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Building the set for inside PSH studio. Testing the ligthing. Whole crew during the set build and set
dressing.

Testing the quality and color of the light
coming through the window.

Our final lighting set up that we used for Myself, our fist AC Alina, and co-cinema- A BTS shot of the last scene in the film.
most of the shoot. tographer Sarraa Ali.



Screenshots from the final cut.

Our Adaptation films were a great way to solidify and put into practice
a lot of the principles we explored in the fall. Seeing Home come to-
gether made everything feel more solified in our minds. It also took a
lot of the fear from being on set.

Even though a lot of our shots didn't make the final cut, it taught us
that the simplest shots were the most effective for the story.

We all walke away from this project with a great sense of
accomplishment because we shot the whole thing in the studio and we
built the whole set from scratch.
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One for the Road

Pictured above, shot from One for the Road



Screenshots from the article in the

Chan gin S ge ars an d Guardian on May 18th 2019 by Tom Wall

‘This is awake-up call’: the villagers
who could be Britain's first climate

COmng Up With aIl refugees
original 1dea

COVID 19 changed all of our plans, preparation, and our
stories. We had to scrap our initial film ideas and start again
from scratch.

We worked virtually for nearly 7 months trying to get the new
film together.

As sea levelsrise, Fairbourne, sandwiched between mountains
Our producers came across an article about the first climate  and the beach. is being returned to the waves. But where will its
change refugees in the United Kingdom. We all agreed that ~ fesidents go?
we should write a narrative short about the impact of Climate

Change on coastal towns in Wales. 44 The situationis a
timebomb. It is not
going tobe
affordable to protect
large stretches of
coast

; Other commumnities are likely to face similar barthes i the I P
. —1 connbig devagles, Whike Citie sl aneas with impottam
D inndustries are likely to be defended, smaller coxstal
communities are most at 1igk. Norfolk villages such as s some o rities il have tobe moved.
Happosbuagh, wioch has lost 35 homes to the ses, and B 2
At Hemsdy, which has Jost 18 homes, are on the frontline of
Py Itwill become the first communiry in the UX o i meelerating coastal wrostan, Bal tese ane not ficig
be decommissioned as o resalt of cimate change: decommissloning bacause only the outskarts are
while other villages along England‘s crumbling theeatened at present; in a few cases, demolished homes
st enast fusvee lost heases Lo accelemling have boen relocated further inland. There's no such
erosion, none have besn abandoned It may akso option in Faiboume, caught between the sea and the
create hundreds of Dritish climate refugees: the moantains
u:-.u.‘lv.'ul.: ol Fauboute .u'\-.not Capes l\.‘l{ o / A repost for the government Committee on Climate
receive any compensation for the loss of their Change (CCCHast yeat found nealy $30,000 propertics
homes, and resettlement plans are unclear, at risk along the English coast. By tho 2080, up to 1.5m
homes will be at 115k of flooding. with mote than 100,000
hainen at risk Feaen coastal erosion, Tn Wales, 102,000
properties are at risk of coastal flooding, The lead author
- of the QCC repart, Jim Hall, says existing plans to protect 9
AV

the copst are untunded and unicalistic, and that the



The importance of witnessing and documenting became a central topic in our research. We came
across the Finish photographer Sirkka-Liisa Konttinen who spent time in Byker before the town was
torn down and its citizens relocated. Kottinen saw the importance of leaving futuge generations a
record of what that town was like. We thought that we had to do the people of Fairbourne the same. So
we went to Fairbourne to meet locals get some perpective of what their lives were like and what they
were being uprooted from. We felt that it was an important visual and emotional dimension we need-
ed to caputre in our story.

10
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It became very clear that before we started telling this story, that we should visit the town of

Fairbourne. We wanted to experience first hand how this community was being impacted. We didn't

want to write a story from afar and make cliches about their experiences. We ended up going to Wales

twice before our shoot. The first trip was to Fairbourne to meet the people in the article and the

second was to Aberystwyth, the town we shot the film in. 11



Our first visit to Fairbourne was game-changing. When we returned to London, it was clear that we had to adjust the script and story to reflect the situ-
ation facing many towns along the coast with as much honesty and integrity as possible.

3
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Stills from our visit to Fairbourne and our
interviews with locals.




-

Research 1deas and references
Pictured above, shot from The Tree of Life by Terrence Malik- Cinematography by Emmanuel Lubezki



Through-line

The council have given up on the town of Penporth, giving the residents time to evacuate be-
fore they let the sea walls crumble and turn it into marshland. Ceriis the landlady of a historic
pub that has been at the heart of the community for generations.

One For The Road tells the story of her last night in the town, which she wants to spend cele-
brating the home and community she's had her whole life. Her daughter doesn't understand
her need to hold onto the past. The other residents have deserted out of fear, but Ceri’s spirit
and connection to the land is so strong that she doesn't want to just let it go and forget about it.
Penporth is a fictionalised version of the many towns and villages facing flooding and decom-
missioning. Without a serious commitment to fighting climate change, this could be the fate of
all of those towns, with land, history and communities lost forever.

Creative / Style

One for the Road is the story of a village that will soon be lost to climate change. Based on the
experience of the residents of Fairbourne, we have used first hand research to tell this story
with authenticity and urgency.

Told through the lens of a mother-daughter relationship, this film looks at the loss of security
and community that is a fate fast-approaching many coastal towns if action isn't taken.
Stylistically, OFTR will be told with a poetic and intimate approach that favours naturalistic
performances set against the commanding surroundings and Celtic history of the Welsh coast-
line.

14



The Deep Blue Sea, 2011 by Terence Davies

Birdman, 2014 by Alejandro Gonzalez Ifarritu

The Farewell, 2019 by Lulu Wang

Dolores Claiborne, 1995 by Taylor Hackford

Cerri

Ceri, 60, has lived above the pub her whole life. The pub has been in her family for three gener-
ations and would have been passed down to Ceri's daughter and her family were it not for the
decommissioning. Her husband died five years ago and, with her daughter already moved out,
Ceriwas left alone. Those five years were long and painful, and she slipped in and out of de-
pression. But, ultimately, Ceri's spirits were kept alive by the joy that she saw her establishment
bring to the lives of the local residents.

The decommissioning has been on the horizon for a good few years now, but part of Ceri had
never fully accepted the reality of how it would play out. Her heart is in the village and the idea
of leaving is totally anathema to her. She has been offered decent money by the local council
for her property and her daughter has plans for Ceri to move in with her and her partnerin the
city. We see Ceri defiantly holding her ground to the bitter end and trying to do what she has

always done best: offer a sanctuary and a good time to anyone who needs it.

Erin

Erin, 34, sees a lot of herself in her mother, as hard as that is for her to admit. Growing up in
her family’'s long-established pub in Fairbourne, she spent much of her teenage years looking
for an escape from village life, and eventually left for the city at age 18 to attend university.
There she discovered a part of herself that was much stronger than that need for escape or
distraction, and ended up staying there for years to come. Upon hearing that Fairbourne was
to be decommissioned by the council, Erin has never quite been able to grasp the gravity of the
situation - simply because she has not spent enough of her adult life there to feel the force of
what she is losing.

She and Ceri's relationship has become more complicated since her father's death. When she
was a teenager, they'd have fiery arguments, but she knows she needs to protect and help her

butisn’t sure how to do that.
15



The World of Penporth

Penporth is a hidden gem on the Welsh coastline. The beach surrounding the little village is
rugged and majestic. The villagers are embedded in this land, working with nature instead of
against it. The village itself is a safe-haven and home to a tight-knit community made up of
families that have lived in Penporth for generations as well as relatively new residents, who
came for a holiday, fell in love with the place, and stayed. But that safe and welcoming commu-
nity was threatened by an announcementin July 2008.

The residents were horrified to learn that the council no longer deemed it sustainable to
maintain the sea walls, and thus decided to return the village to marshland. All residents must
evacuate within the next 10-15 years. Overnight the atmosphere changed from paradise to
purgatory and the villagers were left with no clear guidance or support. Families upped and left
immediately. Those that remained tried to put on a brave face, but the uncertainty they lived
with was unbearable, so one resident left after the other until just a few stragglers remained.
Ceri's pubis called The Phoenix and has been a staple of the community for generations.

Sitting tight to the coastline, it boasts fantastic views of the rugged sea and a warm cosy

interior that has provided comfort and good times for over 100 years.

16



Visual Approach

Pawel Pawlikowski’s Ida- very composed scenes, not a lot of movement in the actor’s and camera blocking.
17



Aside from the gorgeous shots in the film, what also excited me about Ida was the very last
handheld shot. It was such a strong contrast with all the other shots in the film. This very
poignant moment in the film was stronger because it was saved for a very particular
moment. Creating these poignant contrasted moments was something I wanted to explore

with One for the Road. 18



Carrie Mae Weems- Kitchen Series

Looking at the sequential works of Carrie Mae Weems and Duane Michals has been our
starting point to storytelling. We wanted to look at images that had a fixed lens and setting.
We were looking at how the elements in these scenes changed and how the worlds changed.
In both sequences, we looked at how emotions and meaning was derived from the cuts, the
jumps, and the the overall sequence rather than a single frame. This is something we talked
about a lot during our course, and was starting to sink into our visual vocabulary.

19



Duane Michals

Our research question was about how to show intimacy and distance in a story by using lenses,
composition, and sequence. The starting point for us is sequence, and it seems that the more we
are able to manipulate the other elements, we will be able to make more nuanced

decisions. There is however such complexion in these simple scenes. We goal is to maintain that
simplicity throughout our story but show how many worlds can inhabit a frame at once.

20



Carol, 2015 by Todd Haynes

Our film wasn't a love story, but the progression of focal lengths above was a device we want-
ed to explore in our film.This is a very intimate scene between the two characters above.
The camera moves ever so slightly closer to them as their intentions become more clear.
Subsciously, I think this is something the brain picks up on- the space closing in on them,
intimacy becoming deeper. We wanted to explore this in our film by moving closer and
closer to Ceri as we learned more about her struggle in our film. Unlike the Duane Michals
sequence, this kind of sequence was about closing in on eyes, lips, hand gestures, little
nunanced moments that would get lost in a wide shot.

21



The other part of our research has been to find distance and intimacy between characters and
their surroundings. Ceriis being uprooted from her identity, home, and life-style by natural forc-
es. The very nature that surrounds her is the one to make her relocate. We wanted to explore a
character’s intimacy with nature and the feeling of being overpowered by it. One where Ceri feels
very much like a part of the setting and on the flip side when the world becomes overwhelming.

Shirin Neshat, Land of Dreams video slill, 2019
22



Lighting inspiration

The Calling of St. Matthew, Caravaggio 1600 The Milkmaid, Vermeer, 1660

[ had come across these images many times when [ was a painting student. I have always
been attacted to both qualities- Caravaggio’s mastery of chiaroscuro and Vermeer's ren-
dition of dayling. What I loved about both images was that a single source would come
through the window and depending on how the characters and furniture were laid out in
the space, that's where your shadows would be. The harshness of Caravaggio’s light versus

the softness of Vermeer's is the use of lighting for storyteling.
23



We were looking for scene coverages that avoided the classic wide shot +
over the shoulder combinations. We liked the coverage for Portrait of a
Lady on Fire because they positioned the camera right on the 180 degree
line creating a very dynamic juxtaposition of the characters.

Something we had also seen in Claire Denis’ film Beau Travail(pictured be-
low). We wanted to use a similar device for Ceri and Erin’s dialogue scene
on the beach.

It was important to no go so close to the characters during this scene be-
cause the director wanted the setting to be a part of the story. She wanted
to show the scenery that would soon be gone when the seal levels rose.

Portrait of a Lady on Fire, 2019 - Beau Travail, 2000 - 24
Céline Sciamma- Cinematography by Claire Mathon Claire Denis- Cinematography by Agnes Godard



The Assassination of Jesse James by the Coward Robert Ford, 2007
by Andrew Dominik, cinematography by Roger Deakins

An old Tokyo bar and its septuagenarian owner, May 28 2013, The Tokyo Times- Photography by Lee Chapman

The interior of the pub was part of an ongoing discussion. We definitely wanted it to feel lived in,
inhabited by memories, legacies, and familiarity. Though we don’t think the pubs above are quite
right, we like how the light comes in through the windows. Our scene takes place in the early part
of the afternoon. We wanted to flood the space with as much daylight as possible but keep it from
one source like a window or door. We want this scene to take place at during what would feel like
aregular day for Ceri. We are dropping the viewers in what seems like a regular day, but instead
we later find out, it is Ceri’s last day in her old life.

We like how crowded the photos of the Tokyo Times looked. We loved how this woman was so
integrated into her space. The first shot in the sequence made us feel like we were watching years

of routine at play. We wanted to integrate Ceri into her pub and space the same way. -
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Deconstructing the script




Story Beats Graph — based on script draft 3

The visual contrast will be made between the downbeat and upbeat scenes (represented by dark circles and
bright circles) to concord with the emotional subtext.

Lenses: Long vs. Wide lenses. Confinement to a single focal length throughout the film vs. use and mix of
traditional lenses for coverage (wide lens for WS and long lens for CU & ECU.

Camera Position: Low angle vs Normal/straight angle.

Depth of Field: Deep vs. shallow focus.

Movement: Sticks vs Steadicam. Climax

Lighting: use single source of light, visible. Use of negative fill and bounces to adjust contrast ratio. Low vs. N B

High contrast ratio. - N Y
N\,

Shape: Organic vs. Geometric. Exterior, Nature, beach vs. Interior, Bar

way to say
goodbye

Exposition "
help her mum The

As they toast

= e e . by listening
Cu;ﬂtﬁizs to Penporth song
. . Ceri is
Erin casts doubt & Ceri gets her fact that she overwhelmed

tries to pack up to stop & does by sadness
unpack actually
have to
leave
Set the scene
and Ceri sets No one has come — Erin
up pub pushes Ceri too far and

she storms out

they finda \| "ccmmcee-

communal
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Testing for our final scene with candle lighting and with a lantern.

We wanted this scene to feel cozy and intimate. We tested various aspects of the lighting color, intensity, how it wrapped around the charac-

ters and how to move closer to them. This was a major scene and we didn't want to risk continuity issues with the candles. So we opted for a
lantern.

The tests above were performed in our homes during lockdown.




This was the scene we focused on during our tutorial with Tanya Hoser. We wanted to explore how to darken the space,
and still light the actors so nothing would get lost in the scene. Tanya showed us how to make an environment look
dark without being pitch black or letting our blacks clip.

Our gaffer Mike Pain, first AC Agata, and our director Eileen Trac-
ey. Testing how to keep the eyes lit and enhance the light coming
from the lantern.




Testing for Beach Scene with Producer and Director sitting in.
Shot during our first visit to Fairbourne, Wales.

We tested 24mm, 25mm, 50mm, 85mm, and 105mm lenses. We originally wanted to use two lenses for this very short scene. We would start

from far away on a wide and move in closer to Cerri as their dialogue progressed.
30



We wanted to favor Ceri’s character in this scene. We were only going to show Erin from Ceri’s side. We wanted to be
closer to the mother during this scene. We tested all the lenses and figured that the 24mm, 85 mm, and 105mm were
the most effective for our story and for the feeling we wanted to convey.

31



Virtual Location Scouting

Our producers locked a location down in Aberystwyth Wales. We had to find a
location that met all of our requirements but that also was not in a COVID-19
lockdown area. Aberystwyth had low enough numbers, and we were able to find
a pub that was undergoing renovations. Since we couldn't go there at first, we
had to rely on the owner’s information and pictures available on Google Maps.
That is how we first developed our floor plans for the lighting and for the space.

BEE]




Initial ideas for blocking, camera and lighting

Scene 8
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Scene 10 - part 1

& ©

stlu-halway

We wanted to concentrate our scenes around the bar. Our actual
location was very big and we wanted the bar to feel cozy. That said,
we tried to explore as much variety in the shots in the space as
possible, so that our scenes woulnd't look identical. Most of scene
8 would happen by the door and windows, closer to our main key

light coming in through the window.

=)

Scene 10 - part 2

Talbis Table o

Crow

sicde-halhway %

Scene 10 was our longest scene. This was a key moment in our
story when Ceri and Erin have a heated argument about leaving or
staying. This is the moment where they would be at most odd with
each other. We wanted to use the bar as a physical barrier between
them. They would move around the bar to get closer to each other.
Erin’s character needed to break through Ceri's wall if she was going
to convince her mom to leave. In Scene 12, they are closer together
and sit next to each other at the end of the bar.

Scene 12

I




Further tests at home and on location

Scene 10

VEE () E]

On our second trip to Wales we were able to see if all the locations we had looked at online would indeed work. There were two things we had
to achieve with exteriors- the town needed to look deserted and we had to get permits for those streets.

This was the first time we had an opportunity to see the bar we were going to shoot in. Our script was going through some major re-writes so
we just wanted to focus on the general idea of each scene. Scene 4 interior pub cleaning and Scene 7 - the street scene above, ended up being
exactly like our tests. Scene 8-10 we changed a based on the new blocking. 34




Tram-lines for script coverage based on our tests

CERI (CONT'D) .
And now all you wanna do is bury it
like the rest of them.
Ceri gathers her bag and walks to the other side of the bar. N CEL
e, I juat...
ERIN RRTY
Mum, I'm sorry I didn't - I don's rexeoiovr dach abdus it, but

I renmeolbier it beioy thes

Too late. Ceri is out the front door in a mood.
Tecl audz, coptenpluting the engcy Justeb of leod,

Erin stands still for a moment, listening to Ceri's footsteps -
recede down the path. She looks upset, guilty. CERI
Ycur granded started it bacmusze h=
Erin quickly follows her mother. wanted hil: cwr WhiaKevy to w&ie cut
wC ozea,
\,\(]DS 9 fens EXT. PENPORTH SEAFRONT - DUSK 9 Slowly the zound of ths wavesz grows lcuder...
on
(los"m)tmﬂ At a distance, Ceri stands on a path, looking out to sea. The CEAL {CUNLTL)
"3—%7 town behind her is deserted, almost ghostly. They weedsd aswe Lhivg -‘-'-;\'-‘»“%l onl
Nere. Terg diya an Lhe heal.,
Only the sound of the waves buries the silence. NS reariing agatral bhs flawenla.
ape T5m0 T UTE
As Erin approaches, she looks round at what was once a Center, ANEPERCUL NILH
@ lively, close-knit community. e | Camem bekink
Chaadot
CU CERI ~o EXT. TEE EEL - DUEK 10
[ 9k-m (quietly) o R . —
I suppose this is what's left of "az .m!:,_ :ca rolla unc..rLt’hcgsdazkcn ng aky. Powcrtul,
Low i, prisgriial, C mgﬂ' .
30°to o BRI {'(m._gqiﬂ’ﬂdww
yeeh~ . & (728 Vel )
(A(tj]“ Erin nods, unsure of how to reply. cu ik was jups a liztle hut, -=ally.
M bt it haf evaryzhing h= nesd=d.
Ceri carries on walking a little way up the path. Erin 7o : 3
follows her in silence. A largs “wave lass xgainst = rock. m=nding sea szrey ints the
air.
Eventually they reach a small patch of land where perhaps a -
house could have been once. 3 CBRI (V.C.) [(OOHT'T)
lent He would fpenZ entire d=y=z th=re,
Erin stares at the patch of land for a moment, lost in Feaching firms=lf to distil from
thought. ger=tch.
ERIN CU Thn oacena af LhundsP ora 1t aver Lhe wWavsa.
They really should have byilt %glrmsﬂ -
something over it. ua.yf @CU RADTE TO:
Ceri looks up at Erin, surprised. Erfin clocks.b(’h‘“ce” . . X Pum s .
al EXL, FENFORHLE LBrizREHYL - DUSE 0 ﬁ'awm =1
@ ERIN (CONT'D) Cari and Effin now sfans Taming cu tougﬂ(ﬁ* zea
cuU You thought I'd forgotten |Grandad's =mhe e i o R e
distillery? LRI
mm Wa: = 2urn: ¥ 8% as L
105 Ceri quickly hides her surprise wi more matter-of-fact :."f::__:jrt ,‘,”;“’ DEY Sbaza TRt Gid
L’""k tone. ’ ; -
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Production

Pictured above, deserted streetshot from One for the Road



Wales announced a lockdown to happen the day we intented to move our EQ My co-cine and director scouting a place by the beach for Scene 11.

from London. We had to leave a day early, we packed everything we could and
got our entire crew and cast there right before the deadline.

v '_. \ i — ) ’Y:“

T S - i

Our initial lighting set up inside the pub, working with production design for our one prep day to make the pub look like we wanted to.

Production was filled with obstructions. We had london going into a tighter lockdown and Wales
going into a complete lockdown. We had to move fast and get everyone and everything over there.
Our shooting script was different from when we first visited Aberystwyth so we had to scout
again.

We had a cine team of 4 people. Sarraa and I shared the cinematography role, Agata was our fan-
tastic 1st and only AC, and Mike Pain was our gaffer, electrician, grip, techie. We had a very willing
and co-operative crew and that made all the difference.

I'll go through each of the scenes and show the diagrams for what we did based on our original
research and ideas.

37



Scenes 1-4- Creating Penporth and the pub

Opening shot of the sea to tell time of day. Section of Aberystwyth - to look like a village Section of Aberystwyth - to look like a village

The actor brought us a photo with her daughter which Ceri refuﬂy works on her board. She inspects the work she has done.

helped to tell the story of the mother and daughter.

Eileen wanted to open the film with the sea. The first challenge was to create this desolate town that needed to look abandoned from
Aberystyth- a very buzzing and vibrant seaside town. Wales was in lockdown, so it did help us because there weren't as many people on the
streets. There were cars everywhere and Aberystwyth is a very large town. We wanted to make it look like an empty village. We had to scout a
bunch of vantage points that would create that world for us. We drove around with our local PA and producer while the production designer
worked in the space. Scene 4 is the first time we introduced Ceri, we wanted to look like any normal day in the pub. We thought it would be
important to connect the sea to the interior of the pub with a shot of water on the floor that pans up to reveal Ceri. 38



Blocking + Lighting for Scene 4
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Scenes 7 Creating Penporth-

We leave scene 4 with a shot of this poster, We waited for cars to stop coming through to getan The important beat of this scene is Ceri’s slow
impending doom. empty shot of the street. realization that whole town is being evacutaed

This is the first use of hand-held in the film. We shot hand-held because we thought she would feel
unhinged by the realization.

We had to post the signs on all the windows.

The challenges with this scene were entirely logistical. We needed the streets to look empty, the page in the script described that Ceri walked
away in a sea of red evacuation signs. We had to do a bit of crowd control and perfectly good takes were lost because of cars. We had to ask
everyone on the street if we could post an evacuation sign on their doors. The scene itself was very simple, Ceri would walk up to a shop, she
would try to go in, she would realize that the shop was empty and locked, as she would walk away she would see all the signs posted on the
windows. The idea was for us to witness that moment when she realizes the severity of what's happening. Her way of living, her town, is
ending and she walks away distraught. 40



Scenes 6 and 8- interior pub

This is the first time we see Erin, she sees all the She starts to un-do all the prep work her mum has
work her mum has done that morning. done and she sees a protest sign.

\ 3
She sees that Erin has gone ahead and packed up her
whole bar while she was away. She is furious.

Erin can't understand her mom'’s denial. After their argument, Erin sits and watches her mum Ceriis nestled in her habitat. The mirror presented a
continue with the bar work- a fool's errand. challenge with the reflection - we dulled it with spray.

Scenes 6 and 8 are crucial moments in the script. In scene 6 we are first intruduced to Erin. We don't know what's she’s doing there, but she
slowly begins to pack things up. She sees a protest sign sitting on the bench and walks away. In Scene 8 we see that Erin has packed up most
of the bar, and Ceri returns to find boxes and chairs put up. She is furious and confronts Erin.

We wanted the main source of light for this scene to be the window but we had to enhance the whole space with pools of light. We also
wanted to match the light coming in through the door. We didn't move the lights around for both scenes, we just adjusted the intensity and

added bounch with a white card. We shot this in the afternoon but we adjusted it to look like morning light by adding a mix of CTO and CTB 41
to the M18 outside the window.



Blocking + Lighting for Scene 6
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Blocking + Lighting for Scene 8
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Scenes 10- the tipping point

Ceri in the back of the pub- we used one warmer We increased the CTO and changed the angle of the

light to contrast the cooler light she would walk into. light to make this feel more afternoon.
o - A

Ceri moves into the front of the bar. Cooler light

Ceri confronts Erin about being able to do what she Erin moves closer to the bar, closes into her mum’s space.

wants. The mirror was a problem in this shot. Ceri tries to go about her business as she’s confronted.
] | — - h A “‘ -

Ceri finds out the water has been shut off. Erin goes Erin tries to see what's wrong with the tap. Doesn't notice Erin hears the door close and stands up to find out her
behind the bar. that Ceri has left the space. mum has left.

Scene 10 was a major point in the whole film. This is when each character reveals what they want. Erin wants her mum to leave, and Ceri
wants to say good-bye to her town. Ceri tries to maintain a sense of normalcy whilst Erin confronts her about her routine being meaningless
In an empty town.

We had to differentiate the lighting a bit to make it feel more like afternoon, we lowered the light, increased the CTO by half and brought up
the orb lights with remote controlled bulbs. »
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Flag out the’ 7
spill off the white wal
f M18 1
f 1/2CTO
f Intensity dimmed down 100% Table  Table
f “Traceframe 6 6.7" or 2m height
f ! AXE Chair Erin
i “qn
ekl M | | sgh
Kelvin: Day - 70% i ‘ | s @ o i
Erin
Table qu 3 ».
2! 1 ;":_"“ $ = @
Lite Mat Window 2" 3 Bac
Intensity 50% = ﬁ .
Kw‘% @ on window 2 .
B
C @
Bar
A cm.
'lputum iB‘:rI*b :_\gg;g;(e Light
LED Light “""' yiCarider NI"?V'CW“W Hallway/Corridor
1K Fresnel Light dome = soft box 3
; Back ight ) Remove Eggcrate 1. Pub side: looking into the small hallway, Ceri leaning against the wal. Pan shot. Lens 50mm. camera on high-hat on bar.
Cerl O g 26% WB 4500 2. OTS on Erin, Lens 35mm,
Intensity S0% 3, Single shot on Ceri, Lens 35mm
uann;aylconidor Halhsaleomdor m,,gaymomw 4. Single shot on Erin. Lens S0mm.
! ..'u.
© (el
Char
Table ‘ —
Window “2°
7
%ﬂ‘?ﬂ
Bar
- e ©
5&6
I
n’gayﬂ:omﬂw

Mww

1

7. Single shot on Erin, Lens 50mm.,

Mallway'Corridor
5. High-angle shot of Ceri fiddling with water tap. Lens 35mm.
6. Straight on shot of Ceri & Erin fiddling with water tap. Lens 35mm. camera on applebox.



Scenes 11- the beach

Nature shot of the estuary by the sea. Not used in Ceri walks along the dirt path. Not used in the film. Cerilooks tiny standing by the sea. Not used in the
the film. film.

Shot of Erin and Ceri trying to reconcile. Not used. Erin opens up to her mum. Not used in the film. This is the only shot that was used for this whole scene.

The director and editor felt this was the simplest way
to show this scene. The juxtaposition of their faces was
something we intended to see since the beginning.

We had to shoot this scene on the sunniest day of all. Luckily there were a lot of clouds moving past us and we waited for the clouds to give us

the right coverage. We wanted the weather to feel bleak and increment. We wanted the sea to be a bit more violent and we got some of that.

We had an inital idea that they would stand for this scene, but the actors preferred to sit down. We had to adjust to the new blocking. We did
some tests before the cast arrived.
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Scenes 12- the ending

Lighting for this scene was supposed to be evening Ceri and Erin will have their last drink at the bar. This is the last shot between the lights flicker.
work lights.

Ceri accepts the fact the the town has cut the power. We had to switch from one ligthing set up to the other

We wanted the lighting for feel motivated by the lantern
whilst keeping the camera rolling

we only enhance a bit with and overhead aladdin

The lantern did most of the job, an overhead aladdin

This is the first time Ceri and Erin sit together in the
wrapped the light around them and an LED panel for fill

. L This is the last shot of the two of them singing- we shot
space and we wanted this last moment to be intimate.

through the window and moved away to the town.
This was the most technically challanging scene. We had a to create an effect of flickering lights, and we had a whole lighting change that had

to happen on camera. We timed everyhing and used the effects of the LED bulbs to create the transition. We had to have a crew person oper-
ate each fixture to get the timing and change done right. In the end after a few trials we were able to do it.




Blocking + Lighting for Scene 12
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