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Abstract
Interdisciplinary cooperation and study are frequently advocated in reports and articles,
not least the 2008 National Curriculum (QCA 2008). But at ground level there are always
prejudices and rivalries within the staffrooms of schools and colleges that can inhibit
these practices. From the perspective of an Art and Design teacher, who is engaged in
contemporary art practice with video and desktop editing, the subject boundaries with Media
Studies can look alarmingly close at times. In thispaper we would like to identify where there
are overlaps and opportunities for crossover to advance the pedagogy of both Media Studies
and Art and Design. We will argue that the 14-19 Creative and Media Diploma and the British
Film Institute (BFI) offer an opportunity and a site to explore boundary crossing.

The Creative and Media Diploma has only recently been introduced to schools
and colleges in England, and many Art and Design and Media departments have been
encouraged to consider adding this option to the curriculum portfolio for their pupils. There
has been little research into the 14 to1g diplomas and as their future looks uncertain with
the recent change of government, further research on their implementation is prescient.

We would argue that the British Film Institute Mediatheque offers an exciting facility
where students can develop and extend their knowledge of moving media, blurring the
boundaries between Media Studies and Art and Design and so countering the claim that
the BFI is the preserve of English or Media Studies teachers. Previous articles regarding
the BFI (Bazalgette 2001; Parker 2001) have illustrated the opportunities for greater media
literacy and for ‘incorporating aspects of our visual world into the mandatory curriculum’
[John: no reference here ok?] for elementary and secondary schools. We would like to test

this notion and have chosen a Creative and Media Diploma group as a small case study.
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Background: The case for change
The reform of 14-19 education has not been without its critics. Before the diplomas were
launched Smithers and Robinson were commenting that ‘while the research has uncovered
particular practical difficulties, more fundamentally it finds the basic concept flawed’
(Smithers and Robinson 2008[Q: page number?]). Others raised the fear that because
‘grammar and independent schools have shown no enthusiasm’ they will be seen as a
‘second-class’ qualification (Baker 2009[Page?]). The Tomlinson Report of 2004 advocated
a complete overhaul of all existing qualifications, and because ‘the then Prime Minister,
Tony Blair, was unwilling to risk sacrificing A-levels... his decision doomed the diploma
reforms to failure’ (Baker 2009 [Page?]). Having cost £65.2 million in the three year run up
to implementation, this level of expenditure is unlikely to be repeated: will it therefore be
viewed as money well spent or a reckless waste?

OFSTED’s report ‘Implementation of 14-19 Reforms, including the Introduction of
Diplomas’ in August 2009 brought the first evaluation from ground level, and much of
it was positive. The key strengths of the Creative and Media Diploma highlighted the
‘good planning and realisation of interdisciplinary work... All consortia demonstrated
whole-hearted commitment to a collaborative curriculum’ (OFSTED 2009). Teachers and
students were ‘highly motivated’ and ‘in addition to their early acquisition of a wide range
of technical skills across many disciplines, ... (the) well designed interdisciplinary activities
opened students imaginations to a wide range of creative possibilities’ (OFSTED 2009).
Far from being ‘second rate’, the Creative and Media Diploma had authority and weight

because in many schools ‘senior staff were leading the Diploma and teaching it’.

So how can Media and Art and Design teachers learn from this?
It is common for staff teaching the Diploma in schools and colleges to also teach other
Art and Media courses at examination level. Therefore, it would be advantageous for
them to be cognisant of the issues and developments in both Art and Design and Media
pedagogies. The key to the blurring of subject boundaries may lie in the 2008 secondary
National Curriculum. It clearly specifies the need to embrace new technologies. This
is defined in the Art and Design Curriculum as ‘animation, film, video, or web-based
products’ (QCA 2007). While these technologies have been familiar to Media Studies for
some time, they are now increasingly the media of choice within contemporary art practice
where practitioners use combinations of digital photography, moving image, sound and
film within their installation pieces.

In fact, these technologies are proving to be the primary mode of twenty-first century

communication, particularly amongst the younger generation. They are ‘digital natives’,
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born into the digital age and growing up with an instinctive ability to assimilate the
developing technology (Prensky 2001). Sites such as YouTube, Facebook and Flickr facilitate
a constant flux of video and image-based exchange. Giroux states that ‘the literacies of
the postmodern age are electronic, aural and image based’ (2009: 16). Ash (2004[Page?))
warns Art and Design teachers of the need to engage with the changing landscape and
‘prepare students with the tools which will shape the twenty-first century’ whilst Media
Education has been rapidly embracing new technologies as a way to develop ‘key areas
of understanding, and encourage a more reflective approach’ (Buckingham 2003[Page?]).
Hardy says this has already had an impact in Media Education where ‘students can make
images using virtually — sometimes identical — technologies as they critique, and so think
in the media they critique’ (Hardy 2006[Q: page?)). Reid et al. underscored the ‘vital’
understanding of the language of the moving image in BECTA'’s Digital Video Evaluation
Report in 2002 (Reid et al. 2002).

There are many within the art education establishment (Long 2001; Ash 2004; Newbury
2004; Allen 2003; Davies and Worrall 2003: Meecham 2000) who promote the opportunity
for ICT and moving media to engage and further enhance learning in art. The recent 2009
OFSTED report on Art Education in England and Wales was quite damning of the limited
Art and Design practice in secondary schools and its neglect of moving media. The report
encourages teachers to develop their practice and it highlights that it found ‘contemporary
art and digital media enriched the curriculum and pupils’ exploration of abstract concepts’
(OFSTED 2009). It goes on further to emphasise the influential argument showing that
using technology can have a positive effect on pupils’ attainment (particularly boys) and
yet quizzically draws attention to schools stubborn resistance to these developments and
recent recommendations.

Yet, in the midst of this fragmented picture an encouraging development has occurred
which may play a role in moving both Media Education and Art and Design practice. In
our case study group the Diploma offers a hybrid of digital art creation and Media Studies.
It provides this study an opportunity to explore an argument for the relevance of moving
media and promotes the Mediatheque resource at the British Film Institute’s Southbank
site as one of many practical ways for teachers to overcome perceived barriers and engage
students to work with the moving image.

The case study group consists of fifteen Creative and Media Diploma students at the start
of their course in a medium sized Further Education College. The research monitored the
students’ visit to the BFI in the first term of the course and draws from two questionnaires
completed before and after the visit experience. A small randomly selected sample of

students then took part in semi-structured interviews upon their return to the college.
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Convincing teachers to shift positions: The moving image and its
relevance in the classroom
Attitudes, opinions and personal knowledge are now increasingly moulded by the
mediation of the printed image, cinema screen, television and computer screen (in its
multiple incarnations). Since it is the filter through which so much of our knowledge
emerges, surely the image (still or moving) has real implications for teachers? Downing
promotes contemporary art because it offers ‘intrinsic and immediate effects, focusing on
the heightened awareness of the relevance of art to pupils’ own lives and the subsequent
effect this has on their motivation and enthusiasm for studying and creating artwork’
(Downing and Watson 2004[Q: page?]). In addition Addison (Addison and Burgess 2007[Q:
page?]) advocates that teachers challenge the normative values found in school

Baudrillard warned of the dangers of living in a ‘simulacrum’ where nothing is
experienced in ‘reality’ and everything is received through visual representations alone. He
believed postmodernism to be a highly dystopic condition leading us into a ‘hyperreality’,
a Disneyland, in which the dominant systems eliminate any agency once possessed by the
masses (Baudrillard 1994). His concerns, however, were far from revolutionary. Indeed, it
was Plato in his Allegory of the Cave, who recognised as early as 400 BC, the consequences
of experiencing the world through mere visual representations alone. Are these concerns,
as perennial as they seem, still worthy of discussion today and has the digital world of the
twenty-first century brought anything new to the debate?

According to Lemke (1995), a very new culture has emerged since the exponential
rise of digital media. Students, of all ages, are now participating in, what he calls a ‘new
attentional culture’ where attention is rapidly shifted among multiple information sources
and virtual environments such as wireless communicators and mobile phones. In these
environments, verbal, written and visual exchanges happen rapidly, simultaneously and
in real-time. More than just a new set of skills for juggling our attention, Lemke proposes
that the new attentional culture is also a new set of desires and values, which have changed
the definition of ‘attention span’ and ‘concentration’. So does this imply different ways of
learning, different ways of thinking? He claims it must, as thinking is just one aspect of
action, and it alters when engaging in new kinds of activity. Text, mathematics, diagrams,
animations, videos and still images are all cognitively digested in diverse ways. Digesting
multiple sources simultaneously, as is often the case, adds further layers of complexity:
‘We don'’t think the same way when we are interacting with just one source of information
as when we are cycling our attention rapidly among several. We do not think or learn the
same way when we are being led along as when we ourselves take control’ (Lemke 1995 [Q:

page?]). Therefore, we are advocating a curriculum that will enable pupils to take control, to
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utilise new technologies within the classroom, to become producers of their culture, not just
consumers (Allen 2003).

It is no coincidence that lens-based digital media is often the medium of choice in
contemporary art practice today. In the post-industrial world, it is often the medium of
choice for most forms of communication, particularly amongst the younger generation.
Whether excited by the infinite possibilities of Lemke’s new attentional culture or
concerned about the implications of living in Baudrillard’s simulacrum, the power
and relevance of the image in contemporary culture and, therefore, in education, are
indisputable. In a culture which now privileges the minute moving screen of the mobile
phone or camera back over the real experience, the mediation of pixels over direct
observation, it is not just relevant and potentially more engaging to put digital multimedia

on the academic agenda, it is arguably vital.

Why the BFI?

Collaboration with outside agencies has been widely endorsed within education. School
visits can be an invaluable opportunity to expand pedagogy. As Giroux (1994;1996 [Q: page?])
states: ‘teachers cannot locate teaching in one space, they need to engage with other
educators in a variety of sites in order to expand the meaning and places where pedagogy
is undertaken’. Indeed, a gallery or ‘museum can be seen as a site for different voices, a
place that encourages question and enquiry’ (Burgess 2000 [Q: page?]). Most importantly,
it can also be a unique place in which to learn about ourselves and the lives of others

by building cultural literacy and ‘the capacity to understand, respect and interact with
people from different cultural backgrounds; it develops a sense of our own identity’ whilst
encouraging them to ‘question and challenge’ (Anderson 1997: 7, in Burgess 2000).

Yet evidence suggests that secondary schools are one of the most difficult audiences
to tempt out of the school environment. Despite the government’s drive to promote
such activities with the launch of the ‘Learning Outside The Classroom Manifesto’ (DfES
2006) many schools remain reluctant to venture out depriving pupils of these cultural
experiences. Whilst the 2009 OFSTED report acknowledges the importance of gallery visits
it also flags its concerns that ‘such experiences were rarely available to all pupils’ (OFSTED
20009).

There is clearly much to consider when planning a learning opportunity beyond the
classroom; one site which, in its uniqueness, navigates many pitfalls of orthodoxy and
offers an opportunity to engage students in new technologies is the BFI Mediatheque.

The Mediatheque is a free multimedia lab, which is open to the general public but which

can be booked for exclusive educational use. There are sites at the National Film Theatre
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Fig. 1 BFI Mediatheque, London.

on London’s Southbank (Fig. 1), at the QUAD in Derby and at the Central Library in
Cambridge. There is also a limited amount of material available online via the BFI channel
on YouTube.2

Thanks to the indiscriminating permeability of new web-based technologies, there
is considerable flexibility in where, how and when examples of moving image can now
be accessed for teaching purposes. This prompts the question: what makes a visit to the
Mediatheque worthwhile?

Firstly, a visit to the BFI Mediatheque like many collaborations with outside agencies,
can expand pedagogy, encourage critical enquiry and build cultural literacy. Unlike a
more traditional museum or gallery space which can be alienating and seem irrelevant to
some students, the Mediatheque is an utterly unique space. It is a cinema, computer lab,
gallery, museum, and classroom hybrid. Similar enough to familiar student spaces to seem
accessible and non-intimidating and dissimilar enough to be a privileging and engaging
experience.

Secondly, it has an unrivalled archive of 275,000 films, 210,000 TV programmes, seven

million photographs and 15,000 posters, organised by specialist curators into 1000 hours of
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footage that is age, gender and culturally diverse. Nevertheless the collection is not immune
from the usual critiques of the process of curatorion, such as lack of diversity or endorsement
of prevailing orthodoxies. However, these criticisms are to some extent countered by the fact
that the collection is not constrained by physical space and therefore the enormity of the
material on offer. Indeed, what surprised and stimulated the case study students most about
the Mediatheque visit was ‘the amount of films and movies’, the ‘new facilities’, the ‘amount of
computers’, the ‘sound proofing’, ‘funny and unexpected films’ which were ‘really weird and
not like usual films’; in summary ‘it was interesting and inspiring’.

In the questionnaire most students commented that the archive interface was ‘very easy’
to use, it was ‘well categorised’, ‘set out well’ and ‘similar to YouTube’s search process’. This
was an important factor in the enjoyment of the visit as was the scope of ‘interesting films’,
the quality of the ‘room and site’ and ‘good seats’. The quality of the interior design and
the well maintained facilities are an integral part of the success of theMediatheque, and for
the students the state of the (art) environment, and the ease and familiarity of the interface
were important aspects of the learning experience. As one would expect the students were
also quick to highlight negative factors, but these were few and related to their challenging
attitudes to unfamiliar material, such as ‘few recent films’, ‘couldn’t decide what to watch’,
‘some complicated films’ and ‘some too long, confusing and boring’. The success of a
resource, data base, archive or library is based primarily on ease of use, so the lack of a genre
search would appear to be a significant oversight by the archive software designers.

Out of the fifteen students who attended the visit 2:1 were in favour of returning to the
Mediatheque and most wanted ‘to spend longer there; some to ‘broaden their knowledge’
because it is ‘interesting’ and ‘amazing’. While 2:1 did not know they could access some
of the BFI archive on YouTube some saw this convenience as a reason not to make the
journey to the Mediatheque.

The BFI Southbank site also offers other resources which can be utilised during a visit
such as a cinema which offers special educational showings, an interactive media suite and
a gallery space exhibiting a programme of multimedia artists. The gallery exhibition of
Lithuanian artist Deimantas Narkevicius’ ‘The Dud Effect’ made a very positive impression
on the students who had never experienced an ‘art film’ in such a context. One of the most
valuable offerings of the Mediatheque space, however, is its interactive format. We are in the
age of self-editing media, with the rise of digital TV and online downloads and, as Ritchin
(20009) states: ‘unlike a novel or a vinyl record, which were intended to be experienced from
beginning to end, digital media is interactive in nature and non-linear in format.’ [Q: page
number?] This means no two people will necessarily read the same words in a book, listen

to the same music, or experience a film or photo essay in the same sequence. Pupils of
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Lemke’s new attentional culture are accustomed to interactive, self-editing media where
active engagement and independent learning are fostered. The potential for learning with
active engagement is widely endorsed by educationalists and it is possibly this aspect of
the BFI's Mediatheque which has the most potential to engage students. It is this interactive
aspect which differentiates an Art and Design approach to moving image as opposed to
one which might be taken within the subject of Media Studies. Art and Design can provide
pupils with tools that allow them to become creators of aspects of their digital world; not

just to consume passively but to produce actively.

Varying perspectives: Art and Design and Media Studies

The Creative and Media Advanced Diploma at Level 3 offers students the ability to work
in new media technologies (Fig. 2). The course is about experimentation, developing
imagination and expressing thoughts and ideas through visual media. Students are
expected to have an interest in photography, film and IT rather than previous experience
in these media. At Level 3 the Diploma is equivalent to 3.5 A Levels and as the majority of
the work is practical in nature it is aimed at those students who value a more vocationally

orientated and employment-based programme.

Fig. 2 Case study students working in pairs during a visit to the BFI's Mediatheque.
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The relevance of studying new media in schools is, we would argue, beyond dispute
as the new National Curriculum 2008 firmly embeds ‘new technologies’ into the
statutory requirements. There are several who have been calling and campaigning for
the development and introduction to the statutory guidance for many years, including
Allen who sees ‘new technology as a vital opportunity to move beyond the limits of the
old subjects...to something that engages all the senses (and the intellect) (Allen 2003:

101). Burn and Durran recognise that ‘creativity carries rather different meanings in Art
Education and Media Education, and in many ways animation projects cross the boundary
between these territories’ (Burn and Durran 2007[Q: page?]). So what separates the
boundaries and approaches to film in Art and Design from Media Studies?

We would like to suggest that Media Studies focuses on learning the language of media
through the study of context and reflection on the texts and images. It is ‘about developing
young people’s critical and creative abilities. The notion of media literacy...implies that
reading the media and writing the media shall be inextricably connected’ (Buckingham
2003[Q: page?]). Art educators likewise are also concerned with contextualising the image
and reflecting on the creative process and outcome. Buckinget al. (1995; Buckingham 2003)
suggest that Media Studies educators have a concern with ‘Romantic’ notions of ‘creativity’
and how to assess that. He quotes Bob Ferguson writing inScreen Education, 1981, who
condemned the ‘puerile’ results of imitation and parody. Buckingham argued that the way
forward was not to reproduce the ‘dominant ideologies’ but to challenge them, a deeply
held belief that has been the backbone to Media Education since the publication of Marshall
McLuhan'’s Understanding Media 1964 and John Berger’s Ways of Seeing (Berger 1972).

In contrast, ‘creativity’ is first in the list of Key Concepts in the Art and Design
curriculum and is defined as ‘producing imaginative images, artefacts and other outcomes
that are both original and of value’ (QCA 2007: 18). Can moving image be taught effectively
in Art and Design classrooms without the support of a Media Studies department to help
teach media literacy? Unless pupils are media literate how can they begin to climb the
heights of creative originality? As long ago as 1991 Phillips was suggesting broader cross-
curricula approaches with Art, English and Media to improve the quality and creativity of
moving media productions.

Digital technology offers ‘empowerment’ but also tends to ‘individualize the process of

production’ (Buckingham 2003). This concerns him and he stresses:

...group work needs to be perceived as a matter of self-interest: students need to
recognise that only by pooling resources, expertise and ideas can they get the job

done. (Buckingham 2003: 187)
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This concern is not shared by all art educators. Steers and Swift's ‘Manifesto for
Art’ advocates developing skills like ‘working with others’, but significantly they state
‘independent thought develops individuality’ (Swift and Steers 1999[Q: date?]). Long
(2001[Q: date?]) found that digital technology in school projects did create ‘individual and
divergent work as was hoped for by Steers and Swift'.

Blurring boundaries: Where Film and Art overlap

There are many different ways to engage with artworks which are not dependant on the
media. Hickman (2005), Addison (2000), Buchanan (1995), (Dyson 1989), Eisner (1989) and
Taylor (1986) to name a few, all offer models for analysing artwork. We took a rather formalist
approach due to the familiarity of the student cohort with this approach and using three
short films from the collection the students were asked to consider and respond to the use
of colour in ‘Soho Square’, and the use of sound with image in ‘Lambeth Marsh’ and ‘Blight’.
All of these films were from the ‘London’ collection. Student responses were recorded in
written form on worksheets, but these could be equally achieved as visual responses.

Giving the students a structured introduction to the vast archive was important as it
helped them to familiarise themselves with the navigation interface and provided a clear
set of learning objectives. The session was split into two and after a short break students
were asked to analyse editing pace and audience using examples of film that they had
discovered.

The first consideration for the students was to look at the use of colour in film and how
it differed from reality. Mario Cavalli’s ‘Soho Square’ (1992) (Fig. 3) is an animated short that
has been rotoscoped from video footage, a process where video live action is overdrawn
and traced by hand.4 The students
described it as ‘cartoonish like it’s
been drawn’. The film is a series
of vignettes that literally illustrates
the groups of people who use and
inhabit London’s Soho Square.
Colour is used to ‘tell what their
emotions are’. Students could see
how colour is used to complement
the narrative by indicating mood
and status: ‘The bright colours

obviously mean happiness and the
Fig. 3 ‘Soho Square’ (Maria Cavalli 1992). dark=gloomy’: ‘The people who are
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enjoying the park are in bright colours, where the tramps are in duller colours’. The colours
are exaggerated, ‘happier than reality’ whereas one student thought that if it had been in
black and white ‘it would have made you think it was sad’.

The film clearly brought out an emotional response to colour but it also exposed some

interesting social attitudes that were to surface later.

When the students were asked
to analyse the uses of sound in
film several responses, similar to
colour, also exposed some of their
prejudices and misconceptions of a
multicultural London. This proved
to be an opportunity for the tutor
to challenge assumptions and
question understandings around
race, community and contemporary

Britain using an anti-racist strategy.

Issue-based work is a valued and
Fig. 4 ‘Blight’ (John Smith 1994). established part of Art and Design
pedagogy (Addison and Burgess

2007) and an obvious crossing of boundaries can be seen here. After being left almost
speechless by the previous film the students responded enthusiastically to ‘Lambeth Marsh’
and ‘Blight’. ‘Blight’ (Fig. 4) by John Smith(1994) shows an East End community voicing its
anger as homes are demolished to make way for the M1 road link. The film uses a clever
juxtaposition of sounds of household items in their former working life with images of
the destroyed items post demolition. ‘Blight’ prompted a more perceptive response and
evidenced a better standard of literacy among some students: ‘makes music and voices
sound like a poem of destroying a house’, ‘noises represent objects and things you see’,
‘minor key creates sadness and destruction’, ‘sound like a metaphor’.

‘Lambeth Marsh’ (Fig. 5) by Cleo Barnard (2001) was described by one student as ‘how it
used to be (a marsh land) and how it is now (built up city), and another identified ‘linking
the style of Eastern music to the people in the film'. It is more than a simple study of a
borough; it is a ranging vision of entwined life. It takes the concept from William Blake’s
poem that the city marks every individual who works and lives in its environs.

A comment by one student: ‘this is not Londor’, perhaps suggests that these students
were being confronted with a broader perspective and view of London that challenged

some of their prejudices and misconceptions. The film succeeded in questioning the
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audience’s view and led to very
valuable discussion about London
and showed the power of sound to
vividly complement the pictures.
These elements were a source for
continued dialogue, peer to peer
and peer to tutor, in the following
weeks and served as stimuli for the
rest of the module.

Creative and Media Diploma

students are required to write
Fig. 5 ‘Lambeth Marsh’ (Cleo Barnard 2001). descriptions of how their chosen
media has developed, how the
processes compare to past and present, and how different practitioners work. They are also
expected to understand ‘the cultural, economic, political and social forces that influence the
production, distribution and consumption of products’ (Skillset 2008). This understanding
is necessary to inform their own practice and to prepare them for advancement in higher
education or into industry. An A level Art student wishing to write their essay on moving
image could also build up their research and analysis using the Mediatheque. GCSE Art
students could also engage with the archive in a structured worksheet which could be

followed up with short movie making assignments using mobile phones.

Conclusion

It might be tempting to try and impose a hierarchy of different genres of moving image
and film: from home-made mobile video clips posted on the internet, to popular TV
culture, to cinema and perhaps ultimately to fine art gallery pieces. In the confusing
plethora of choice the BFI Mediatheque can at least be relied upon to provide an educated
and culturally important curated resource. It is a resource that is continually expanding
both online on YouTube and across the UK. The online resource provides an immediate
opportunity to engage students before and after a visit to the Mediatheque, which will help
focus research on a particular curated subject and maximise the learning time on a visit.
As we have argued, nothing inspires a student more than an enriching visit to a gallery
or cinema and the Mediatheque brings a sense of occasion and increases the status of the

learning experience.
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Fig. 6 Inside the Mediatheque

|}

learning space.

It is the role of Art and Design and Media teachers to develop an exciting and relevant
environment for students to explore; to facilitate the learning with appropriate materials,
media and equipment, and focus the knowledge, skills and understanding in areas that
will provide students with the language for their unknown future world. We feel now is the
time for change and the challenge for these teachers is finding ways of breaking from the
dominant orthodoxy, moving on from their safe and predictable curriculum, shifting their
tired practice, being creative individuals again and looking towards the moving image as
a different frame for students to explore and develop. We need to give the learner more
freedom to discover their capacities, and prepare them with more flexible skills allowing
ongoing growth. This paper has argued that Art and Design and Media teachers have a
lot to gain from a dialogue with each other, and using spaces outside of the classroom is
a good starting point if they are prepared to cross the self-imposed boundaries of their
subjects. We don't really know what the future holds for the students, but we do know they
will need to mediate the world via the visual and moving image.

As long ago as 1985 Eisner was advocating that teachers should be inspiring people at
the forefront of practice for the benefit of the learner. He was aware of the tensions that
exist in this risk taking approach, but draws from the French poet and critic Guillaume
Apollinaire as a source to inspire. We would like to end with a thought-provoking quote he

chose to arouse teachers:

Come to the edge, he said.

They said we are afraid.

Come to the edge, he said.

They came.

He pushed them... and they flew.
(Apollinaire 1981, quoted in Eisner 1985)
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Notes

1 ICT in Schools — the Impact of Government Initiatives — Secondary Art and Design (HMI
2194),0fsted, 2004; www.ofsted.gov.uk/publications/2194.

2 BFI film’s Channel - http://www.youtube.com/user/BFIfilms.

3 Deimantas Narkevicius in Conversation with the BFI - http://www.bfi.org.uk/audio/
exhibitions/narkevicius.aif.

4 Soho Square - http://www.youtube.com/watch?v=ygug-kKKcVM.

All BFI film images have been reproduced with kind permission of the BFL
Many thanks to Mark Reid (BFI Education Department) for his support and guidance.
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