear case can be made that Sisters In Law repeatedly challenges
Longinotto’s theory of documentary filmmaking, in that it constructs a narrative
around Manka to provoke an emotional response in the spectator, which runs
directly counter to the organic approach Longinotto has spoken about when
interviewed.

Despite this, the film obeys Longinotto's theory in almost every other instance -
while Ayisi does have a presence in the text, it is by the nature of the text she is
creating. She was raised in Kumba Town, and as such, her influence is going to be
a key part of the work; it is essentially unavoidable that Ayisi appears within the
text because it is a text about the context she grew up within. Additionally, while
there is a narrative created around Manka, it is done so minutely (with a single
zoom) that it is not a massive violation of Longinotto's usual filmmaking form. The
text follows Longinotto’s theory to the letter in the vast majority of its runtime,
and therefore saying that it hugely challenges that theory lacks nuance, because
when it does challenge that theory, it occurs in situations where not challenging it
would be impractical (in the case of Ayisi having a tangible presence within the
text), or where the theory is challenged because Longinotto is human, and asking
her to not show sympathy for an abused child is unreasonable.






Therefore, it cannot be argued that the film challenges Longinotto’s theory to a
significant extent, because most of the text exists in support of it. The vast
majority of the film is a cinema verite fly on the wall representation of life for
margianlised women in rural Cameroon, and any deviation from that framework is
so minor that it does not have an impact on the overall viewing experience.










2.2 Discuss how the film you have studied supports and/or challenges one filmmaker’s theory. [20]

AOL1 (10 marks) AO2 (10 marks)
Band Demonstrate knoyvledge Apply kpowledge and AMPLIEICATION
and understanding of understanding of elements of
elements of film film to analyse films
9-10 marks 9-10 marks Responses may demonstrate a sophisticated knowledge
Excellent demonstration of Excellent application of and understanding of how their chosen film supports or
knowledge and knowledge and understanding challenges a filmmaker’s theory.
understanding of how the of how the chosen film Knowledge of the film and filmmaker’s theory will be
film supports or challenges supports or challenges a detailed, highly secure and comprehensive.
a filmmaker’s theory. filmmaker’s theory Responses will offer lively analysis and discussion of how
Excellent overall Uses points to develop an the documentary film not only illustrates the filmmaker’s
5 knowledge and excellent discussion of how theory but that the film can challenge or further the theory
understanding of a the chosen film supports or in some way.
filmmaker's theory. challenges a filmmaker's Writing will be fluent, well-structured and show mature
theory. confidence in expression as well as close engagement
with the question.
Responses that show some very good examples of
knowledge and understanding or application of knowledge
and understand in, otherwise, ‘good’ responses can be
placed in lower band 5 to reflect this.
7-8 marks 7-8 marks Responses to the question will be relevant and examples
Good demonstration of Good application of to support the response will be carefully chosen
knowledge and knowledge and understanding There will be clear and well-structured expression in
understanding how the of how the chosen film responding to the question set.
4 film supports or challenges supports or challenges a There will be a clear understanding of how the chosen film
a filmmaker’s theory. filmmaker's theory supports or challenges a filmmaker’s theory.
Good overall knowledge Uses points to develop a good Detailed and well-chosen examples from the film with be
and understanding of a discussion of how the chosen used to discuss how the film supports or challenges a
filmmaker’s theory. film supports or challenges a filmmaker’s theory.
filmmaker’s theory.
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5-6 marks 5-6 marks There will be some relevant knowledge and understanding of
Satisfactory demonstration Satisfactory application of a flmmaker’s theory.
of knowledge and knowledge and understanding Some sense of how the film supports or challenges a
understanding of how the of how the chosen film supports filmmaker’s theory.
film supports or challenges or challenges a filmmaker’s Accurate descriptive detail of the film.

3 a filmmaker's theory. theory Responses at the lower end of band 3 may be less than
Satisfactory overall Uses points to develop a satisfactory in AO1 or AO2 but will show some knowledge
knowledge and satisfactory discussion of how and understanding or application of it that goes beyond a
understanding of a the chosen film supports or basic response.
filmmaker’s theory. challenges a filmmaker’s

theory.
3-4 marks 3-4 marks Reference to the film may be less-developed than higher
Basic demonstration of Basic application of knowledge bands and may be generalised and/or descriptive.
knowledge and and understanding of how the Responses are likely to be undeveloped and lack substance
understanding of how the chosen film supports or but there will be some attempt to form a response to the
film supports or challenges challenges a filmmaker’s theory guestion.

2 a filmmaker’s theory. Uses points to develop a basic Knowledge may be demonstrated in disconnected points
Basic overall knowledge discussion of how the chosen rather than continuous writing.
and understanding of a film supports or challenges a Points will tend to be stated rather than explored.
filmmaker’s theory. filmmaker’s theory. Responses may be unfinished or undeveloped overall.

Reponses may contain some inaccuracies and insecure
knowledge.
1-2 marks 1-2 marks Limited response and probably very brief.
Very limited demonstration Very limited application of There will be little understanding of relevant techniques
of knowledge and knowledge and understanding Likely to be haphazard points made and not focused on the
understanding of how the of how the chosen film supports question.

1 film supports or challenges or challenges a filmmaker’s Minimal evidence of knowledge of the chosen film and a
a filmmaker’s theory. theory. filmmaker’s theory.

Very limited overall Uses points to develop a very
knowledge and limited statement on how the
understanding of a film supports or challenges a
filmmaker’s theory. filmmaker’s theory.

0 marks
No response attempted or no response worthy of credit.
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Question 2.2: Indicative content

RUBRIC INFRINGEMENTS

See separate rubric infringements list

GENERALISED INDICATIVE CONTENT

The time available to the candidate will impose inevitable limitations on the level of detail and number of examples that can be presented and
discussed. It is appropriate to see the candidate’s response as an ‘answer’ as opposed to a more fully developed ‘essay’.

Candidates may consider any one of the set flmmakers' theories of documentary film — Watkins, Broomfield, Longinotto or Moore. They
may take any aspects of their theory but will be expected to clarify the central ideas they are applying to their chosen documentary. Any
theory can be applied to any chosen documentary. Responses should be awarded on merit.

Candidates should focus on just one filmmaker’s theory.

Although the question does not require this, it will be appropriate for the answer to focus in detail on one sequence or key moments from
the chosen documentary.

Candidates may discuss how their chosen film both supports and challenges a filmmaker’s theory.
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Accurate descriptive detail of film.



Some relevant knowledge of filmmaker's theory through textual details.
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Satisfactory demonstration of differing techniques employed by the filmmakers. 










2.2 - Discuss how the film you have chosen to study supports and challenges
one filmmaker's theory.

Sisters In Law is a 2005 Cameroonian-British documentary film that follows lawyer
Vera Ngassa in her pursuit of justice for marginalised women in rural Cameroonian
communities, directed by Kim Longinotto and Florence Ayisi. The film almost
entirely supports Longinotto’s theory of documentary film, being a collection of
actualities serving to represent the realities of life in rural Cameroon. However, in
places, it does challenge her theory, but those challenges are so miniscule that the
film cannot be considered a violation of that theory itself.

Know

filmma
theory
securd.

It could be argued that Sisters In Law acts strongly in support with Kim Longinotto’s
theory of documentary filmmaking. When asked, Longinotto has argued that her
films take a fly on the wall (cinema verite) approach where 'nothing is ever set up'.
Furthermore, it has been noted that her films promote the narratives of
marginalised people who are not otherwise provided with a platform, such as
Japanese transgender men in her film Shinjuku Boys or Iranian women in Divorce
Iranian Style. Sisters In Law follows the legal practice of Cameroonian lawyer Vera
Ngassa as she attempts to achieve justice for women in the rural community of
Kumba Town - already, the film supports Longinotto's theory, because it is a
representation of a narrative of an oppressed people who are not otherwise given
the space and time to share their concerns. Additionally, the way in which the film
was made falls in line with the spontaneous 'nothing is ever set up' nature of the
texts Longinotto produced, in that the film was initially meant to be about policing
in Cameroon, but the subject changed when material that better interested the
directors came about; furthermore, the documentary itself has incredibly low
production value, with the camera reacting to circumstance, rather than
artificially constructing a world and narrative. During the courtroom scene where
Ngassa cross-examines a man accused of rape, the camera pans back and forth
between Ngassa and the defending lawyer, moving in order to capture their
conversation - the camera shakes, and the horizon is frequently off, which further
affirms the idea that ‘nothing [has been] set up’, because it is clear that neither
Longinotto nor Ayisi have orchestrated or directed the scene taking place. They do
not know what is going to happen within the courtroom, because they have had no
hand in making it happen.

Respon
lively ar
discuss
theory g
context
as awh

Subiject sp

how the fil
supports th
filmmakerg

Throughout the film, it is clear that no attention has been paid to production
value, with the text instead serving as a collection of actualities rather than a
constructed narrative - the ambient sound of computer monitors and overhead
lighting can be heard; false light is created by fluorescents in Ngassa's office, and
when too much light enters the camera apeture through doorways and windows, writing is fluent
the screen momentarily turns white. It is clear from this low production value thatshows mature
Ayisi and Longinotto were capturing the world of Kumba Town as it was happening;n expression.
rather than establishing their own version of Kumba Town through key element

use. Therefore, it is arguable that the film follows Longinotto's theory closely,
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 Knowledge of film and filmmaker's theory highly secure. 



Response offers lively analysis and discussion of the theory and the context of the film as a whole.



Subject specific terminology outlines how the film supports the filmmakers theory.



writing is fluent, and shows mature confidence in expression.





because it is a cinema verite piece about the marginalised, where the camera and
director react to capture rather than act to construct the world in which it takes
place.

However, the film is not a perfect representation of Longinotto's theory of
documentary filmmaking. Despite Longinotto seeking to accurately reflect rather
than construct, the language of cinema makes that essentially impossible - during
the scene where Manka informs Ngassa that she has been repeatedly beaten by her
mother, the camera zooms in to show the welts on her back. Whereas Longinotto
primarily uses mid shots in order to capture a sense of realism, and in order to be
able to quickly react to events occurring around her, this is an example of
narrative construction. Through the zoom, Longinotto creates a sense of closeness
and intimacy with Manka by the virtue of the spectator being placed physically
close to her. Furthermore, the image of an abused child is one that has a heavy
weight in the minds of most spectators; zooming in on the welts on Manka's back
visually emphasises the harm that has been done to her, and the long take on
those welts forces the spectator to absorb and acknowledge that harm. This Excellent textual|analysis
therefore means that the spectator feels sympathy for Manka as a result of the of how the film ‘ghallenges’
horrifying abuse she has suffered, and will not approach her case in an unbiased the theory. Exceflent
fashion. In the case of Manka, Longinotto is ‘setting [something] up’, because she °OVerall knowledge and
establishing the emotional response we are meant to have to Manka, and a“gningunderstandmg.
us with her. She creates a narrative of victimhood, and therefore violates her
impartial fly on the wall approach. Furthermore, while Longinotto is absent from
the text, her co-director Florence Ayisi is not - Ayisi appears in close ups in the
courtroom, reacting to the cases presented to Ngassa. She has a tangible presence
within the work, further violating the perameters of Longinotto's theory.
Therefore, a clear case can be made that Sisters In Law repeatedly challenges
Longinotto’s theory of documentary filmmaking, in that it constructs a narrative
around Manka to provoke an emotional response in the spectator, which runs
directly counter to the organic approach Longinotto has spoken about when
interviewed.

Despite this, the film obeys Longinotto's theory in almost every other instance -

while Ayisi does have a presence in the text, it is by the nature of the text she is

creating. She was raised in Kumba Town, and as such, her influence is going to be

a key part of the work; it is essentially unavoidable that Ayisi appears within the

text because it is a text about the context she grew up within. Additionally, while

there is a narrative created around Manka, it is done so minutely (with a single

zoom) that it is not a massive violation of Longinotto's usual filmmaking form. The

text follows Longinotto’s theory to the letter in the vast majority of its runtime,

and therefore saying that it hugely challenges that theory lacks nuance, because

when it does challenge that theory, it occurs in situations where not challenging it ~ R€sponse
would be impractical (in the case of Ayisi having a tangible presence within the demonstratgs a
text), or where the theory is challenged because Longinotto is human, and asking sophisticated

knowledge of
her to not show sympathy for an abused child is unreasonable. Longinot?i's theory

and workind methods.




Excellent textual analysis of how the film 'challenges' the theory. Excellent overall knowledge and understanding.



Response demonstrates a sophisticated knowledge of Longinotti's theory and working methods.





Therefore, it cannot be argued that the film challenges Longinotto’s theory to a
significant extent, because most of the text exists in support of it. The vast
majority of the film is a cinema verite fly on the wall representation of life for
margianlised women in rural Cameroon, and any deviation from that framework is
so minor that it does not have an impact on the overall viewing experience.

Response
offers a
lively
arfalysis and
discussion
of how the
film
illustrates
the theory.
Writing is
fluent,
well-structur
ed and
shows
mature
confidence
in
expression
as well as
close
engagement
with the set
question.



Response offers a lively analysis and discussion of how the film illustrates the theory. 
Writing is fluent, well-structured and shows mature confidence in expression as well as close engagement with the set question.










Section B: Documentary film

Answer on one of the following documentary films:

. Sisters in Law (Ayisi/Longinotto, Cameroon/UK, 2005)
. The Arbor (Barnard, UK, 2010)
. Stories We Tell (Polley, Canada, 2012)
. 20,000 Days on Earth (Forsyth/Pollard, UK, 2014)
. Amy (Kapadia, UK, 2015)
Or,

lZIZI Discuss how the film you have studied supports and/or challenges one filmmaker’s
theory. [20]
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Section C: Film movements - Silent cinema

3.1 ‘Silent cinema encouraged filmmakers to use visual techniques in expressive ways.’ Explore this statement using a key sequence from

your film option. [20]
AO1 (10 marks) AO2 (10 marks)
Demonstra’_[e knowledge and Apply knowledge and AMPLIEICATION
understanding of elements of | understanding of elements of
film film to analyse films
9-10 marks 9-10 marks e Responses may demonstrate a sophisticated knowledge and
e Excellent demonstration of e Excellent application of understanding of their silent film option.
knowledge and knowledge and ¢ Reponses may contextualise expressive use of visual
understanding of the understanding of the use of techniques in relation to a relevant film movement.
expressive use of visual expressive visual techniques | o«  Knowledge of the silent film option will be detailed, highly
techniques in silent cinema. in silent cinema. secure and comprehensive.
e Excellent overall knowledge | e Uses points to develop an e Responses will offer lively analysis and discussion of the
5 and understanding of the excellent exploration of the statement in relation to a well-chosen key sequence.
expressive in the terms of the statement using a key e  Writing will be fluent, well-structured and show mature
realist/expressive debate. sequence. confidence in expression as well as close engagement with
the question.
¢ Responses that show some very good examples of knowledge
and understanding or application of knowledge and
understand in, otherwise, ‘good’ responses can be placed in
lower band 5 to reflect this.
7-8 marks 7-8 marks ¢ Responses to the question will be relevant and examples to
e Good demonstration of e Good application of support the response will be carefully chosen
knowledge and knowledge and e There will be clear and well-structured expression in
understanding of the understanding of the use of responding to the question set.
4 expressive use of visual expressive visual techniques | ¢  There will be a clear knowledge and understanding of the
techniques in silent cinema. in silent cinema realist/expressive debate.
e Good overall knowledge and | e Uses points to develop a e Analysis of a key sequence will be detailed and relevant to the
understanding of the good exploration of the question.
expressive in the terms of the statement using a key
realist/expressive debate. sequence.

© WJEC CBAC Ltd. 17





5-6 marks 5-6 marks There will be some relevant knowledge and understanding of
Satisfactory demonstration of Satisfactory application of the expressive use of visual techniques.
knowledge and knowledge and Some application of the statement to an appropriate key
understanding of the understanding of the use of sequence.
expressive use of visual expressive visual techniques Accurate descriptive detail of the film.

3 techniques in silent cinema. in silent cinema. Responses at the lower end of band 3 may be less than
Satisfactory overall Uses points to develop a satisfactory in AO1 or AO2 but will show some knowledge and
knowledge and satisfactory exploration of the understanding or application of it that goes beyond a basic
understanding of the statement using a key response.
expressive in the terms of the sequence.
realist/expressive debate.

3-4 marks 3-4 marks Reference to the film may be less-developed than higher
Basic demonstration of Basic application of bands and may be generalised and/or descriptive.
knowledge and knowledge and Responses are likely to be undeveloped and lack substance
understanding of the understanding of the use of but there will be some attempt to form a response to the
expressive use of visual expressive visual techniques question.

2 techniques in silent cinema. in silent cinema. Knowledge may be demonstrated in disconnected points
Basic overall knowledge and Uses points to develop a rather than continuous writing.
understanding of the basic exploration of the Points will tend to be stated rather than explored.
expressive in the terms of the statement using a key Responses may be unfinished or undeveloped overall.
realist/expressive debate. sequence. Reponses may contain some inaccuracies and insecure

knowledge.
1-2 marks 1-2 marks Limited response and probably very brief.
Very limited demonstration of Very limited application of There will be little understanding of and engagement with the
knowledge and knowledge and realist/expressive debate.
understanding of the understanding of the use of Likely to be haphazard points made and not focused on the
expressive use of visual expressive visual techniques question.

1 techniques in silent cinema. in silent cinema. Minimal evidence of knowledge of the chosen silent film option
Very limited overall Uses points to develop a and visual techniques.
knowledge and very limited statement on
understanding of the how visual techniques are
expressive in the terms of the used in a key sequence.
realist/expressive debate.

0 marks
No response attempted or no response worthy of credit.
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Question 3.1: Indicative content
RUBRIC INFRINGEMENTS

See separate rubric infringements list
GENERALISED INDICATIVE CONTENT

The time available to the candidate will impose inevitable limitations on the level of detail and number of examples that can be presented and
discussed. It is appropriate to see the candidate’s response as an ‘answer’ as opposed to a more fully developed ‘essay’.

e Candidates will identify some key visual techniques of silent cinema, referring to one or more of the key elements of film, with a possible
emphasis on performance, editing or mise-en-scéne, reflecting the most ‘expressive’ characteristics of their particular film option.

e Candidates will, at least implicitly, locate their engagement with the question of the expressive within the prescribed realist/expressive
debate. They may choose to question the statement and argue that their chosen films also use some realist visual techniques.

e Candidates may recognise expressive techniques as indicative of a particular film movement (e.g. expressive mise-en-scene typical of
German Expressionism in Sunrise or Spies)

© WJEC CBAC Ltd. 19
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Application of the expressive techniques in appropriate sequence.
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Expressive techniques employed.



Identification of expressive techniques.
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Contextual discussion of techniques and audiences.



Lively analysis of key sequences to illustrate understanding.
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Sequences explored to apply excellent knowledge and understanding of expressive visual techniques.



Excellent overall knowledge and understanding of the expressive use of visual techniques in Keaton's films.











Section C: Film movements — Silent cinema

Answer on one of the following film options:

. Keaton shorts (US) — One Week (1920), . Strike (Eisenstein, USSR, 1924)
The Scarecrow (1920), The ‘High Sign’ . Sunrise (Murnau, US, 1927)
(1921) and Cops (1922) . Spies (Lang, Germany, 1928)

. Man With a Movie Camera (Vertov,

USSR, 1929) and A Propos de Nice
(Vigo, France, 1930)

Either,

‘Silent cinema encouraged filmmakers to use visual techniques in expressive ways.’
Explore this statement using a key sequence from your film option. [20]
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3. Explore how your chosen film option responded to significant social change at the

time the film was made.

Sunrise (Murnau, USA, 1927) was made on the advent of enormous social change, an
unprecedented shift towards modernism, industrialisation, and freedom for a small number
of comparitively priveliged women. This social context is the basis for the film itself, which
commentates on the moral corruption traditionalists such as Murnau saw as a threat to
American society as a consequence of modernism, and Murnau responds to this issue and
the issue of proto feminism through his inclusion of archetypal characters, and expressionist

mise en scene which communicate the moral values which Murnau seeks to promote.

Sunrise is a clear response to the modernist movement of the 1920s, which, for the first
time in American history, saw more people inhabiting cities than rural villiages and towns.

The theme of modernism is heavily explored in the ‘Meeting the Woman from the City’






sequence, which glorifies traditionalism, and critiques modernism as superficial and
dangerous, through Murnau’s use of exaggerated expressionist mise en scene and editing.
The scene opens with the man leaving his home in the pitch-black night to visit his lover, a
woman from the city. He leaves an extremely dilapidated cottage, the image of which
suggests that he has become greedy, and therefore deeply unsatisfied with his life, and the
mist which encircles him is suggestive of his moral turmoil surrounding leaving his wife and
child, and this expressionist technique is part of Murnau’s response to modernism, which he
presents as a force for moral corruption and lust. This initial presentation of the cottage as
dull and uninviting, communicated through the hyperbolic chiascuro lighting, conforms to
Traditionalist fears of the dissolussion of the traditional American family, as The Woman
from the City and the city she represents are a temptation, which threatens the nuclear
American family. By correlating The Man’s desire for the city with desire for another
woman, Murnau is suggesting that there is something inherently immoral about his desire
to leave the country, and responding to modernism by suggesting that those who support it
are driven by lust and impure desire. Furthermore, Murnau utilises editing to convey the
inner thoughts of The Man, and his impression of the city as a dazzling and beautiful place,
an emphasis placed on light and nightlife, in contrast to the pre-electricity setting of the
cottage, which comparitively is presented as primitive. Furthermore, this scene seems to be
a response to social change in its presentation of the couple in their fantasy of the city,
conveyed through Murnau'’s use of double exposure, which suggests that it is a superficial
and lustful desire which draws The Man towards the city in his fantasises. Overall, Murnau’s

use of expressionist mise en scene in his representation of the cottage, alongside the editing






to convey the fantasy of the city, demonstrates Murnau'’s response is a warning against

moral impurity and the threat modernism poses to the average American and their family.

Additionally, Murnau responds to the burgeoning women'’s rights movement through his
exaggeratedly evil representation of The Woman from the City, a flapper, and a temptress
who exhibits many traits of an early femme fatale. When she is introduced, The Woman
from the City is applying makeup generously, standing alone, enshrouded by darkness. The
mise en scene of her makeup, combined with her flapper clothing, which was extremely
scandalous at the time, due to the high hemlines and lack of support or corsetry,
immediately establishes her as superficial. Similarly, the choice to frame her alone in her
introduction presents her as somewhat wayward and promiscuous, as during the 1920s
most women were required to be chaperoned, and for a woman to travel alone was unlikely
and improper. When The Man eventually does enter the scene, the two lovers kiss
passionately, and crosscutting creates a poignant juxtaposition between the obedient and
domestic Wife, caring for her baby at home, and the dangerous, promiscuous Woman from
the City, who is tempting her husband. The focus on the baby signifies the threat Murnau is
suggesting that proto-feminism could have on the traditional family unit in America. This
binary opposition is a response to the early women’s rights movement and could be read as
Murnau responding in oppostion to female independence, as he correlates it with infidelity.
Costume reeinforces this binary opposition, as Murnau had cast renowned beauty Janet
Gaynor as The Wife, but represented her through a new lense of purity and youth, through
her light blonde hair, tied back to signify her chastity and restraint, which is in stark contrast

to the dark costuming and heavy makeup of the Woman from the City, whose loose, dark






hair signified her freedom and independence, presenting these as negative attributes which
would lead to evil, and moral impurity. Furthermore, Murnau also presents the newfound
voice and agency of women in the 1920s as evil, and a tool of manipulation, through his use
of speech cards. The Man is presented as a victim of The Woman from the City’s
manipulation, as he does not speak, he merely reacts to her statements, which are all
completely merciless and evil, instructing him to “drown” his wife. Meanwhile, this evil
representation of the modern women is being contrasting with The Wife, the paragon of
femininity, with whom emotional music encourages the spectator to sympathise, as she is
represented as the ideal woman, and entirely innocent. Overall, Murnau utilises the binary
oppositions between The Wife and The Woman from The City as a response to women
being afforded more rights, such as the right to vote in 1919, and accessing newfound

agency as a result of increasingly widespread activism surrounding the proto-feminist cause.

To conclude, it seems as though Murnau hopes to comment on modernism and its negative
impact on the moral values of society, alongside commenting on what he seemed to
percieve as the harmful impact of the proto-feminist movement on traditionalism and the

traditional American family.











3.2 Explore how your chosen film option responded to significant social change at the time the film/s were made. Refer to a key sequence.
[20]
AO2 (10 marks)
Demgr?sltr(al'gar::r?(r)i\(/a)ed e Apply knowledge and
Band g understanding of AMPLIFICATION

and understanding of
elements of film

elements of film to
analyse films

9-10 marks
e Excellent
demonstration of
knowledge and
understanding of how
the chosen film option
responded to

9-10 marks
Excellent application of
knowledge and
understanding of how the
chosen film option
responded to significant
social change.

Responses may demonstrate a sophisticated knowledge and
understanding of how their silent film option responded to significant
social changes.

Knowledge and understanding of the film option and its social contexts
will be detailed, highly secure and comprehensive.

Responses will offer lively analysis in relation to a well-chosen key
sequence.

change.

e Good overall
knowledge and
understanding of the
film option’s social
contexts.

Uses points to develop a
good exploration of how
the chosen film option
responded to significant
social change in a key
sequence.

> significant social Uses points to develop | «  Writing will be fluent, well-structured and show mature confidence in
change. an excellent exploration expression as well as close engagement with the question.

e Excellent overall of how the chosen film e Responses that show some very good examples of knowledge and
knowledge and option responded to understanding or application of knowledge and understand in,
understanding of the significant social change otherwise, ‘good’ responses can be placed in lower band 5 to reflect
film option’s social in a key sequence. this.
contexts.

7-8 marks 7-8 marks ¢ Responses to the question will be relevant and examples to support the

e Good demonstration of Good application of response will be carefully chosen
knowledge and knowledge and e There will be clear and well-structured expression in responding to the
understanding of how understanding of how the guestion set.
the chosen film option chosen film option e There will be a clear knowledge and understanding of the film option’s
responded to responded to significant social contexts.

4 significant social social change. e Analysis of a key sequence will be detailed and relevant to the question.
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5-6 marks
Satisfactory
demonstration of
knowledge and
understanding of how
the chosen film option
responded to
significant social
change.

Satisfactory overall
knowledge and
understanding of the
film option’s social
contexts.

5-6 marks
Satisfactory application
of knowledge and
understanding of how
the chosen film option
responded to significant
social change.

Uses points to develop
a satisfactory
exploration of how the
chosen film option
responded to significant
social change in a key
sequence.

There will be some relevant knowledge and understanding of how
the chosen film option responded to social changes at the time the
film was made.

Some knowledge and understanding of the film option’s social
contexts.

Accurate descriptive detail of the film and an appropriate key
sequence.

Responses at the lower end of band 3 may be less than satisfactory
in AO1 or AO2 but will show some knowledge and understanding or
application of it that goes beyond a basic response.

3-4 marks
Basic demonstration
of knowledge and
understanding of how
the chosen film option
responded to
significant social
change.
Basic overall
knowledge and
understanding of the
film option’s social
contexts.

3-4 marks
Basic application of
knowledge and
understanding of how
the chosen film option
responded to significant
social change.
Uses points to develop
a basic exploration of
how the chosen film
option responded to
significant social change
in a key sequence.

Reference to the film may be less-developed than higher bands and
may be generalised and/or descriptive.

Responses are likely to be undeveloped and lack substance but
there will be some attempt to form a response to the question.
Knowledge may be demonstrated in disconnected points rather than
continuous writing.

Points will tend to be stated rather than explored.

Responses may be unfinished or undeveloped overall.

Reponses may contain some inaccuracies and insecure knowledge.
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1-2 marks

1-2 marks

No response attempted or no response worthy of credit.

¢ Limited response and probably very brief.

Very limited Very limited application | e There will be little understanding of and engagement with the film

demonstration of of knowledge and option’s contexts.

knowledge and understanding of how | e  Likely to be haphazard points made and not focused on the

understanding of how the chosen film option question.

the chosen film option responded to significant | « Minimal evidence of knowledge of the chosen film option and social
1 responded to social change. contexts.

significant social Uses points to develop

change. a very limited

Very limited overall exploration of how the

knowledge and chosen film option

understanding of the responded to significant

film option’s social social change in a key

contexts. sequence.

0 marks
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Question 3.2: Indicative content
RUBRIC INFRINGEMENTS

See separate rubric infringements list
GENERALISED INDICATIVE CONTENT

The time available to the candidate will impose inevitable limitations on the level of detail and number of examples that can be presented and
discussed. It is appropriate to see the candidate’s response as an ‘answer’ as opposed to a more fully developed ‘essay’.

¢ All the silent films in this section were made at a time of social change. Candidates may interpret social change in a variety of ways,
depending on their chosen film option. They may discuss, but not be limited to, social changes in relation to modernity, changing roles for
women, the growth of the city, the impact of political change and revolution.

¢ Candidates are not required or expected to cover all the possible social changes relevant to their film option and may indeed focus on just
one.

¢ Candidates may demonstrate a knowledge of the identity of their chosen film within a film movement. This film movement may be the
starting point for their exploration of social contexts.

e Candidates may interpret how their film option responded to social changes in a number of ways. Some candidates may discuss response
in relation to the film option’s use of film form, aesthetics, representations and messages.

© WJEC CBAC Ltd. 23
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Demonstration of films social contexts.



Discussion of film through mise en scene.



Discussion of changing role for women.



Discussion of the growth of the city.
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Satisfactory application of knowledge and understanding of how Sunrise responded to significant social change.
Accurate descriptive detail of appropriate sequences.










3. Explore how your chosen film option responded to significant social change at the

time the film was made.

Sunrise (Murnau, USA, 1927) was made on the advent of enormous social change, an
unprecedented shift towards modernism, industrialisation, and freedom for a small number
of comparitively priveliged women. This social context is the basis for the film itself, which
commentates on the moral corruption traditionalists such as Murnau saw as a threat to
American society as a consequence of modernism, and Murnau responds to this issue and
the issue of proto feminism through his inclusion of archetypal characters, and expressionist

mise en scene which communicate the moral values which Murnau seeks to promote.

Sunrise is a clear response to the modernist movement of the 1920s, which, for the first
time in American history, saw more people inhabiting cities than rural villiages and towns.

The theme of modernism is heavily explored in the ‘Meeting the Woman from the City’
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Interpretation of social change related to gender and wider societal changes.





sequence, which glorifies traditionalism, and critiques modernism as superficial and
dangerous, through Murnau’s use of exaggerated expressionist mise en scene and editing.
The scene opens with the man leaving his home in the pitch-black night to visit his lover, a
woman from the city. He leaves an extremely dilapidated cottage, the image of which
suggests that he has become greedy, and therefore deeply unsatisfied with his life, and the
mist which encircles him is suggestive of his moral turmoil surrounding leaving his wife and
child, and this expressionist technique is part of Murnau’s response to modernism, which he
presents as a force for moral corruption and lust. This initial presentation of the cottage as
dull and uninviting, communicated through the hyperbolic chiascuro lighting, conforms to
Traditionalist fears of the dissolussion of the traditional American family, as The Woman
from the City and the city she represents are a temptation, which threatens the nuclear
American family. By correlating The Man’s desire for the city with desire for another
woman, Murnau is suggesting that there is something inherently immoral about his desire
to leave the country, and responding to modernism by suggesting that those who support it
are driven by lust and impure desire. Furthermore, Murnau utilises editing to convey the
inner thoughts of The Man, and his impression of the city as a dazzling and beautiful place,
an emphasis placed on light and nightlife, in contrast to the pre-electricity setting of the
cottage, which comparitively is presented as primitive. Furthermore, this scene seems to be
a response to social change in its presentation of the couple in their fantasy of the city,

conveyed through Murnau'’s use of double exposure, which suggests that it is a superficial
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Confident discussion that outlines knowledge and understanding of techniques through well-chosen film examples.



Uses point to explore techniques that illustrate how the film has responded to social change.





to convey the fantasy of the city, demonstrates Murnau'’s response is a warning against

moral impurity and the threat modernism poses to the average American and their family.

Additionally, Murnau responds to the burgeoning women'’s rights movement through his
exaggeratedly evil representation of The Woman from the City, a flapper, and a temptress
who exhibits many traits of an early femme fatale. When she is introduced, The Woman
from the City is applying makeup generously, standing alone, enshrouded by darkness. The
mise en scene of her makeup, combined with her flapper clothing, which was extremely
scandalous at the time, due to the high hemlines and lack of support or corsetry,
immediately establishes her as superficial. Similarly, the choice to frame her alone in her
introduction presents her as somewhat wayward and promiscuous, as during the 1920s
most women were required to be chaperoned, and for a woman to travel alone was unlikely
and improper. When The Man eventually does enter the scene, the two lovers kiss
passionately, and crosscutting creates a poignant juxtaposition between the obedient and
domestic Wife, caring for her baby at home, and the dangerous, promiscuous Woman from
the City, who is tempting her husband. The focus on the baby signifies the threat Murnau is
suggesting that proto-feminism could have on the traditional family unit in America. This

Matufe
binary opposition is a response to the early women’s rights movement and could be read as configence in

exprgssion.
Murnau responding in oppostion to female independence, as he correlates it with infidelity.
Costume reeinforces this binary opposition, as Murnau had cast renowned beauty Janet
Gaynor as The Wife, but represented her through a new lense of purity and youth, through

her light blonde hair, tied back to signify her chastity and restraint, which is in stark contrast

to the dark costuming and heavy makeup of the Woman from the City, whose loose, dark




Mature confidence in expression.





hair signified her freedom and independence, presenting these as negative attributes which
would lead to evil, and moral impurity. Furthermore, Murnau also presents the newfound
voice and agency of women in the 1920s as evil, and a tool of manipulation, through his use
of speech cards. The Man is presented as a victim of The Woman from the City’s
manipulation, as he does not speak, he merely reacts to her statements, which are all
completely merciless and evil, instructing him to “drown” his wife. Meanwhile, this evil
representation of the modern women is being contrasting with The Wife, the paragon of
femininity, with whom emotional music encourages the spectator to sympathise, as she is
represented as the ideal woman, and entirely innocent. Overall, Murnau utilises the binary
oppositions between The Wife and The Woman from The City as a response to women
being afforded more rights, such as the right to vote in 1919, and accessing newfound

agency as a result of increasingly widespread activism surrounding the proto-feminist cause.

To conclude, it seems as though Murnau hopes to comment on modernism and its negative
impact on the moral values of society, alongside commenting on what he seemed to
percieve as the harmful impact of the proto-feminist movement on traditionalism and the

traditional American family.
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Sophisticated knowledge and understanding of Murnau response to societal changes.




knowledge and understanding of Sunrise as response to significant social change.










Section C: Film movements — Silent cinema

Answer on one of the following film options:

. Keaton shorts (US) — One Week (1920), . Strike (Eisenstein, USSR, 1924)
The Scarecrow (1920), The ‘High Sign’ . Sunrise (Murnau, US, 1927)
(1921) and Cops (1922) . Spies (Lang, Germany, 1928)

. Man With a Movie Camera (Vertov,

USSR, 1929) and A Propos de Nice
(Vigo, France, 1930)

Or,
| 3 | 2 | Explore how your chosen film option responded to significant social change at the time
the film/s were made. Refer to one key sequence. [20]
Turn over.
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4.1 - ‘Experimental auteurs often demonstrate a free and playful approach to
filmmking. " Explore this statement in relation to your film option.

Pulp Fiction is a controversial 1994 film directed by Quentin Tarantino, following
hitmen Jules and Vincent as they attempt to navigate the world of organised
crime. In order to address Tarantino's ‘free and playful’ approach to filmmaking,
‘freedom’ and ‘playfulness’ must first be defined. As a result of Tarantino being a
fundamentally experimental filmmaker, ‘freedom’ will be defined as freedom from
prior artistic rules and constraints, and ‘playfulness’ will be defined as a broader
lack of seriousness in reference to the subject matter of the text. It is accurate to
say that Tarantino’s work demonstrates a free approach to filmmaking, but it is not
entirely accurate to call it playful, as Tarantino deviates from his standard
playfulness in order to hit emotional beats at certain points within the text.

Experimental filmmaking tends to be postmodern, because in order to experiment,
it is arguable that an artist has to transgress previously assumed standards in order
to create something new. Tarantino is the archetypical postmodernist filmmaker,
with his films being frequently metatextual, creating a bricolage of intertext, and
through black comedy that pokes fun at established social convention. By the
nature of his existence as a postmodern filmmaker, Tarantino's work is marked by
a complete break from the previous standards upheld within filmmaking as an
artform. Postmodernism is an artistic and philosophical reaction to modernism,
and has been briefly defined as the ‘deconstruction of metanarratives’, meaning
that postmodern works challenge established truths and norms present within the
mediums they take up. Therefore, a postmodern approach demands artistic
freedom, because postmodernism is by definition artistically free.

This artistically free approach can be most clearly seen in Pulp Fiction's dialogue
construction and narrative structure. In Pulp Fiction, dialogue between characters
is essentially meaningless - protagonists Jules and Vincent have an extensive
discussion at the inception of the text on European vs. American fast food,
cunnilingus vs. foot massage, the social dynamics of their working environment,
and so on. Shot reverse shot is used during this conversation, and the blandness of
this camerawork seems to indicate that the dialogue is important and that the
focus is more on the words being said than the camera used to convey them,
however none of this dialogue has a significant impact on the plot, other than the
discussion of the fate of Tony Rocky Horror being brought up in the middle of the
film by Mia Wallace. In modernist film, dialogue typically follows the principle of
Chekhov's Gun: Chekhov's Gun is the idea that all aspects of a film must be
purposeful, and must be fulfilled at a later point in the text, usually phrased as 'if
a gun is presented in the first act, it must be fired in the third’. However, through






making the dialogue of the text entirely meaningless and essentially vapid, serving
as gossip between friends, Tarantino breaks the rule of Chekhov's gun, because he
spends a significant amount of the film's runtime on these meaningless character
interactions. While some of the dialogue can be argued to be building the
spectator’s impression of the friendship between Jules and Vincent, the pure
volume of meaninglessness is hard to justify as a plot-necessary decision. This
shows clear artistic freedom, and illustrates that, as an experimental auteur,
Tarantino is unconstrained by the artistic standards of the medium he works
within. As a postmodern filmmaker, he challenges conventional dialogue norms,
and in doing so, he has the freedom to construct something new from the
transgression of those norms.

Furthermore, the narrative is non-linear, constructed into chapters that follow
specific characters - it has been argued that Tarantino forms a ‘network narrative'
through Pulp Fiction, wherein every character is only a few degrees of seperation
removed from one another. Butch's story actually comes at the end of the text,
but is placed in the middle of the work in order for it to have more emotional
resonance, and to make Vincent's death significantly more ironic. This loose
narrative structure is inherently experimental, as Hollywood narratives tend to
follow linear structures, for the purposes of ease of access - once again, Tarantino
fundamentally breaks from modernist tradition in the construction of Pulp Fiction
as a text, therefore showing a free approach. Therefore, it can be argued that
Tarantino has a 'free’ approach to narrative filmmaking, because he subverts
fundamental rules of the medium in which he is working, and counters the
hegemonic approaches previously considered standard in Hollywood.

Another aspect of Tarantino's clear artistic freedom is his constant use of
intertext. in order to generate the pleasure of the spectacle. Modernist cinema
requires originality, with modernist texts attempting to break new ground without
using the work that came before it - Tarantino, however, takes the opposite
approach. The film is saturated with reference, with Tarantino therefore freeing
himself of the requirement for originality, affirming that he evidently exhibits a
free approach. When Vincent enters the bar Jack Rabbit Slims, spectators follow
him into the set through a tracking shot; the tracking shot is an exact remake of
one used in Goodfellas, except it is decontextualised in order to fit into the world
of Pulp Fiction. The entire film is a bricolage of other texts, with every character
being drawn from another genre - with Jules being the protagonist of a
Blaxploitation film, Vincent being a cowboy, Mia being a noirish femme fatale and
Fabienne coming directly out of the French New Wave - and most of the films most
iconic moments being drawn from previous, modernist texts. Tarantino compiles
these prior texts into a new work, and as such, can be seen as having an
artistically free approach, because it goes against the central feature of
modernism that requires total originality in order to generate meaning. Tarantino
references work he enjoys not for the meanings of those references, but because
those references hold a certain aesthetic ‘coolness’, and this sense of meaningless
intertexts when combined with the total rejection of narrative and dialogue form






creates a piece of texts with an evident ‘artistically free' approach. Therefore, it is
accurate to say that, by the virtue of Tarantino being an experimental filmmaker,
his work must be artistically free, because in order to experiment, a postmodernist
filmmaker has to challenge the previous artistic standard of the medium in which
they work.

In terms of ‘playfulness’, Tarantino constantly injects levity into what is ordinarily a
dour and dark genre - if Pulp Fiction can be placed into a genre category, it would
be into the crime thriller, even though it is debatable whether it even fits into
that mould, holding noir elements, aspects of romantic drama, and with it being a
portmaneteau film. This genre experimentation further illustrates the artistic
freedom present within the film, because it refuses to follow the rules that are
seen as necessary in order to appropriately market a film. However, for the sake of
simplicity, if Pulp Fiction is characterised as a crime thriller, the playfulness can
be seen in the ways in which Tarantino breaks the tone and mood rules of that
genre. Crime thrillers, at their core, generate darkness and emotional pathos,
because they seek to explore behaviour societally deemed as transgressive.
However, the film does not take that subject matter seriously.Frequently, the film
uses absurdist comedy to engage the viewer: in the middle of the film, Vincent
(played by John Travolta) accidentally shoots and kills a Black man named Marvin.
With his wavering and distant delivery of 'l just shot Marvin in the face', and
Samuel L. Jackson's disgusted exclamations, seeming more offended that there is
blood in his car rather than being disturbed by the presence of a body, the scene
becomes so absurd that it shifts from a potentially serious and dramatic moment of
an accidental killing to a moment of intense comedy. Neither character acts as
they are 'meant to’, as demanded by the modernist construction of the crime
genre, and as such, the scene becomes incredibly funny because of that deviation
from the expected norm into surreal humour.

This absurdity is further constructed through the ensuing scene, wherein Tarantino
himself repeatedly hurls racial slurs at Jules and Vincent, and specifically at
Marvin, because he is stressed that there is a body in his home and his wife is going
to find it and divorce him, rather than being distressed by the presence of the
body itself. Within this scene, no character acts normatively, and as such, no level
of seriousnessness is provided to a topic such as death. Tarantino creates a
hyperreality in which gruesome and horrifying death can be a topic of absurd
humour, and in doing so, he removes this part of the film from seriousness
entirely, in favour of playing with the spectator's presumed expectations of crime
cinema. The black comedy of the film is a clear illustration of Tarantino's
playfulness when it comes to his artistic approach, with the dangerous and visceral
becoming absurd and funny, transgressing the requirements for seriousness
demanded by the genre in which he has chosen to work.

However, Tarantino does not have an entirely playful approach. Unlike Tarantino's
artistic freedom being self-evident, and a key feature of the nature of postmodern
filmmaking, whether he is a wholly ‘playful’ filmmaker is a far more complex

question. The film ends with the 'Shepherd’ monologue, delivered by Jules to Tim






Roth’s character, Pumpkin. In the speech, the camera stills, focusing entirely on
Jules' face as he talks through his recent revelation, leaving the life of a hitman
behind, and how he is sparing Pumpkin's life because he's ‘trying real hard to be the
shepherd.’ This moment stands out from the rest of the work, as a result of it
entirely lacking the playfulness Tarantino primes us to expect throughout the rest
of the work. Unlike the 'dead [n-word] storage’ scene, this moment of pathos is not
undercut by intense and absurd comedy; it is played totally straight, and when the
camera cuts back to Pumpkin, his naturalistic performance conveys a feeling of
intense shock and awe. While the film is broadly a playful work without concern
for seriousness, it is not a comedy, and manages to hold significant emotional work
when Tarantino attempts to convey those emotions. Therefore, Tarantino cannot
be considered to have an entirely playful approach as a result of this sudden
intense moment of character revealing emotion placed at the end of the text,
where it will be the most striking moment of the film to the spectator, because by
the virtue of narrative construction it will be the final thing they remember.
However, the film does, broadly speaking, approach its dark subject matter
playfully, despite this sudden deviation from that model, meaning that Tarantino
can also be considered to have a somewhat playful approach to his work, if that
statement is provided alongside certain caveats.

Therefore, it is true to say that Tarantino has both a 'free and playful’ approach to
filmmaking, by the virtue of his nature as an experimental filmmaker. His
experimental approach to genre convention (his insertion of absurdist humour into
serious, visceral moments) generates a sense of playfulness through the generation
of levity, and furthermore that breakage of genre and narrative convention
illustrates an approach of artistic freedom to his work. However, it cannot be said
that Tarantino is an entirely playful filmmaker, because he does provide solid and
impactful emotional beats when he feels that the text demands them, which are
not undercut with humour spectators come to expect from the text.











Section D: Film movements - Experimental film (1960-2000)

4.1 ‘Experimental auteurs often demonstrate a free and playful approach to filmmaking’. Explore this statement in relation to your film
option. [20]
AO1 (10 marks) AO2 (10 marks)
Demonstrate knowledge Apply knowledge and
Band and understanding of understanding of AMPLIFICATION
elements of film elements of film to
analyse films
9-10 marks 9-10 marks e Responses may demonstrate a sophisticated knowledge and

o Excellent Excellent application of understanding of the chosen experimental film option.
demonstration of knowledge and ¢ Knowledge of the film option will be detailed, highly secure and
knowledge and understanding of how comprehensive.
understanding of how far experimental  Responses will demonstrate an excellent knowledge and
far experimental auteurs demonstrate a understanding of the specialist area of auteur in relation to their film
auteurs demonstrate a free and playful option.

5 free and playful approach to  Candidates may include relevant contextual knowledge and use this
approach to filmmaking. used productively to enrich their discussion of the auteur’s free and
filmmaking. Uses points to develop playful approach to filmmaking.

e Excellent overall an excellent e Writing will be fluent, well-structured and show mature confidence in
knowledge and exploration of the expression as well as close engagement with the question.
understanding of an statement inrelationto | 4 Responses that show some very good examples of knowledge and
experimental auteur’s their experimental film understanding or application of knowledge and understand in,
approach to option. otherwise, ‘good’ responses can be placed in lower band 5 to reflect
filmmaking. this.
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7-8 marks
Good demonstration of
knowledge and
understanding of how
far experimental
auteurs demonstrate a
free and playful

7-8 marks
Good application of
knowledge and
understanding of how
far experimental
auteurs demonstrate a
free and playful

Responses to the question will be relevant and examples to support
the response will be carefully chosen

There will be clear and well-structured expression in responding to
the question set.

There will be a clear knowledge and understanding of the specialist
area of auteur.

Responses will make detailed references to the film option.

approach to
filmmaking.
Satisfactory overall
knowledge and
understanding of an
experimental auteur’s
approach to
filmmaking.

filmmaking.

Uses points to develop
a satisfactory
exploration of the
statement in relation to
their experimental film
option.

4 approach to approach to

filmmaking. filmmaking.

Good overall Uses points to develop

knowledge and a good exploration of

understanding of an the statement in

experimental auteur’s relation to their

approach to experimental film

filmmaking. option.

5-6 marks 5-6 marks e There will be some relevant knowledge and understanding of the

Satisfactory Satisfactory application chosen experimental film option.

demonstration of of knowledge and ¢ Some knowledge and understanding of the specialist area of

knowledge and understanding of how auteur.

understanding of how far experimental e Accurate descriptive detail from the film.

far experimental auteurs demonstrate a | ¢ Responses at the lower end of band 3 may be less than satisfactory

auteurs demonstrate a free and playful in AO1 or AO2 but will show some knowledge and understanding or
3 free and playful approach to application of it that goes beyond a basic response.
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3-4 marks
Basic demonstration of
knowledge and
understanding of how
far experimental
auteurs demonstrate a
free and playful

3-4 marks
Basic application of
knowledge and
understanding of how
far experimental
auteurs demonstrate a
free and playful

Reference to the film may be less-developed than higher bands and
may be generalised and/or descriptive.

Responses are likely to be undeveloped and lack substance but
there will be some attempt to form a response to the question.
Knowledge may be demonstrated in disconnected points rather
than continuous writing.

Points will tend to be stated rather than explored.

approach to
filmmaking.

Very limited overall
knowledge and
understanding of an
experimental auteur’s
approach to filmmaking

filmmaking.

Uses points to develop
a very limited
exploration of the
statement in relation to
their experimental film
option.

2 approach to approach to e Responses may be unfinished or undeveloped overall.
filmmaking. filmmaking. Reponses may contain some inaccuracies and insecure knowledge.
Basic overall Uses points to develop
knowledge and a basic exploration of
understanding of an the statement in
experimental auteur’s relation to their
approach to experimental film
filmmaking. option.
1-2 marks 1-2 marks Limited response and probably very brief.
Very limited Very limited application | ¢ There will be little understanding of and engagement with the
demonstration of of knowledge and statement.
knowledge and understanding of how | e Likely to be haphazard points made and not focused on the
understanding of how far experimental question.
far experimental auteurs demonstrate a | ¢  Minimal evidence of knowledge and understanding of the specialist
auteurs demonstrate a free and playful area of auteur.
1 free and playful approach to

0 marks

No response attempted or no response worthy of credit.
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Question 4.1: Indicative content
RUBRIC INFRINGEMENTS

See separate rubric infringements list
GENERALISED INDICATIVE CONTENT

The time available to the candidate will impose inevitable limitations on the level of detail and number of examples that can be presented and
discussed. It is appropriate to see the candidate’s response as an ‘answer’ as opposed to a more fully developed ‘essay’.

e Candidates may interpret ‘free’ and ‘playful’ in relation to their respective film movements as challenging mainstream cinema. They may
discuss free and playful approaches in relation to film form and/or narrative.

¢ Candidates should consider the approach of the auteur (e.g. how Godard deliberately defies the classical Hollywood style and narrative in
Vivre sa Vie or how Tarantino plays with plot order in Pulp Fiction).

e Candidates may contextualise their film option and auteur within wider film movements (e. Godard as part of the French New Wave which
as a movement was deliberately free and playful)

¢ Candidates may debate or challenge the statement. They may argue, for instance, that an experimental auteur is not always free or playful,

depending on the film option they have studied. This is acceptable if the candidate makes valid arguments. However, the candidate should
stay focused on notions of ‘free and playful’ cinema.
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4.1 - ‘Experimental auteurs often demonstrate a free and playful approach to
filmmking." Explore this statement in relation to your film option.

Pulp Fiction is a controversial 1994 film directed by Quentin Tarantino, following
hitmen Jules and Vincent as they attempt to navigate the world of organised
crime. In order to address Tarantino's ‘free and playful’ approach to filmmaking,
‘freedom’ and ‘playfulness’ must first be defined. As a result of Tarantino being a
fundamentally experimental filmmaker, ‘freedom’ will be defined as freedom from
prior artistic rules and constraints, and ‘playfulness’ will be defined as a broader
lack of seriousness in reference to the subject matter of the text. It is accurate to

say that Tarantino’s work demonstrates a free approach to filmmaking, but it is not Candidate
entirely accurate to call it playful, as Tarantino deviates from his standard effective]
playfulness in order to hit emotional beats at certain points within the text. exploration of ‘free

Experimental filmmaking tends to be postmodern, because in order to experiment,
it is arguable that an artist has to transgress previously assumed standards in order
to create something new. Tarantino is the archetypical postmodernist filmmaker,
with his films being frequently metatextual, creating a bricolage of intertext, and
through black comedy that pokes fun at established social convention. By the
nature of his existence as a postmodern filmmaker, Tarantino's work is marked by

and playful' .

a complete break from the previous standards upheld within filmmaking as an ~ =xcellent understanding of

artform. Postmodernism is an artistic and philosophical reaction to modernism, contextual frame
and has been briefly defined as the ‘deconstruction of metanarratives’, meaning
that postmodern works challenge established truths and norms present within the
mediums they take up. Therefore, a postmodern approach demands artistic
freedom, because postmodernism is by definition artistically free.

This artistically free approach can be most clearly seen in Pulp Fiction's dialogue
construction and narrative structure. In Pulp Fiction, dialogue between characters
is essentially meaningless - protagonists Jules and Vincent have an extensive
discussion at the inception of the text on European vs. American fast food,
cunnilingus vs. foot massage, the social dynamics of their working environment,
and so on. Shot reverse shot is used during this conversation, and the blandness of
this camerawork seems to indicate that the dialogue is important and that the

Engagement with
Postmodern techniques.

work.

focus is more on the words being said than the camera used to convey them, Relevant tontextual
however none of this dialogue has a significant impact on the plot, other than the discussion
discussion of the fate of Tony Rocky Horror being brought up in the middle of the underpinned by
film by Mia Wallace. In modernist film, dialogue typically follows the principle of relevant filmic
Chekhov's Gun: Chekhov's Gun is the idea that all aspects of a film must be techniques.

purposeful, and must be fulfilled at a later point in the text, usually phrased as 'if
a gun is presented in the first act, it must be fired in the third’. However, through




Candidate effective exploration of 'free and playful' .



Excellent understanding of contextual framework.



Engagement with Postmodern techniques.



Relevant contextual discussion underpinned by relevant filmic techniques.






making the dialogue of the text entirely meaningless and essentially vapid, serving
as gossip between friends, Tarantino breaks the rule of Chekhov's gun, because he
spends a significant amount of the film's runtime on these meaningless character
interactions. While some of the dialogue can be argued to be building the
spectator’s impression of the friendship between Jules and Vincent, the pure
volume of meaninglessness is hard to justify as a plot-necessary decision. This
shows clear artistic freedom, and illustrates that, as an experimental auteur,
Tarantino is unconstrained by the artistic standards of the medium he works
within. As a postmodern filmmaker, he challenges conventional dialogue norms,
and in doing so, he has the freedom to construct something new from the
transgression of those norms.

Furthermore, the narrative is non-linear, constructed into chapters that follow
specific characters - it has been argued that Tarantino forms a ‘network narrative'
through Pulp Fiction, wherein every character is only a few degrees of seperation
removed from one another. Butch's story actually comes at the end of the text,
but is placed in the middle of the work in order for it to have more emotional
resonance, and to make Vincent's death significantly more ironic. This loose
narrative structure is inherently experimental, as Hollywood narratives tend to
follow linear structures, for the purposes of ease of access - once again, Tarantino
fundamentally breaks from modernist tradition in the construction of Pulp Fiction
as a text, therefore showing a free approach. Therefore, it can be argued that
Tarantino has a 'free’ approach to narrative filmmaking, because he subverts
fundamental rules of the medium in which he is working, and counters the
hegemonic approaches previously considered standard in Hollywood.

Another aspect of Tarantino's clear artistic freedom is his constant use of
intertext. in order to generate the pleasure of the spectacle. Modernist cinema
requires originality, with modernist texts attempting to break new ground without
using the work that came before it - Tarantino, however, takes the opposite
approach. The film is saturated with reference, with Tarantino therefore freeing
himself of the requirement for originality, affirming that he evidently exhibits a
free approach. When Vincent enters the bar Jack Rabbit Slims, spectators follow
him into the set through a tracking shot; the tracking shot is an exact remake of
one used in Goodfellas, except it is decontextualised in order to fit into the world
of Pulp Fiction. The entire film is a bricolage of other texts, with every character
being drawn from another genre - with Jules being the protagonist of a
Blaxploitation film, Vincent being a cowboy, Mia being a noirish femme fatale and
Fabienne coming directly out of the French New Wave - and most of the films most
iconic moments being drawn from previous, modernist texts. Tarantino compiles
these prior texts into a new work, and as such, can be seen as having an
artistically free approach, because it goes against the central feature of
modernism that requires total originality in order to generate meaning. Tarantino
references work he enjoys not for the meanings of those references, but because
those references hold a certain aesthetic ‘coolness’, and this sense of meaningless
intertexts when combined with the total rejection of narrative and dialogue form

Uses points tp develop
exploration of free and
playful approfch, highly
secure and
comprehensiye.

Excellent kngwledge
and understanhding of
auteur withinspecific
sequences ajpd wider
film history.
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creates a piece of texts with an evident ‘artistically free' approach. Therefore, it is '
accurate to say that, by the virtue of Tarantino being an experimental filmmaker,

his work must be artistically free, because in order to experiment, a postmodernist

filmmaker has to challenge the previous artistic standard of the medium in which

they work.

In terms of ‘playfulness’, Tarantino constantly injects levity into what is ordinarily a
dour and dark genre - if Pulp Fiction can be placed into a genre category, it would
be into the crime thriller, even though it is debatable whether it even fits into
that mould, holding noir elements, aspects of romantic drama, and with it being a
portmaneteau film. This genre experimentation further illustrates the artistic
freedom present within the film, because it refuses to follow the rules that are
seen as necessary in order to appropriately market a film. However, for the sake of
simplicity, if Pulp Fiction is characterised as a crime thriller, the playfulness can
be seen in the ways in which Tarantino breaks the tone and mood rules of that
genre. Crime thrillers, at their core, generate darkness and emotional pathos,
because they seek to explore behaviour societally deemed as transgressive.
However, the film does not take that subject matter seriously.Frequently, the film
uses absurdist comedy to engage the viewer: in the middle of the film, Vincent Excellent insig

htful

(played by John Travolta) accidentally shoots and kills a Black man named Marvin. discussion of the

With his wavering and distant delivery of 'l just shot Marvin in the face’, and ‘playfulness’ o
Samuel L. Jackson's disgusted exclamations, seeming more offended that there is narrative and

blood in his car rather than being disturbed by the presence of a body, the scene development.
becomes so absurd that it shifts from a potentially serious and dramatic moment of

an accidental killing to a moment of intense comedy. Neither character acts as

they are 'meant to’, as demanded by the modernist construction of the crime

genre, and as such, the scene becomes incredibly funny because of that deviation

from the expected norm into surreal humour.

This absurdity is further constructed through the ensuing scene, wherein Tarantino
himself repeatedly hurls racial slurs at Jules and Vincent, and specifically at
Marvin, because he is stressed that there is a body in his home and his wife is going
to find it and divorce him, rather than being distressed by the presence of the
body itself. Within this scene, no character acts normatively, and as such, no level
of seriousnessness is provided to a topic such as death. Tarantino creates a
hyperreality in which gruesome and horrifying death can be a topic of absurd
humour, and in doing so, he removes this part of the film from seriousness
entirely, in favour of playing with the spectator's presumed expectations of crime
cinema. The black comedy of the film is a clear illustration of Tarantino's
playfulness when it comes to his artistic approach, with the dangerous and visceral
becoming absurd and funny, transgressing the requirements for seriousness
demanded by the genre in which he has chosen to work.

However, Tarantino does not have an entirely playful approach. Unlike Tarantino's
artistic freedom being self-evident, and a key feature of the nature of postmodern
filmmaking, whether he is a wholly ‘playful’ filmmaker is a far more complex

question. The film ends with the 'Shepherd’ monologue, delivered by Jules to Tim

film
haracter




Excellent insightful discussion of the 'playfulness' of film narrative and character development.





Roth’s character, Pumpkin. In the speech, the camera stills, focusing entirely on
Jules' face as he talks through his recent revelation, leaving the life of a hitman
behind, and how he is sparing Pumpkin's life because he's ‘trying real hard to be the
shepherd.’ This moment stands out from the rest of the work, as a result of it
entirely lacking the playfulness Tarantino primes us to expect throughout the rest
of the work. Unlike the 'dead [n-word] storage’ scene, this moment of pathos is not
undercut by intense and absurd comedy; it is played totally straight, and when the
camera cuts back to Pumpkin, his naturalistic performance conveys a feeling of
intense shock and awe. While the film is broadly a playful work without concern
for seriousness, it is not a comedy, and manages to hold significant emotional work
when Tarantino attempts to convey those emotions. Therefore, Tarantino cannot
be considered to have an entirely playful approach as a result of this sudden
intense moment of character revealing emotion placed at the end of the text,
where it will be the most striking moment of the film to the spectator, because by
the virtue of narrative construction it will be the final thing they remember.
However, the film does, broadly speaking, approach its dark subject matter
playfully, despite this sudden deviation from that model, meaning that Tarantino
can also be considered to have a somewhat playful approach to his work, if that
statement is provided alongside certain caveats.

Therefore, it is true to say that Tarantino has both a 'free and playful’ approach to
filmmaking, by the virtue of his nature as an experimental filmmaker. His
experimental approach to genre convention (his insertion of absurdist humour into
serious, visceral moments) generates a sense of playfulness through the generation
of levity, and furthermore that breakage of genre and narrative convention
illustrates an approach of artistic freedom to his work. However, it cannot be said
that Tarantino is an entirely playful filmmaker, because he does provide solid and
impactful emotional beats when he feels that the text demands them, which are
not undercut with humour spectators come to expect from the text.

Relevant ¢ontextual
knowledge that

used prodpctively to
enrich disgussion of
Tarantino'p
approach fo
filmmaking.

Excellent overall knowledge and
understanding of the auteur's
approach to filmmaking.
Candidate debates a variety of
film sequences from a range of
perspectives but never lose
focus on the 'free and playful’
aspect of set question.



Relevant contextual knowledge that used productively to enrich discussion of Tarantino's approach to filmmaking.



Excellent overall knowledge and understanding of the auteur's approach to filmmaking.
Candidate debates a variety of film sequences from a range of perspectives but never lose focus on the 'free and playful' aspect of set question.










Section D: Film movements — Experimental film (1960-2000)

Answer on one of the following film options:

. Vivre sa vie (Godard, France, 1962) Pulp Fiction (Tarantino, US, 1994)
. Daisies (Chytilova, Czechoslovakia, Fallen Angels (Wong, Hong Kong,
1965) and Saute ma ville (Akerman, 1995)
Belgium, 1968) . Timecode (Figgis, US, 2000)

Either,

‘Experimental auteurs often demonstrate a free and playful approach to flmmaking.’
Explore this statement in relation to your film option. [20]

© WJEC CBAC Ltd. (A670U20-1)
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4.2 Explore the experimental use of editing and sound in your film option.

[20]

AO1 (10 marks) AO2 (10 marks)
Band Demonstrate knoyvledge Apply kn_owledge and AMPLIFICATION

and understanding of understanding of elements

elements of film of film to analyse films

9-10 marks 9-10 marks Responses may demonstrate a sophisticated knowledge and
Excellent demonstration e Excellent application of understanding of the experimental use of editing and sound in
of knowledge and knowledge and the chosen film option.
understanding of the use understanding of the use Knowledge of the film option will be detailed, highly secure and
of editing and sound. of editing and sound. comprehensive.
Excellent overall e Uses points to develop Candidates may include relevant contextual knowledge and
knowledge and an excellent exploration use this used productively to enrich their exploration of editing
understanding of what of the experimental use and sound.
5 constitutes the of editing and sound. Writing will be fluent, well-structured and show mature
‘experimental’ nature of confidence in expression as well as close engagement with the
the film option. guestion.
Examples from the film will be well-chosen and detailed, with
excellent use of relevant film terminology.
Responses that show some very good examples of knowledge
and understanding or application of knowledge and understand
in, otherwise, ‘good’ responses can be placed in lower band 5
to reflect this.
7-8 marks 7-8 marks Responses to the question will be relevant and examples to

Good demonstration of e Good application of support the response will be carefully chosen.

knowledge and knowledge and There will be clear and well-structured expression in

understanding of the use understanding of the use responding to the question set.

4 of editing and sound. of editing and sound. There will be a clear knowledge and understanding of the use
Good overall knowledge | e Uses points to develop a of editing and sound.
and understanding of good exploration of the Responses will make detailed references to the film option.
what constitutes the experimental use of
‘experimental’ nature of editing and sound.
the film option.

© WJEC CBAC Ltd.
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5-6 marks
Satisfactory demonstration
of knowledge and
understanding of the use
of editing and sound.
Satisfactory overall
knowledge and
understanding of what
constitutes the
‘experimental’ nature of
the film option.

5-6 marks
Satisfactory application of
knowledge and
understanding of the use
of editing and sound.
Uses points to develop a
satisfactory exploration of
the experimental use of
editing and sound.

There will be some relevant knowledge and understanding of the
experimental use of editing and sound.

Accurate descriptive detail from the film.

Responses at the lower end of band 3 may be less than
satisfactory in AO1 or AO2 but will show some knowledge and
understanding or application of it that goes beyond a basic
response.

3-4 marks
Basic demonstration of
knowledge and
understanding of the use
of editing and sound.
Basic overall knowledge
and understanding of what
constitutes the
‘experimental’ nature of
the film option.

3-4 marks
Basic application of
knowledge and
understanding of the use
of editing and sound.
Uses points to develop a
basic exploration of the
experimental use of editing
and sound.

Reference to the film may be less-developed than higher bands
and may be generalised and/or descriptive.

Responses are likely to be undeveloped and lack substance but
there will be some attempt to form a response to the question.
Knowledge may be demonstrated in disconnected points rather
than continuous writing.

Points will tend to be stated rather than explored.

Responses may be unfinished or undeveloped overall.
Reponses may contain some inaccuracies and insecure
knowledge.

1-2 marks
Very limited demonstration
of knowledge and
understanding of the use
of editing and sound.
Very limited overall
knowledge and
understanding of what
constitutes the
‘experimental’ nature of
the film option.

1-2 marks
Very limited application of
knowledge and
understanding of the use
of editing and sound.
Uses points to develop a
very limited exploration of
the experimental use of
editing and sound.

Limited response and probably very brief.

There will be little understanding of and engagement with the
statement.

Likely to be haphazard points made and not focused on the
question.

Minimal evidence of knowledge and understanding of the
experimental use of editing and sound.

No response attempted or no response worthy of credit.

0 marks

© WJEC CBAC Ltd.
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Question 4.2: Indicative content
RUBRIC INFRINGEMENTS

See separate rubric infringements list
GENERALISED INDICATIVE CONTENT

The time available to the candidate will impose inevitable limitations on the level of detail and number of examples that can be presented and
discussed. It is appropriate to see the candidate’s response as an ‘answer’ as opposed to a more fully developed ‘essay’.

e Candidates may discuss how sound and editing are used together in experimental ways in their chosen film option.

¢ Candidates will demonstrate a knowledge and understanding of the specific characteristics of the film’s editing and sound which will reflect
the movement relevant to the chosen film (e.g. European avant-garde, new wave, postmodernism, digital experimentation).

o Adiscussion of key and distinctive aspects of the film’s editing and sound will vary depending on the film, for example the use of the jump
cut in Vivre sa Vie or the use of comic heighted sound effects in Daisies.

A670U20-1 EDUQAS GCE A Level Film Studies — Component 2 MS S22/CB
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Contextual awarness.



Relevant knowledge of editing techniques.
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Demonstration of editing techniques and their experimental potential.



Awareness of 'experimental' sound techniques employed.
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Accurate description of sound techniques employed.



Awareness of auteur elements in 'experimental' techniques employed in sound and narrative.
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Satisfactory application of knowledge and understanding of the use of editing and sound. 
Satisfactory overall awareness of what constitutes the 'experimental' nature of the film.
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number inside the boxes next Answer
to the first line of your answer
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Relevant film terminology.



Sophisticated knowledge and understanding of experimental editing techniques in relevant sequence.
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number inside the boxes next Answer
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Well-chosen sequence, detailed explanation of techniques.



Excellent exploration of the use of sound in relation to characters and specific filmic devices.
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Examples are well chosen and demonstrate confidence in expression as well as close engagement with the question.



Excellent demonstration of knowledge and understanding of the use of editing and sound. 
Excellent overall knowledge and understanding of what constitutes 'experimental' .










Section D: Film movements — Experimental film (1960-2000)

Answer on one of the following film options:

. Vivre sa vie (Godard, France, 1962) Pulp Fiction (Tarantino, US, 1994)
. Daisies (Chytilova, Czechoslovakia, Fallen Angels (Wong, Hong Kong,
1965) and Saute ma ville (Akerman, 1995)
Belgium, 1968) . Timecode (Figgis, US, 2000)

Or,

Explore the experimental use of editing and sound in your film option. [20]











