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It is a year since I started courses on negotiation and leadership in which I use full-length films as the main pedagogical tool. It is this experience that I would like to talk about here. I will organize my lecture around three points:

first, I will describe the course itself and its background;

then, I will try to clarify my pedagogical principles;

and finally, I will give you a very quick sample of this pedagogy by showing you some extracts from Lost in La Mancha, and I will make a few comments. 

1- The course and its background.

This course is given at the Ecole Nationale Supérieure des Télécommunications (the National Graduate School of Telecommunications in Paris). The three sessions on negotiation are fairly modest in size : 12 hours. I built them around three films. The first one is Le souper (The Supper) where we get an idea of the negotiation between Talleyrand and Fouché a few weeks after Waterloo, when France’s whole future is at stake. The meeting as imagined by the author takes place within the context of a typical French high society dinner at the time. It gives me the opportunity to give an introductory course on negotiation. The second film is Lost in La Mancha, the making-of of Terry Gilliam’s film Don Quichotte. The purpose here is to see how the negotiating spirit and methods can apply to leadership and project management. The third film is Twelve Angry Men for a session called « changing attitudes through discussion ». As you all know, Twelve Angry Men is a classic movie shown in most of the programs in socio-psychology and group dynamics through out the world.  

In addition to these three sessions on negotiation in which I teach myself, I asked Jean-Philippe Bouilloud, a teacher in the sociology of organizations, to give two more sessions on leadership, following the same pedagogy. During these we watched Citizen Kane and Les Tontons Flingueurs (of which I am sorry not to be able to provide an apt translation).

I have to confess that for a long time I was reluctant to come to the classroom with such a pedagogical tool. I first needed to be convinced that modern theories about negotiation could be successfuly tested on fictional works. So, I took a play by Marivaux, The mother as Confidant
, and published a paper on it, called « The negotiator : a “confidant mother” ?»
. Following the initial idea of Alain Lempereur, I then chose The supper
 to explore the dynamics of « fiction and reality in the negotiating process ». This was during a previous conference presented by IRENE
. In both plays, the one by Marivaux and the one by Brisville, I tried to show that the modern theories of negotiation were beautifully illustrated (put into acts and dialogues). Only then did I start to build on a pedagogical program.  

Obviously I am not the only one looking for movies as teaching supports. In a 2001 book, Using film to visualize principles and practices
, Joseph Champoux from the Robert Anderson Schools of Management writes : (quote) « I have found that students respond positively to the link between film scenes and abstract theories and concepts » (unquote). James March gives a course on leadership at Stanford School of Management which is mainly based upon the lessons of great literary figures through great movies (such as Don Quichotte, Joan of Arc…) A transcription of this course was edited two years ago for the first time. It is in French and edited by the Ecole des Mines de Paris
, another Paris based graduate Engineering school. I also watched the film, called « Passion and discipline »
, where James March develops the idea of Don Quichotte as a modern figure of leadership. 

Still I am happy to take this opportunity to present a lecture on the subject in a conference like « new trends in Negotiation Teaching », because, in my experience, negotiation is a particularly good subject for such a tool, – as negotiations raise very interesting conversational processes ; furthermore, I try to promote pedagogical choices which might reveal a common ground and some differences between my way and that of others that could be discussed here.

2- The pedagogical principles.
I follow five pedagogical principles which I would like to share with you.

First principle : The film is a whole that has to stand complete. 

The main reason I stick to this principle is that the strength of fictional works is to give a full chain of interactions. We get a complete story through a full dialogue. Here we find a big difference from real life negotiations, of which we usually get an idea through the narratives told afterwards by the actors or witnesses. The real dialogues are lost for ever. The paradox here is that real negotiations are reported to us in a less realistic form than a fictional dialogue. There are of course exceptions. For instance, when we hear the tape recording of a conversation between Mac Namara and Johnson during the Viet-Nam war
. 

The point here is that, in order to understand what really hapens in a negotiation, it is better to examine the whole set of interactions that produced the end result. The film, either fictional or documentary, has this richness. I will try to give you an exemple of that through the extracts I chose to show you.

Because the film is a whole that has to stand complete, I ask the students to watch the film by themselves, before the session, in order to get a global idea of it. For two films they even had to do some written work on it before the class. Then we watch long extracts of the film in the classroom. I make between eight and ten interruptions during the showing. During these breaks, I ask the students to make comments. I ask them questions in order to have them develop their views. Then, I either build on their comments, or give a more formal presentation, depending on the scene we just watched. 

Second principle : The film does not only offer a coloured

illustration of the concepts. 

There are two possible attitudes towards the film as a pedagogical document. We can applaud the fact that it gives us a great « vizualisation of concepts »
 (as Champoux says), and that is very interesting by itself. I do not want to criticize that. It is fascinating to observe that the play The supper puts into a live dialogue a whole set of concepts that seem to derive from a complete theory of negotiation. Pedagogically, it works. 

But I think there is something more to art than conceptual meaning, and that it is particularly relevant to the teaching of negotiation. There is a negotiating knowledge that goes beyond the concept. The art of conversation, for instance, is better taught by demonstration, and theatre gives us a master class in such an art. Another example is given by the art of the imagination. I claim that the scope of the work of imagining in a negotiation goes far beyond the classical creative phases of a negotiation, and that is strongly revealed following step by step the complete flow of interactions. This is something I tried to show in detail in a paper called « Imagination in Negotiation »
 in which I work again on the play The supper. I cannot exhaustively go back over the results I came up with, but, for example, without imagination, there would be no negotiator’s dilemma. The active part taken by the negotiator’s dilemma in a negotiating conversation is due to a drive of anticipation, whether true or false, that strikes the negotiators’ minds. One really feels the effects of the negotiator’s dilemma as he imagines the different possible strategies, whether true or false, of one’s counterparts or opponents or partners. Another example is given by the role of irony in the negotiating process between Talleyrand and Fouché, as Brisville describes it. Irony is saying one thing by saying another. There is a play on the different levels of discourse, – real and virtual – that needs imagination and culture to be understood as such. « One becomes an ironist (…) through “diplomacy” » writes Jankélévitch
.    

Third principle : I ask for a phenomenological attitude towards the film. 

When I talk about the pedagogical use of film in the classroom, I often have to struggle against a very common objection : « It is fiction, thus it is not reality, so what’s the point ? » I have a prejudice in this exciting discussion which is phenomenological. Whatever its reality or fictionality, the film builds on the world of concrete experience or the « lived world » as literaly translated from the German « Lebenswelt » (coming from Husserl) or the French « monde vécu ». 

The idea has a simple pedagogical consequence : in the classroom, the starting point is not the real or fictional world, it is what the students have to say about the film as it is given, and about negotiation as they perceive and understand it. In any case, the given material – be it a film, or a course, or a piece of « real life » – is made of discourse, related to a lived situation. 

Even a documentary such as Lost in La Mancha is not « real ». There are choices made by the authors, through their building and selection of images, and obviously through the editing. That is also true for any case study. 

The only guideline is the subjective understanding awakened by the piece of art. Then, it becomes obvious that a piece of art gives us more than pleasure and a way to agreably spend time but also brings a true knowledge, a true negotiating knowledge for example. In a recent book, « La pensée romanesque du langage »
, which I could try to translate by « The thought of discourse and communication in novels », Philippe Dufour has a powerful thesis : the XIXth century novels show more or as much thinking about human communication than what the « pragmatics of human communication » have produced on the same subject since the fifties’ (with Watzlawick, Hall, Austin). I feel very much in sympathy with this quick sketch of an unoticed competition between art and the social sciences. 

Fourth principal. Working on films gives a chance to go beyond a merely technical and specialized approach to negotiation and leadership. 

Great films and novels always address major existential questions such as love, rivalry, power, identity, sexuality, doubt... As James March says, these questions cannot be set aside when dealing with leadership and, I may add, with negotiation. Pushing this principle further, we could admit that the ambition we all share for the students, the learning of methods, would be fulfiled through (1) the mastering of the methods and (2) the capacity to take into consideration the complexity of human relations – and this, however clever and necessary the methods might be in the learning process. It is always a whole human being, with feelings, culture, limited capacities, irreductable freedom and loneliness, who gets involved in a concrete negotiation. 

Now it is more the specialty of art to show us this complexity. The plays of Shakespeare are full of such exemples. I think about the youth of Henry V
, the young Prince of Wales, Hal, who learns more about the exercice of power in taverns and inns, in the company of Falstaff, than by listening to his father the king. I also find it bold and keen that in his film March chooses Don Quichotte as a modern figure of leadership. The existential will that drives a leader, even when he wonders if he will achieve his goals or not, or a negotiator, when conflict is most extreme and the odds against him, cannot rely only on techniques, or he would lie to himself, or there would be no such thing as « the negotiator’s dilemma ». A will to make it work is essential. No technique gives us an absolute assurance. No good decision is right in advance ; it might turn out to be a good one, that must be seen in the future, depending on unexpected events. Leaders and negotiators have to face doubt, due to the resistance of facts and egos and displays of power. Works of fiction show us leaders and negotiators whose essential weaknesses and not only technical skills, are part of the story. By weaknesses I do not mean only such or such small idiosyncratic weakness, but the radical impossibility of overviewing the outcome of our actions and to fully reduce the other negotiators in front of us to a predictable course of action. In brief, « limited rationality » is very well known since the Greek tragedies, and Fisher, Lax and Sebenius could embrace the works of Lévinas and Ricoeur, – in a fictional movie, of course.   

Fifth principle. Discussing films in the classroom is a way

to gain experience in the negotiation of meaning. 

As we all know, works of art are saturated with meaning. I am struck, when talking to students, that new surprising interpretations always emerge. A complex object, such as a communicating situation, is like a book : talking about the complexity of it is like turning the pages. We discover new sides as we keep on discussing. The creative talk that takes place about the film among students and between students and teacher is by itself a dance around the complexity of social life. A kind of negotiation occurs as soon as we use a film in the classroom : that is the negotiation of meaning. What does the film mean ? And again, the paradox is that a work of fiction, in that respect, is closer to real life than many case studies. I am sorry if I sound a little polemical here, because of course I often use case studies myself, but my purpose is to give full credit to the dimension of concrete and rich experience brought by works of fiction.

In any case, the negotiation of meaning is part of the pedagogy I am trying to sustain. It has a practical implication : I need time, at least three hours per film.

I have to say that what works with students also works among teachers. Since last spring, with three collegues, Pierre Ollier, Godefroy Beauvallet and Corinne Kalfon, we have been running a workshop which we could call « film analysis as a means of exploring practices and theories ». Each of us come with his professional interests such as production processes, organizations, negotiation, and with extracts from different films. Then together we enter into this negotiation of meaning around the film. Teachers and researchers are not always good at negotiating the meaning of their theories with others, but here, through film, it becomes a pleasure and a very productive exercise. 

3- Extracs showing.

Now, to make a final point, I will show you some extracts from Lost in La Mancha
 and hope to have a short negotiation of meaning with you.

For those who do not know the film, Lost in La Mancha is a documentary film. It is the making-of of Terry Gilliam’s film The man who killed Don Quichotte. Gilliam’s adaptation of Don Quichotte was to be one of the biggest budgets ever in the European film industry, and it turned out to be an incredible fiasco. The shooting lasted only five days, and then it stopped, for many reasons.    

I have chosen six very short sequences scattered all along the film. The reason is that I would like to give you an illustration of my first principle, « the full-length film is a whole », but of course without showing you the whole film. More precisely, I would like to illustrate the advantage of having a complete set of interactions, each one related to the others, all along the film. We get a series – as in mathematics. This, we do not get when we count only on the ex-post narrations.

I have listed the the six extracts on a page I will circulate among you. I’ve given a title to each of them to facilitate reference. 

1- The first meeting (6.03-8.15)



2’12

2- The rehearsal with the horse (24.11-25.14)

1’03

3- « What more do you want ? » (33.33-34.19)

0’46

4- Jean Rochefort’s prostate (35.21-36.46)

1’25



5- The scene with the horse (1.06.18-1.08.24)

2’06

6- The train theory (1.23.57-1.25.17)


1’20

Total time : 

8’52



The point I want to emphasize through this choice of extracts is the advantage we gain by having a full chain of interactions taking place over a long period of time. 

It is a key advantage to have the collection of preliminary meetings where problems arise and risks are openly put on the table but never really taken into account. The protagonists never go into a problem-solving or a risk-abatement strategy, because it would imply a possible conflict, or at least a negotiation. 

In order to make negotiation possible, the producer, at one point, and preferably as soon as possible, would have had to say « stop, we cannot go on, let us face the difficulties and have a joint problem-solving session ». Through the analysis of each moment of interaction, a true understanding of what leads to the final catastrophe arises. It is not only bad luck, it is bad project management. On the part of the producer, it is bad leadership.  

Sequence 1. The first meeting. 

Dealing with a highly charismatic personality like Terry Gilliam has its drawbacks. One is that people do not dare to speak up in front of him, and that is a handicap for team work. The worst thing that can hapen to a manager is when the people in his team shut their mouth even when he is wrong. That is why the first assistant, who is really the team manager, calls for freedom of speech during the first meeting. He says : «There is no excuse for any of us now. If we have any questions, or if we have any doubt, or there is something we want to know, this is the place to come to ». Terry Gilliam goes on to say : « One thing to say, I’ll keep demanding all sort of things, you ‘ve got to scream earlier than later : “No, can’t do it !” » It is better to have a conflict than to put a lid on top of the problems. That is a law in project management : unidentified problems will surface, and they will arise usually at the worst moment. That seems to worry the first assistant from the start.

Sequence 2. The rehearsal with the horse. 

We understand here that the problem with the horse is known from the begining. It is openly told : the horse has to get to know the actors ; so does the first assistant, says he, as a joke which does not make him laugh. But, the problem remains. Nobody works on it. The real difficulty will arise during sequence 5 (see below « The scene with the horse »). That is another law in project management : intensify communications. People have to know each other, they need to communicate a lot, especially in the early stages, in order to give problems a chance to come to light as soon as possible and get solved.

Sequence 3. « What more do you want ? ».

Artistic productions are caracterized by a high degree of conviviality in the teams
. This state of permanent good relations and mutual support is not always conducive (does not always lead) to a negotiating process. « What more do you want ? » sounds like a sheer denial of the problems at hand. 

Sequence 4. Jean Rochefort’s prostate. 

We have here another example of denial of problems : Jean Rochefort is becoming « psychosomatic ». It is psychological, so it is not a real fact. He is not really ill. It is a question of will. Instead of facing the fact, we often prefer to understate the fact. A few days after this scene, we discover that Jean Rochefort is seriously ill. But the cost of dealing with the problem is much higher as time passes. In good project management, the sooner negotiation (joint problem-solving) is engaged, the better.

Sequence 5. The scene with the horse. 

Here comes the consequence of sequence 2. Again, the problem here is that the cost of a delay in problem-solving is much higher at this point of the shooting than it would have been if faced at an earlier stage. This is true of any project, but it is particularly true of film production : once the shooting starts, the cost per day raises dramatically. So does the symbolic cost, when, as in the present scene, the crisis takes place in front of investors.

Sequence 6. « The train theory ».

Note here the denial of another type. If we only had the ex-post narrations, we would take the statement of the set designer at a first degree : « May be the only real responsibility of Terry Gilliam about all this mess, it is that in order to make it hapen, I believe he lowered his targets too much, and he gave the impression of being about to do a more simple movie than he did ». That seems to be good project management : do not be fanciful about budget planification. Even if « slack is gold » as project managers say, always prefer the truth than fake gold. But, if we go back to our first sequence, we can hear Terry Gilliam saying in front of every body, the producer, the set designer, the first assistant : « We are working on a budget that is way below than what we would need to make a film like this. We’ve got to do it with what we’ve got ». Everybody knew, and this can only appear through the full set of conversations revealed in the documentary. 

Then we can make a more precise diagnosis : what was really lacking was a negotiating spirit – a joint problem-solving process – applied to the production of the film from begining to end.
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