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¶1: FG_03_NW 
¶2: Introduction
¶3: Facilitator
¶4:  Before we start talking about the films specifically, briefly if I could ask you to introduce you, tell us your name and just give us a couple of sentences about your experience with cinema-going, particularly in relation to independent cinemas and non-mainstream films. We’ll start with you. [0.26]"
¶5: FG_03_NW_05
¶6:  Yeah, my name’s FG_03_NW_05 Cripps and I’m 67. These days most of my independent film-watching is down at HOME. In the past I used to go to multiplexes but I don’t tend to go these days. I also get DVDs on rent from Cinema Paradiso so that’s just four a month from those and, as a mature student when I was 52, I did a BA in Film Studies at the University of Hull."
¶7: Facilitator
¶8:  Great, thank you. [01.06]"
¶9: FG_03_NW_03
¶10:  FG_03_NW_03 Montgomery. I basically use HOME as well and there are a lot of film societies about in Manchester, there’s Manchester-Salford Film Society, there’s quite a few in Macclesfield actually, there’s a big one in Macclesfield, a lot of local independent ones upstairs in pubs and they show really odd little films that you wouldn’t find otherwise. And also DVDs, Blu-rays, I mean, they’re not very expensive these days in the [supermarket 01.32] and quite often you just pick it off the shelf and it’s cheaper than going to the cinema, although I still go to the cinema! [laughs] It is a different experience, yeah still cinema because it’s good to be within an audience, just for a reaction with an audience than it is sitting at home watching a DVD. It’s actually the concentration, because if you watch something at home there’s always going to be some disturbance or, even if it’s on the telly there’s going to be ads so I’ll decide to make a cup of coffee or something, you know. But in the cinema you’re there."
¶11: Facilitator
¶12:  It forces your attention? [02.04]"
¶13: FG_03_NW_03
¶14:  Yes indeed, completely."
¶15: Facilitator
¶16:  Thanks FG_03_NW_03. [02.08]"
¶17: FG_03_NW_02
¶18:  My name’s FG_03_NW_02 Lane-Young, starting about 29 years ago I run an event called the Festival of Fantastic Films in Manchester which was mainly science fiction, fantasy and horror films but they were mostly pre-’70s films and I also run a society which we have once a month when we show some films in Chinatown in Manchester. I’ve been very keen on film for a long time, I’m a member of the BFI, I’ve had a passion for cinema for a long time and even though perhaps most of the films that I’m showing are one genre, I must admit that my personal preferences are in another genre. I like [inaudible 03.04] a lot of films together, we were at the Stockport Plaza last night and, as I say, I just love film."
¶19: Facilitator
¶20:  Good. Thank you. [03.16]"
¶21: FG_03_NW_04
¶22:  I’m FG_03_NW_04 Warr. I go to the cinema a fair bit, I used to go the Cornerhouse when it was the Cornerhouse and now obviously it’s HOME. Yeah, and I often actually find, sometimes if I’ve just watching TV late at night and there’ll be an obscure film that might come on and it’ll just capture my interest so I will just keep watching. So I often find the more independent films, that’s the way I watch it, just I’ll come across it, some of the best ones I’ve come across that way. And then otherwise, maybe word of mouth, people are saying about certain films, because a lot of people that I’m in circles with like independent films as well so you hear everybody talking about, oh this is a good one and recommendations."
¶23: Facilitator
¶24:  Thank you. [04.06]"
¶25: FG_03_NW_01
¶26:  Hi, I’m FG_03_NW_01 Moores. I’ve been going to the first of all the Cornerhouse since it opened and then HOME. I’m on the committee of Manchester and Salford Film Soc and I’ve been involved with them since the ’80s, helped set up a film group in Rossendale, which was a bit of a desert, [inaudible 04.29] with [Cinema Tech 04.31] which is now in its fourth year and helping with that, I do watch a lot of film! [laughs] I go to HOME, I have [movie 04.40] and also I do sometimes watch things on Amazon Prime, sometimes late on telly but I do prefer the big screen and that anonymous experience, that’s the best way. But you can’t always get to see films that way so yeah, I do watch a lot of films."
¶27: Facilitator
¶28:  Did you say Karen or FG_03_NW_01? [05.02]"
¶29: FG_03_NW_01
¶30:  FG_03_NW_01."
¶31: Facilitator
¶32:  FG_03_NW_01. Thanks FG_03_NW_01. [05.07]"
¶33: FG_03_NW_06
¶34:  I’m FG_03_NW_06 and, from listening to the rest of you, I think I’m here as a contrast because I don’t go to the cinema all that often and I’ve been to HOME less than the fingers on one hand. Time’s one of the issues, I’m a very busy person but I’ve managed to clear out a bit of time this afternoon because this is interesting just to see what comes of it, I’m intrigued. Film-wise I’m fairly random but I don’t do superheroes! "
¶35: FG_03_NW_06
¶36:  Apart from ‘The Incredibles’, anyway. Yeah, I’m just interested to see what comes next."
¶37: I, Daniel Blake
¶38: Facilitator
¶39:  Thank you. Okay, well I think we’ll start then. The first film we’re going to look at was fairly prominent and continues to be, a couple of years ago, ‘I, Daniel Blake’ directed by Ken Loach, who’s a very well-known British filmmaker. The central character is Daniel who has suffered a heart attack which means that he has to draw benefit and it’s basically about his attempts to negotiate the labyrinthine bureaucracies of the benefits system in line with Ken Loach’s political project more broadly and through that process he meets a young woman, Katie, who’s moved up to Newcastle where the film is set, who’s also negotiating the benefits system and the film centres on their relationship, and this is the moment when Daniel and Katie meet. We’re just going to watch it, it’s around five to six minutes, and then I’ll just ask for your opinions on what we’ve seen [07.00]"
¶40: FG_03_NW_01
¶41:  Can I say first of all that I had this film as my Chairman’s Choice at Manchester and Salford, it was my choice for the year. I think Ken Loach is great. The other thing is in my real life I was a housing lawyer and I dealt with a lot of people who had problems with the benefit system so it makes me angry and it rings very true as to what goes on. So it seems almost like a documentary and I think that gets me a bit angry and I think probably that was the purpose behind how the film is made, it’s to make people appreciate some of the bad things that happen. So for me it’s powerful."
¶42: Facilitator
¶43:  Was there anything in that specific clip that you could pinpoint that was doing that, was provoking that sense of anger? Also you seemed to be getting something about it’s an explanatory sort of process as well, was there anything there that you could point to? [01.04]"
¶44: FG_03_NW_01
¶45:  It was the whole process, the [heartbreak 01.08] of the bureaucracy that they can’t allow any deviation because, I understand there has to be systems but it comes across to me in those images as being quite heartless in a way."
¶46: Facilitator
¶47:  Like a machine. [01.27]"
¶48: FG_03_NW_01
¶49:  Yes and then there’s other points in the film, especially I know a lot of people who are older who can’t deal with computers and having to do everything on a computer it’s a really scary if you’re relying on the benefits being by computers. It almost starts off with that, doesn’t it, he’s told he has to use the computer [inaudible 02.04]."
¶50: Facilitator
¶51:  The film to you is bringing to light those issues that perhaps otherwise aren’t coming forward in any films or TV representations? [02.12]"
¶52: FG_03_NW_01
¶53:  No I can’t think of another film, though there may well be other films, but I can’t think of anybody, I mean, Ken Loach, you get this name and somehow he gets it funded and you get a big presence for it and manage to get it shown because those things aren’t really, well for me they’re not often seen in British film."
¶54: Facilitator
¶55:  Thank you. What did you make of it FG_03_NW_04? [02.40]"
¶56: FG_03_NW_04
¶57:  Yeah, it was powerful I think and very relevant. I think it’s good that it is highlighting these problems in the system that otherwise, yeah if you’ve never had to go to a Job Centre and experience it, you wouldn’t know how difficult it can be so I think it’s good to try and expand the awareness of that and it’s quite shocking because it makes you realise how limited they are, how rigid they are and they’re not seeing people as people and it kind of shines out, like that lady, the worker there, she has some humanity and you think, ah, there is there light! But then the manager is the stark opposite and you’re just thinking, how can people try and work with this system? Where’s the help for those people, it feels like there’s just barriers and barriers and you just feel like something does need to change, that kind of thought that it gave me, like that can’t carry on like that, that’s terrible."
¶58: Facilitator
¶59:  Mm, yeah. You mentioned at the start there that it takes people into a situation they might not otherwise have experienced, is that something that this kind of film does? [03.46]"
¶60: FG_03_NW_04
¶61:  Yeah, it’s exposing that. People that may have never been to a Job Centre to sign on and never had to, if you’re lucky you don’t have to do that, but then it shows you it’s not the best set-up and I think it needs a bit of work on that."
¶62: Facilitator
¶63:  A similar sense of humanity there, this is a very rigid structure. [04.07]"
¶64: FG_03_NW_04
¶65:  System, they’re not looking at people as human beings almost, yeah."
¶66: Facilitator
¶67:  How does Loach, particularly in that clip, how does he create that feeling for you? [04.16]"
¶68: FG_03_NW_04
¶69:  It’s various workers and then, yeah because that worker that came to him to say, are you okay and then the manager who’s just kind of, get out, get out, get out! And then when he steps up when he can see the argument happening, that he’s like, come on people, trying to rally people round like, we’re all humans here, this woman needs help."
¶70: Facilitator
¶71:  There’s obvious symbols of humanity versus these symbols of the system fighting against each other. [04.43]"
¶72: FG_03_NW_04
¶73:  Like a big corporate, yeah, that they’re just kind of rules, rules, rules, rules, we’re going to stick to this and not see anything else, yeah!"
¶74: Facilitator
¶75:  Thank you. FG_03_NW_05, what did you make of it? [04.55]"
¶76: FG_03_NW_05
¶77:  I’m slightly different. I’m one of the lucky ones that’ve never had the need to visit a Job Centre. I’ve only had two careers in my whole life, I’m 73 now so I’m unlikely to have a problem with that ever again now. And none of my family have ever been in that situation, they’ve either had jobs with banks or wherever and have worked until they’ve retired happily. Having said that, I think it’s a very well-made film. I think it’s a very political film which I’m not necessarily happy with but it’s a well-made film and it’s a well-acted film."
¶78: Facilitator
¶79:  So effective but, for you, limited by its explicit political statements, its didacticism? Is that fair to say? [05.47]"
¶80: FG_03_NW_05
¶81:  I think it is, yes. I know quite a few people who go to the cinema and I probably would never have gone to see it if I had, I’m a member of Manchester-Salford Film Society as well, so I went to see that. But it’s not a film that I would have gone to see myself in the normal course of events. It just seems to me that, by and large, that’s the situation with most of Ken Loach’s films. Not all of them, but most of them and I think, unless you’re that political bias, they don’t appeal to me."
¶82: Facilitator
¶83:  Could you pinpoint something in that clip where you felt that the, what you seem to be arguing for is that politics overwhelms the drama? [06.38]"
¶84: FG_03_NW_05
¶85:  I think that’s meant to be the situation with the manager. I think he’s meant to be the antagonistic political bias man. The woman that helped him, and you could see quite a lot of the members of the public that were in the crowd there, they were all of a mind to be helpful, but you had the one person in the middle and that, to me, is his way of putting over the opposite to his opinion."
¶86: Facilitator
¶87:  Right. It’s like structures of opposition that he creates? [07.19]"
¶88: FG_03_NW_05
¶89:  Yeah, that’s my feeling."
¶90: Facilitator
¶91:  Okay yeah, absolutely, thank you. FG_03_NW_03, what about you? [07.24]"
¶92: FG_03_NW_03
¶93:  Yeah, like FG_03_NW_01, I think it probably completely reflects reality. I remember signing on myself years ago when all the shipyards were closing at the Clydebank on a very wet afternoon, you know, you had to go along and sign on at the exact time they gave you. Massive queues and it was raining so there was steam rising off people and one guy at the front was getting in some kind of trouble like this and he just turned round to the whole crowd and shouting, let the revolution commence!"
¶94: FG_03_NW_03
¶95:  Which got a big cheer, everybody just needed a [inaudible 08.01]! [laughs] And it also reminded me of a friend who works with the Social Security, the kind lady reminded me of her because she said to me not that long ago that, with the new legislation, she’s ashamed of what she has to do in her day-to-day job."
¶96: Facilitator
¶97:  For you this is a film that feels realistic? [08.29]"
¶98: FG_03_NW_03
¶99:  Oh god yeah."
¶100: Facilitator
¶101:  That realism seems to have been a bit of a trigger for other things, experiences you’ve had or conversations you’ve had, it’s reminded you of that? [08.37]"
¶102: FG_03_NW_03
¶103:  Oh gosh yes, yeah. Even just in the last few days there was some publicity about Conservative MPs are getting very worried because so many people are turning up at their surgeries who are having these problems. Maybe something will happen."
¶104: Facilitator
¶105:  Do you feel this a film, in its status as a film, is something which is stimulating for you? You seem to be speaking of the film in its… [09.06]"
¶106: FG_03_NW_03
¶107:  Oh yes. Oh very much so, it’s a great film, touching."
¶108: Facilitator
¶109:  What makes it a great film? [09.10]"
¶110: FG_03_NW_03
¶111:  Nobody looked as if they were acting, for a start, but Loach is good at that sort of thing. Yeah, it was basically putting you in that position to a certain extent. You felt for the people, you felt…"
¶112: Facilitator
¶113:  It’s about compassion? [09.23]"
¶114: FG_03_NW_03
¶115:  ...and this whole bureaucracy that they’re up against, yeah. You really felt for them."
¶116: Facilitator
¶117:  Yeah, so it’s about something which is authentic and that authenticity’s a bridge to empathy? [09.37]"
¶118: FG_03_NW_03
¶119:  Yes indeed, oh yeah."
¶120: Facilitator
¶121:  Thanks FG_03_NW_03. How about you, FG_03_NW_05? [09.42]"
¶122: FG_03_NW_05
¶123:  Yeah, well I did have to go on Jobseekers’ back when I was about 30 and this brought back a lot of memories. In the last 30-odd years it hasn’t changed, it was like then back when I went and it’s like that now. although I wasn’t going for money at the time, I was just job seeking, the stupid bureaucracy I had to go through just to sign on was absolutely ridiculous. I am politically motivated towards Ken Loach films anyway so obviously I often think, like you were saying, how does it relate to people who aren’t, do Rees-Mogg or Boris get to watch films like this? I don’t know. Or what they make of them when they do, I don’t know. And it’s a good job, for those who’ve seen the film, you didn’t show the baked beans scene, I’d have been in floods of tears! But just the system that people have to fight against all the time just to get bread on the table, as with the mother and the children with the heating, to feed the children. I do relate to that. But there was, I can’t remember its name, about the same time there was a French film came out about an unemployed guard going through the same system but in France and I was amazed how similar the French system was to ours. I can’t remember the name of the film but that was very good."
¶124: Facilitator
¶125:  So the fact that this was set in Newcastle was not – it could be anywhere? [11.34]"
¶126: FG_03_NW_05
¶127:  Yeah. You expect it to be easier in France for some reason but it was just the same for the guy over there as it was for Daniel Blake."
¶128: Facilitator
¶129:  Again, it’s this sense of film shows that struggle? [11.53]"
¶130: FG_03_NW_05
¶131:  Yeah, and what I enjoyed about the film it’s more like, even though people are at the bottom, they will help each other out because he helps her, the young mother."
¶132: Facilitator
¶133:  And that is engaging? [12.11]"
¶134: FG_03_NW_05
¶135:  Well, it’s sort of a working class togetherness I think."
¶136: Facilitator
¶137:  Yeah and that, for you, makes it an emotionally engaging film? [12.21]"
¶138: FG_03_NW_05
¶139:  Yeah, for me."
¶140: Facilitator
¶141:  Thank you. What about you, FG_03_NW_06? [12.24]"
¶142: FG_03_NW_06
¶143:  Gosh, how long have you got? "
¶144: FG_03_NW_06
¶145:  My work and where I live is a lot to do with social adjustors and working with people that are working. I know people that this has happened to, one of them was my own daughter in Bristol a few years ago who’s had this experience. I’ve heard stories that are worse than Daniel Blake’s, so this was a film that, when I watched it, I got angry and frustrated and all that just came back during the clip. I also know somebody who works in one of these offices so getting her viewpoint on it. Some of the politics for me were filled in not from the film, but because of where it’s set and knowing what’s behind this system, and particularly work capability assessments. So the wider context helped also form my feelings to a certain extent as I watched the film."
¶146: Facilitator
¶147:  So you brought your experiences to it? [13.29]"
¶148: FG_03_NW_06
¶149:  And just what I’ve seen in the news and the stories that I’ve heard and similar stories. I’ve recommended this film to countless people, especially those who say these stories are exaggerated, I’ve said just watch that."
¶150: Facilitator
¶151:  This is a film with a social function? [13.43]"
¶152: FG_03_NW_06
¶153:  Yeah, very much so. It touches on something that’s an issue in real life and I think it’s very relevant for that, unlike a superhero film…"
¶154: FG_03_NW_06
¶155:  …this is more than just a piece of art actually, it’s something we can interact with and take into our life experience and how we relate to people."
¶156: Facilitator
¶157:  Is that a marker of quality for you in a film experience? That it does encourage reflection on our own experiences, that realism is an aspiration that the cinema should pursue? [14.26]"
¶158: FG_03_NW_06
¶159:  Yeah, and it’s very well done as well. Like somebody said, the people don’t come across like they’re acting."
¶160: Facilitator
¶161:  Thank you. Great, that’s exactly what we want, it’s those instinctive reactions really, good. 
¶162: Things to come
¶163: Facilitator
¶164: The next film’s very, very different. We’re going to France now. It’s by a woman called Mia Hansen-Løve who’s quite a young filmmaker. She’s already quite prolific, four or five films, in her early 30s. This film’s called ‘Things To Come’, it stars Isabelle Huppert, she’s a retired philosophy teacher who has had a string of difficult events to deal with. She’s reached middle age, her husband has left her, her mother’s just passed away, she’s just lost her work, she’s been forced to retire, and she’s come to a moment in her life where she’s reflecting on her experiences. She feels as if she’s at a bit of a crossroads. So she goes to stay with one of her former students, a philosophy student who has set up a collective with lots of other young philosophers and she wants to spend some time with them to get a new sense of perspective. So this is the moment that we’ll pick up the film. [15.44]"
¶165: Facilitator
¶166:  FG_03_NW_03, is it all right to start with you? [00.07]"
¶167: FG_03_NW_03
¶168:  Sometimes you get the feeling that the director’s fallen in love with the image, and a lot of those images there wasn’t anything actually going on. They were great backgrounds for, but I mean, the song in the car, nice to hear Woody Guthrie again! There was a couple of interesting little pieces of dialogue that did give you some information but quite a bit of it was just a car going along a road. And that lovely walking scene, that looked superb but couldn’t you have had something going on? Some dialogue? I take it there’s an awful lot of talk in that film?"
¶169: Facilitator
¶170:  At times, yeah. [00.41]"
¶171: FG_03_NW_03
¶172:  And long walks in between? [laughs]"
¶173: Facilitator
¶174:  Yeah, I suppose that’s true. For you this is about the sense of image at times overwhelming narrative? [00.53]"
¶175: FG_03_NW_03
¶176:  Yeah, yeah, it was just there for the sake of it. It was lovely, looks great, but I think there should be something going on, if they were walking along arguing or whatever. Is the whole idea that she is more cerebral than practical?"
¶177: Facilitator
¶178:  I suppose this is a moment for her to realise that she can be on her own, that she can reconnect, I suppose, I don’t want to give too much away. [01.21]"
¶179: FG_03_NW_03
¶180:  Would that come in the larger context of the film?"
¶181: Facilitator
¶182:  I suppose yeah it does. She’s been with some of those people who have been quite reliant on her and this is a moment where she talks about her freedom. The view’s more, this is kind of symbolic, it’s not necessarily direct through narrative and dialogue. [01.39]"
¶183: FG_03_NW_03
¶184:  Yeah, yeah."
¶185: Facilitator
¶186:  Is that something that’s quite disengaging for you? [01.46]"
¶187: FG_03_NW_03
¶188:  Yes, I think so, yeah."
¶189: Facilitator
¶190:  Okay, it put you off a bit? [01.47]"
¶191: FG_03_NW_03
¶192:  Yeah, yeah."
¶193: Facilitator
¶194:  How did you find it, FG_03_NW_05? [01.52]"
¶195: FG_03_NW_05
¶196:  Again, following on from the last one, it’s political but we’re now moving into the French pseudo-intellectual kind of [inaudible 02.03]."
¶197: Facilitator
¶198:  The politics are nationally specific? [02.05]"
¶199: FG_03_NW_05
¶200:  Yeah."
¶201: FG_03_NW_05
¶202:  In France, yeah I think so. I mean, she said she’s been through it before so I think she’s relating back to Paris ’68 and she’d be at that age when she was younger that all that political uprising was taking place when she was younger and now she had to carry on with her life and all the things she was involved with and now she’s got her freedom maybe to have more free thinking. As for the location, it was just setting off that French countryside and setting it in that sort of typical French way, not quite what I call Stella Artois-type places, not quite going that far but just setting it in that sort of location."
¶203: Facilitator
¶204:  So like FG_03_NW_03, you felt that the style was very much driven by almost the spectacular imagery? [03.10]"
¶205: FG_03_NW_05
¶206:  Yeah, well placing it where it needed to be, I think."
¶207: Facilitator
¶208:  So it was for you a bit more purposeful? [03.15]"
¶209: FG_03_NW_05
¶210:  Yeah, yeah."
¶211: Facilitator
¶212:  What sort of purpose did it create? [03.20]"
¶213: FG_03_NW_05
¶214:  Well, it’s situating it within where it was shot, you know, it wasn’t in the city, it was in the countryside and, as you say, she’s got space around her which is opposite to the city. It’s showing that space and the cat runs away, she was running away maybe and had got the freedom to catch the mouse or what she’s going to catch, who knows?"
¶215: Facilitator
¶216:  It was functioning on a bit more of a figurative level I suppose? [03.52]"
¶217: FG_03_NW_05
¶218:  Yeah."
¶219: Facilitator
¶220:  Before when you were talking about ‘I, Daniel Blake’ you alluded to a French film that had a similar idea. Did you feel that watching this film, it could connect to your experiences, or it felt quite remote? [04.07]"
¶221: FG_03_NW_05
¶222:  No, this is remote. The other French film was situated right as ‘I, Daniel Blake’ was in that situation. This is moved out into the French intellectual sort of…"
¶223: Facilitator
¶224:  So it feels quite divorced from your own experience? [04.26]"
¶225: FG_03_NW_05
¶226:  From reality, yeah. It’s not a reality I know of, not being a French intellectual."
¶227: Facilitator
¶228:  Right, thank you. How about you, FG_03_NW_06? [04.39]"
¶229: FG_03_NW_06
¶230:  It’s not the sort of film I’d ever go and see and I got a flashback at one point to a tourist information film where it never rains, which I saw when I was in Ireland on holiday and it was chucking it down outside at the time. Just a random thought I had was does it ever rain there? Beautiful countryside, beautiful people and when they were having their philosophical discussion I thought, it must be nice to have the time and money to do that, because most people don’t. So again, I’m not relating to life in the city where I am. It could be there’s a great story there and I needed to give it a bit more time but no. I thought her attachment to the cat that she was so dismissive about was an interesting little touch."
¶231: Facilitator
¶232:  Did that give you a little bit of a way in? Because it seems that you felt perhaps that it was quite superficial and I’m very interested in what you said about the fact that it’s so far away from your reality and experiences gave us that feeling of distance almost but then maybe the element with the cat kind of reconnected you because it’s quite a significant plot line, for example? [06.07]"
¶233: FG_03_NW_06
¶234:  If there’s more of that, yeah. I thought that was something that would pull me in a little bit more, almost like an aside but is that something that would develop a bit more."
¶235: Facilitator
¶236:  Not really, no! [06.21]"
¶237: Facilitator
¶238:  You can scratch this off your Amazon list! [06.26]"
¶239: FG_03_NW_06
¶240:  The director missed an opportunity there."
¶241: Facilitator
¶242:  Again, as your colleague just said, the images announce themselves but perhaps in a way that lacked enough narrative impetus to hook you in. [06.42]"
¶243: FG_03_NW_06
¶244:  I think so yeah, it seems to be quite slow-paced. I don’t know what length of a film it is but, and maybe this says more about me wanting to get on with the story."
¶245: Facilitator
¶246:  Is that something that you associate with French film? What are your expectations of a French film? [07.03]"
¶247: FG_03_NW_06
¶248:  Phew, I’ve not seen much French films so maybe it does say, but what I have seen I’ve found a bit over-stylised for my particular taste. Nothing against the French."
¶249: Facilitator
¶250:  Yeah, of course. Thank you. How about you, FG_03_NW_01? [07.21]"
¶251: FG_03_NW_01
¶252:  I have seen the film and I think she gives a good performance. I tend to agree with what has already been said, I suppose especially seeing it after just seeing ‘I, Daniel Blake’, and I don’t think it’s because that was set in Newcastle and this is in France, I think I felt less emotive towards the characters and yet here’s a woman of a certain age in a certain life situation, her life’s changed a lot and she’s looking for a change in her life, but I didn’t feel a great empathy. I was curious as to what was going to happen and how it was going to resolve, I mean I do like French films. I like seeing the French countryside, even in the rain, and I enjoy that. I did enjoy, which I thought was typically French, the conversations around the table, people talking about literature and philosophy and it’s that sort of thing that are all in French film. But, as I say, I felt slightly cool towards the characters but I did enjoy the film and I was curious when I saw it, to see how it would pan out and what would happen to her and what direction she was going to take."
¶253: Facilitator
¶254:  You’ve drawn a bit of a distinction between engagement through curiosity here versus and engagement with the previous film which is much more about simultaneous emotional and political connection. Is that because of the proximity to your own lived experience, British, French, those contrasts, or is it something else? [09.12]"
¶255: FG_03_NW_01
¶256:  As I say, I don’t think it’s because one was French and one was English because I’m probably a bit older than the main character but, you know, those sort of things can happen when your life changes, you no longer have your job, circumstances change, so there would have been lots of resonances there even though it was in France. But it was just somehow it was a cooler film for me."
¶257: Facilitator
¶258:  In the clip there, what were the barriers to engagement, that we saw in that ten minutes? What were the examples of that coolness that you talk about, that sense of being a bit detached emotionally? [09.57]"
¶259: FG_03_NW_01
¶260:  I suppose that things didn’t seem so traumatic maybe. You know, it was quite a nice life, she was enjoying things, she had students who obviously looked up to her and were prepared to invite her to their holiday home whereas, in other films, it’s a bit more edgy as to what’s going to happen. It seems more serious, the consequences."
¶261: Facilitator
¶262:  Is that a consideration of her own environment? [10.33]"
¶263: FG_03_NW_01
¶264:  Yes, yeah."
¶265: Facilitator
¶266:  Thank you. What about you, FG_03_NW_04? [10.36]"
¶267: FG_03_NW_04
¶268:  The scenery was lovely. It felt like a bit of escapism just watching it you’d just be like, ah wouldn’t it be nice if you were there!"
¶269: FG_03_NW_04
¶270:  I’m intrigued I think by her character for sure, about how she’s dealing with this massive life change because it doesn’t seem traumatic, it seems like it’s freedom she was saying, she’s never been in this situation so she’s kind of looking at it in quite a positive way. It came across that way anyway and then going to this place with her students just for a getaway almost, to just enjoy herself a little bit and just, yeah. I’m intrigued to see what happens with her but I don’t feel like I’m so connected like with the characters in ‘Daniel Blake’. I don’t know whether that’s just because of the situations that they’re in? It feels like she’s not having such a terrible time whereas in ‘Daniel Blake’ it feels so unjust that you just feel quite impassioned about it, whereas for her it’s like, okay she’s had this all happening, which many people can, but she’s just rolling with it and it doesn’t seem too bad, so you think, mm, see what happens. [laughs]"
¶271: Facilitator
¶272:  Mm. Was there anything stylistically, visually or in terms of sound, any elements of that which occurred to you as being significant about what we’ve just seen, or out of the ordinary? Did you notice any of that? Because you talked about the landscapes. [12.06]"
¶273: FG_03_NW_04
¶274:  Yeah it was all lovely, wasn’t it, and beautiful stunning scenery where you want to be there! [laughs]"
¶275: Facilitator
¶276:  Yeah. Was that the point that she was trying to make? That she was trying to assert the landscape? [12.15]"
¶277: FG_03_NW_04
¶278:  It felt like that was quite a significant part of it, like escapism. That’s what it felt like to me anyway."
¶279: Facilitator
¶280:  Thank you. Last but not least. [12.24]"
¶281: FG_03_NW_02
¶282:  I would like to have seen more of the film before I gave a proper, I mean…"
¶283: Facilitator
¶284:  But if you want to, you can just refer to the clip specifically, if that helps. [12.36]"
¶285: FG_03_NW_02
¶286:  I don’t really understand what her problem really was in the long term. She seemed to be getting on well with the people that she’s with and the scenery was beautiful. I think all in all, it was a – I can’t really compare it to the previous film even though, I suppose there is a link, somewhat tenuous but there is a link there. She’s a good actress."
¶287: Facilitator
¶288:  Mm, how was that exhibited in the clip, her performance, the quality of her craft? [13.20]"
¶289: FG_03_NW_02
¶290:  I don’t know, I just got the impression that, like most good actors or actresses, she seemed to be not playing the part so much as being the part. I liked it, I’d be interested to see, as FG_03_NW_01 said, what the rest of the film was like to know really what was going on."
¶291: Facilitator
¶292:  As you were watching it, did you notice anything formally, visually, through sound, through style that was coming through particularly, or did it just again seem like a nice landscape? [13.53]"
¶293: FG_03_NW_02
¶294:  No, I got the impression it was definitely a continental film as opposed to an English film, it wasn’t the sort of thing that we would do here."
¶295: Facilitator
¶296:  What are the markers of that distinction, apart from the obvious, that it’s in a different language and the different landscape? [14.09]"
¶297: FG_03_NW_02
¶298:  The countryside was different and it didn’t seem as difficult as the English. It certainly wasn’t managed like the English one was, like ‘Daniel Blake’ was. But to me, I could tell it was a foreign film, to be truthful I was very reasonably sure it would be a French film, you know, you could tell that. And there hadn’t been that many French films until I started going with a gentleman who’s a Francophile and I know more about it as a consequence of that. As I say, before I make any further comment I really would like to have seen the rest of the film."
¶299: Facilitator
¶300:  Yeah, thank you. At that point I think we’ll just take a little break. [15.10]"
¶301: Call me by your name
¶302: Facilitator
¶303:  Okay, so this is our third film. It’s again a film which achieved a degree of prominence in the independence and arthouse sector and has built audiences outside of that. It’s called ‘Call Me By Your Name’, it’s a co-production actually, multiple countries involved, but it’s set in Italy and it’s about a young lad, Elio, who falls in love with an older man who’s in his mid-20s, he’s a PhD student who’s been working with Elio’s father. Elio’s father’s an archaeologist, based in Italy over the summer. This is Elio’s first love, so it’s very much a coming of age and, as we’ll watch this clip here, this is him and the PhD student, who’s name temporarily escapes me, have been on a holiday together so they’ve realised their love for each other, they’ve been on this holiday together but this is the point where they have to depart and say goodbye forever, so it’s a train station scene and a goodbye scene. We’re going to watch around ten minutes of this clip. [01.15]"
¶304: Facilitator
¶305:  We’ll start with you, FG_03_NW_04, this time, is that all right? Just give us your [impressions] on what you’ve seen. [00.04]"
¶306: FG_03_NW_04
¶307:  Very moving and heartfelt, yeah, really quite emotional, wasn’t it? Really lovely to see that, both the relationships actually were really touching. Just seeing the emotions, I mean the first, him and the man as he’s leaving that was very touching without them even having any dialogue you know exactly what they’re portraying, and then when he was speaking with the girl, obviously they had some history and that was also very heartfelt and very lovely and then, that was his father, wasn’t it?"
¶308: Facilitator
¶309:  Mm, it was. [00.41]"
¶310: FG_03_NW_04
¶311:  Just all that wisdom that he’s trying to impart on his son just to reassure him and I just thought that was really nice and probably quite rare perhaps for a father to speak to his son in such a lovely, open, that was quite unexpected and I think that should be the way that that interaction should happen. It was really lovely, yeah. I thought it was really nice! [laughs]"
¶312: Facilitator
¶313:  For you, this was about the three relationships that were shown? [01.11]"
¶314: FG_03_NW_04
¶315:  Yeah."
¶316: Facilitator
¶317:  Could you drill down a little bit on what was happening in terms of the film’s style that was enabling this emotional connection for you? [01.20]"
¶318: FG_03_NW_04
¶319:  The performances. The thing is, it was the dialogue but then also when there wasn’t any as well, it was just the way that the actors were interacting with each."
¶320: Facilitator
¶321:  Physical? [01.29]"
¶322: FG_03_NW_04
¶323:  Without even saying anything. It was quite amazing, it did feel very emotional. I don’t know, yeah, they were just very good."
¶324: Facilitator
¶325:  The emotional connection, it’s clearly moved you? It’s a really hard question but way do you think it has? Where is that coming from? [01.49]"
¶326: FG_03_NW_04
¶327:  Because we all have emotions and we all have to say goodbye to people at various stages in your life so you relate in that sense of just how much you can feel that they’re going to miss each other. You can relate to it, I think."
¶328: Facilitator
¶329:  Recalled moments of separation of your experience? [02.10]"
¶330: FG_03_NW_04
¶331:  Yeah."
¶332: Facilitator
¶333:  Thank you. FG_03_NW_01, you were nodding along there? [02.15]"
¶334: FG_03_NW_01
¶335:  Yes! [laughs] I’ve seen the film all the way through, it’s fantastic. I thought the acting is brilliant, the two main characters, and I love the section with the boy and his father because there’s just so much tenderness in the film between the characters, you don’t always see that throughout a film, and the soundtrack, there was a little bit of it in that but throughout the film it was fantastic parts where there’s just music playing. You get that feeling of Italy as well, because you’ve got some kind of conversation going on in the background I think, when he’s on the phone to his mum."
¶336: Facilitator
¶337:  So there’s a sense of place as well as this emotional intensity? [03.09]"
¶338: FG_03_NW_01
¶339:  A sense of place, and it seems to be very much at a time with a feeling of Italy. I know there’s other bits where, you know the father’s doing archaeology and his reference to the ruins of statues and that whole thing about the art in Italy, it all seems quite a heightened sensitivity in the film, doesn’t it?"
¶340: Facilitator
¶341:  So the film consciously is evoking a kind of emotional landscape? [03.46]"
¶342: FG_03_NW_01
¶343:  Yes."
¶344: Facilitator
¶345:  It’s raising it up and really presenting it to us as an audience? [03.49]"
¶346: FG_03_NW_01
¶347:  Yes and I think, because the acting’s so good, you really relate to the characters, like you said, you can compare your first love, first loss, those sort of things come back, whatever your sexuality is I don’t think it matters. I think you can see that in the film, and relationships with your own family."
¶348: Facilitator
¶349:  It’s an evocation of a universal experience that’s [inaudible 04.17] there? [04.17]"
¶350: FG_03_NW_01
¶351:  Yes."
¶352: Facilitator
¶353:  Thanks. You’re nodding along as well, FG_03_NW_06? [04.21]"
¶354: FG_03_NW_06
¶355:  Yeah, it took me back to my adolescent years and just remembering how traumatic it was!"
¶356: FG_03_NW_06
¶357:  I don’t particularly want to go back there and watching my own children go through similar experiences. I loved the way it started because there was just no dialogue because it was telling the story without any need for that and I think that bit of piano was the first bit of soundtrack music we heard. I wouldn’t count the CD because that was playing in the car in the film, they talked about it. My background is in music, from years ago, and I’m always very aware of how music can make or ruin a piece of film. Sometimes silence is better."
¶358: Facilitator
¶359:  So that first scene was about silence, that final scene was augmented by the introduction of music? [05.13]"
¶360: FG_03_NW_06
¶361:  Yeah, yeah, I think that was apt, yeah, it didn’t pan away to someone playing the piano on the other side of the road, that would have been a sort of Mel Brooks touch! Yeah, I thought that was good. And the relationships, I take it that young man is the centre of the film, is he?"
¶362: FG_03_NW_01
¶363:  Yes, he is really."
¶364: FG_03_NW_06
¶365:  Because it was all sort of how three different people and he were relating."
¶366: Facilitator
¶367:  You talked about the sound and silence. Was there anything that was happening in terms of the style that was enabling that emotional connection for you, beyond the music which you mentioned. Anything else? [05.58]"
¶368: FG_03_NW_06
¶369:  I’m no expert but I noticed that the shot with him on the phone, one half of the screen had the lady fanning herself and I thought, am I supposed to read anything into that? The short shot of the steps between two of the scenes, which didn’t seem to be anything but a sort of pause, just to create a little bit of space. It’s taking its time, the pacing was nice."
¶370: Facilitator
¶371:  And that allows us to breathe a little bit? [06.34]"
¶372: FG_03_NW_06
¶373:  I think so, yeah."
¶374: Facilitator
¶375:  It gives us space to breathe? [06.37]"
¶376: FG_03_NW_06
¶377:  Yeah. So, contradicting what I said before, maybe sometimes the story does needs to have spaces."
¶378: Facilitator
¶379:  Yeah, thank you. How did you find it? 06.53]"
¶380: FG_03_NW_02
¶381:  I enjoyed it. I have to admit, I don’t care about people when they get in these kinds of situations, it’s a love story whatever kind of love it is. It’s a well-made story, it’s beautifully acted, I thought the father was really very good in that. I liked the bit of music that they did play. It was fairly slow-paced but I can live with that quite happily, and it showed the town off well. I thought, as I say, the acting was very good. I’ve never seen the film but I would be interested in seeing it."
¶382: Facilitator
¶383:  Mm. You started off by saying you care about people in those sort of situations. Is that about the universality of that idea, that some of your fellow participants picked up, that we’ve all in a way experienced something like that or we’ve people to us who’ve experienced something like that? [08.05]"
¶384: FG_03_NW_02
¶385:  We’ve all had relationships, we’ve all had positive relationships and things that have broken up for whatever reason. Sometimes we find it easy to cope with, sometimes we don’t. I’ve been in that kind of a relationship, not with a young man but with a girl, but the principle’s exactly the same, it’s no different, and you feel just as sad as he obviously did."
¶386: Facilitator
¶387:  Is that an important role that cinema plays, to connect us to memories, that idea about empathy but also reflection on ourselves? [08.47]"
¶388: FG_03_NW_02
¶389:  I think it does have an effect on making you think about the past and what’s happened to you, and what kind of things people can go through. To me, it was a romance and I’m quite fond of romances."
¶390: Facilitator
¶391:  Last question, why? What is it about romance films that you like personally? [09.21]"
¶392: FG_03_NW_02
¶393:  When they end well, I feel good. When they don’t end well, hopefully there’s another time!"
¶394: Facilitator
¶395:  Just like in life! FG_03_NW_03? [09.32]"
¶396: FG_03_NW_03
¶397:  Yeah, I was very impressed by, well I was going to say silent sequences, but the non-dialogue sequences at the beginning and even the sequence in the car, if you compare it to the one in the car with Woody Guthrie going on, there was a lot more said in their silence than in the Woody Guthrie."
¶398: Facilitator
¶399:  How? [09.53]"
¶400: FG_03_NW_03
¶401:  Oh, it’s just the performances and it probably comes from the director himself because sometimes it’s almost as if you can read an actor’s mind in a film."
¶402: Facilitator
¶403:  Would you think it was the director that enabled that focus? Was the director doing anything particularly that enabled that focus on the characters? [10.11]"
¶404: FG_03_NW_03
¶405:  It would have been done before, he’d have talked to them about their performances or even in rehearsal. But it was a lovely little sequence. Have you ever seen ‘Under the Volcano’?"
¶406: Facilitator
¶407:  No. [10.26]"
¶408: FG_03_NW_03
¶409:  It’s Albert Finney and there’s a long shot at the beginning, he’s dark glasses on walking through a cemetery on the Day of the Dead and it was almost as if you could read this guy’s mind. Really strange, I don’t know how that worked."
¶410: Facilitator
¶411:  Is it about the attention the camera affords the characters, the space that it gives them? [10.42]"
¶412: FG_03_NW_03
¶413:  It’s some kind of magic or some such things. There really is in some performances. Albert Finney in dark glasses, that shouldn’t work but he’s staggering through this cemetery in Mexico on the Day of the Dead, that’s wonderful, you should try and see it. But that was like that, it was almost as if you could see into their minds. Yeah, they weren’t silent sequences but I think that really worked. And of course the big cliché of the goodbye at the station platform, you know, it’s happened to us all but it’s on film so often, from ‘Brief Encounter’ but it worked."
¶414: Facilitator
¶415:  Why does it work? [11.18]"
¶416: FG_03_NW_03
¶417:  The acting. It was just straight direction, it was just straight on./"
¶418: Facilitator
¶419:  It wasn’t about stylistically doing too much? It was about letting the characters breathe. [11.31]"
¶420: FG_03_NW_03
¶421:  Yes. Sometimes the director should be anonymous, you shouldn’t see the direction of a film and I didn’t see it there. It was just performed, the sound just the actual [slush 11.44] quality, Steadicam. Well it wasn’t a Steadicam but just straight on the characters without any show off."
¶422: Facilitator
¶423:  That therefore facilitated the better performance that you’re talking about? [11.53]"
¶424: FG_03_NW_03
¶425:  Exactly, yeah. Yeah."
¶426: Facilitator
¶427:  People have been talking about the way that there’s a sort of universal quality to this, you mentioned it, the train station… [12.04]"
¶428: FG_03_NW_03
¶429:  Yes, I guess, yeah."
¶430: Facilitator
¶431:  …and again, that notion of saying goodbye, that is something that is… [12.05]"
¶432: FG_03_NW_03
¶433:  Yeah, everybody’s experienced that. Yeah."
¶434: Facilitator
¶435:  Thank you. How about you [inaudible]? [12.14]"
¶436: FG_03_NW_05
¶437:  The music coming in, I had the opposite effect to most people, I didn’t think it needed that music coming in, I thought it was over-sentimental that music coming in and it didn’t need it at that point. I thought the father was doing a very good job on his own without needing that!"
¶438: FG_03_NW_05
¶439:  So I disagree with a lot of people. And again, things like the mother in the car, because you’d seen them both, he’d keep them both in shot all the time even when it comes round to see the mother he’s [still 12.54] in focus. So you can see them relating to each other because they’re on screen."
¶440: Facilitator
¶441:  Two characters sharing the frame, you see the interactions between them? [13.05]"
¶442: FG_03_NW_05
¶443:  Yeah."
¶444: Facilitator
¶445:  I suppose that was true of all the scenes, wasn’t it? [13.07]"
¶446: FG_03_NW_05
¶447:  It was, yeah, probably the goodbye scene I suppose at the beginning of the clip, right through to the father and son at the end, although it did pull into the father at times. But I have seen the film as a whole so on another level you could say it’s politics again, it’s sexual politics, the whole idea. I mean, I actually have male friends who go to the cinema a lot, believe it or not, they will not go to watch a gay movie. ‘God’s Own Country’, there’s been a lot recently, haven’t there, ‘Blue is the Warmest Colour’, they will not go. I just think they’re missing so much."
¶448: Facilitator
¶449:  Do you want to say a bit more about the politics of it, is it important that these stories are on screen? [14.09]"
¶450: FG_03_NW_05
¶451:  Well, you could get into the whole thing about there’s an older man with a younger boy, so that brings in a conflict, is that right, should an older man be with a younger boy? But if it was an older woman with a younger boy, I don’t know. I suppose it would be. He is, how much older, ten years, fifteen years?"
¶452: Facilitator
¶453:  Perhaps not that. [14.45]"
¶454: FG_03_NW_05
¶455:  Ten years maybe. The whole idea of bringing this sort of movie and ‘God’s Own Country’, which we’re seeing more of now, which wouldn’t be shown at one time. It’s becoming more acceptable now, I feel."
¶456: Facilitator
¶457:  Tell me a bit about how the clip made you feel on a basic level, emotionally? Which points was it offering up as points of emotional connection for you? [15.26]"
¶458: FG_03_NW_05
¶459:  Obviously I’ve seen the whole film so just basing it on the clip..."
¶460: Facilitator
¶461:  But you can refer to the film as well. [15.35]"
¶462: FG_03_NW_05
¶463:  Right, yeah. You see the whole relationship grow between the two and yet the other side of the, and I don’t want to give away the ending of the film, but you see the whole other side of the older man’s life as well and so you can see at one time the older man seems to be really in love with the younger guy but at other times he seems to be removed from him. So there’s all that, and obviously the younger man is totally captivated whereas you don’t get that feeling with the older guy throughout the film, and at the end. Sorry! [laughs] Obviously the father, if I had been gay my father would have not had that talk with me! "
¶464: FG_03_NW_05
¶465:  So, even it had been with a girlfriend, he still wouldn’t have had that talk with me. It just wasn’t talked about at all, you just got on with whatever you were doing."
¶466: Facilitator
¶467:  Was that the arresting thing about it, the level of emotional intensity? [17.05]"
¶468: FG_03_NW_05
¶469:  Yeah, yeah, because you see that amount of emotion coming out and as I was growing up, at that stage I was getting that sort of emotion as well and its [intensity 17.22] So that is something new and interesting to me to see something."
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¶471: Facilitator
¶472:  Thank you. Fab okay, well we come to the last film now, which is very different again. We’re going to leave a long hot summer in Italy in 1983 and go to the Calder Valley in West Yorkshire, or Best Yorkshire as I call it, in 2017. [17.52]"
¶473: Facilitator
¶474:  Directed by Clio Barnard, it’s a film called ‘Dark River’ and, unlike the other films we’ve looked at, we’re going to watch it right from the start. This is the introductory title sequence introducing us to the character. The central character learns that her father has passed away and so she decides that she’ll return to the farm, her father was a farmer, where she grew up, and there she’ll go and meet her brother, with whom she has rather a difficult relationship. The film explores, through flashback often, the very troubling relationship she had with her father as well and you sense that her returning to the farm opens up the wounds of her childhood in a way. She tries to come to a sense of peace with herself and also to take on this farm, the challenges that it presents. So this is right at the start of the film called ‘Dark River’ [18.50]"
¶475: Facilitator
¶476:  Can you tell us what you felt was significant about what we’ve just seen or anything that occurred to you? [00.00]"
¶477: FG_03_NW_06
¶478:  It’s a slow slight, unlike the others we’re right in at the beginning here and I was just thinking, sometimes with some films you’ve got to wait a while before it actually draws you in, you’ve got to persist for a little bit. Not a great deal happens. I think that’s good actually, I think that’s being persistent with, because there’s a great tendency these days and you see it in popular music, where in songs now you don’t get a long introduction any more, it’s straight in with the hook, which annoys me intensely. Yeah, there’s not a lot happens. It’s a homegoing, I’m intrigued by the little clip of the older guy appearing at the door."
¶479: Facilitator
¶480:  Yeah, which was her father [inaudible 00.59]"
¶481: FG_03_NW_06
¶482:  Yeah, so I thought, ooh! Again, it’s like a long, slow build-up, it’s a going home and I found myself just at the end there thinking, okay what’s she going to find? She’s remembering things but she knocks, she doesn’t just walk straight in so it’s not been her home for some time, so it’s intriguing."
¶483: Facilitator
¶484:  There’s this thing that I thought was really interesting that you said about the notion about cultural texts generally introduce themselves very immediately most of the time and this isn’t doing that, it’s creating a little bit of distance at the start more. You also seemed to suggest that there’s something going on here which is kind of foregrounding the character’s psychology and really her internal realm, rather than necessarily doing a service for us as a viewer in telling a story. [02.02]"
¶485: FG_03_NW_06
¶486:  Yeah, yeah."
¶487: Facilitator
¶488:  So this is effective for you or it’s engaging? [02.05]"
¶489: FG_03_NW_06
¶490:  Yeah, I sort of think, all right, of the three I’ve not seen, this is the one I’d maybe want to see the rest of."
¶491: Facilitator
¶492:  And you’ve talked about music a few times, obviously that’s something within your own that is important. The music here seemed to be part of what was going on, what was your take on the music? [02.26]"
¶493: FG_03_NW_06
¶494:  It’s a little bit different. At the start of the film you do tend to get music happening more often, yeah it was an apt song. I think it’s a traditional, ‘My father gave me an acre of land’, so it’s a little bit of story-setting there I guess."
¶495: Facilitator
¶496:  The song did the story-setting? [02.44]"
¶497: FG_03_NW_06
¶498:  I think so, yeah, it was explaining for those of us who hadn’t actually worked it out yet, your explanation before the film!"
¶499: Facilitator
¶500:  What about the landscape? You’re absolutely right, there’s very little in the way of narrative exposition but what it’s doing is it does seem to assert to us. What was your response to those landscape shots? [03.07]"
¶501: FG_03_NW_06
¶502:  Two of them were almost like stills, weren’t they? I actually found myself thinking, is anything actually moving here? And again, beautiful landscape, I was in Yorkshire last week actually."
¶503: Facilitator
¶504:  Is that sense of place important to you when you’re watching a film? That sense of connection, you said, I was in Yorkshire, it’s connected you to that. [03.32]"
¶505: FG_03_NW_06
¶506:  Yeah, just recent memories of driving through some of that and walking as well, and getting lost actually. Just recently I’ve been in that landscape. Nice to see a bit of rain for the first time as well."
¶507: Facilitator
¶508:  Yeah, it feels more authentic? [03.45]"
¶509: FG_03_NW_06
¶510:  Yeah. Something that annoys me sometimes in films is the way weather can be used as a rather blunt way of underwriting something, you know, if it pours with rain you think, okay there’s going to be some bad news in a minute."
¶511: FG_03_NW_06
¶512:  You know, we’re supposed to feel sad it’s raining. It’s become a bit of a cliché for me."
¶513: Facilitator
¶514:  But here the landscape felt less like it was being subordinated towards a story? A bit more that it just was there, it just existed? [04.16]"
¶515: FG_03_NW_06
¶516:  It’s there, I guess it’s the background and the bit at the start where they’re doing the sheep shearing, you know, a piece of hard work, it’s a hard landscape, it’s a hard life they’ve got with that land."
¶517: Facilitator
¶518:  It’s not something to be looked at, it’s something that is lived in and is worked on? [04.34]"
¶519: FG_03_NW_06
¶520:  Yeah."
¶521: Facilitator
¶522:  Good, thank you. FG_03_NW_01, how about you? [04.39]"
¶523: FG_03_NW_01
¶524:  Yeah, I thought that in the landscape and I was thinking also just then about you see the old dresser or cupboards with some old pots and photos and it’s slightly light and shade and you sort of feel almost as though it goes back maybe historically, it’s like an old way of life. It’s sort of de-polluted in that place and maybe the family was. I haven’t seen the film, this is one I haven’t seen, I had much more a sense of a bit of foreboding as to what’s going to happen with when she’s lying in the bed she’s just seen a figure at the door and then she’s obviously looking anxious that somebody might be getting in to bed with her or that sort of, I’m not sure what’s going on there. In the landscape there was rain, does that [inaudible 05.38] roaring landscape and a working landscape, but there were sort of clouds, so I had that slight feeling of there was going to be something sinister perhaps. I liked the way that she doesn’t talk very much, again, as in the other one she’s hardly speaking but things are going on in her mind and you’re almost trying to read her mind to know what’s happening and she has some sort of expressions and you’re thinking that she’d reacting to things from memory and that meeting the dog at the door."
¶525: Facilitator
¶526:  The film is an examination of her memory and you seem to be suggesting that perhaps even the landscape itself is a reflection of that internal process? [06.36]"
¶527: FG_03_NW_01
¶528:  Yes, and it’s very deeply-rooted."
¶529: Facilitator
¶530:  So there’s a relationship between landscape and time as well, thinking about that dresser? And you seem to be pinpointing the objects which offer windows into other stories, memories, histories? [06.51]"
¶531: FG_03_NW_01
¶532:  Yes, there’s obviously some old photos and things, a couple get married in a photo and there was the old pots and plates and things."
¶533: Facilitator
¶534:  Is that how we remember generally? Those sorts of objects are stimuli to those? [08.14]"
¶535: FG_03_NW_01
¶536:  I think if you see something like an object you haven’t seen for a long time and it’s from your childhood or a previous part of your life it does suddenly throw you back a little back to those places. And I think she has the same thing when she sees the washing line, you can feel her reaction when she sees the washing line with the overalls on."
¶537: Facilitator
¶538:  You said that we can feel her reaction. How does that happen? [07.39]"
¶539: FG_03_NW_01
¶540:  I don’t know!"
¶541: FG_03_NW_01
¶542:  But I sort of felt I could understand that something has happened to her, I don’t quite know how, because she’s acting or the way maybe it was directed because you see her and then you see the shot of the things on the line."
¶543: Facilitator
¶544:  Yeah. Thank you. What about you? [13.52]"
¶545: FG_03_NW_04
¶546:  I thought it was an interesting way to set the scene. I thought it was doing it very well actually, quite moody which I think is the kind of direction it’s going to go in. You know it’s not necessarily going to be a happy story from the way it’s setting you up because obviously it leads with her father’s died so she’s already got all that emotion and then you can see that by the way her reaction is to it, and it was all quite dark as well, it was all quite grey cloudy, rainy and then the song kicked in, I thought that was a good way to then get her travelling from where she was working back to her home farm, that song took her all the way there, I thought that was quite nice because that was quite sombre as well so it’s like, okay it’s not quite happy memories, it’s something she’s going to then have to reel in some of those bad memories. Yeah, how she’s going to deal with that. So it is very intriguing as well to see what is it that she’s dealt with and she’s going to have to then deal with again from being back at the farm. I liked the song, I thought it was quite powerful actually, yeah, setting the mood, it was good."
¶547: Facilitator
¶548:  Yeah, it’s quite straightforward in its direct depiction of her mood in the music. [09.23]"
¶549: FG_03_NW_04
¶550:  Yeah, and it was slow. It’s a slow build-up but it kept my intrigue though still, I thought it was quite good like that."
¶551: Facilitator
¶552:  Did the landscape seem familiar to you, did it evoke associations? [09.35]"
¶553: FG_03_NW_04
¶554:  Yeah it does I suppose, it’s familiar, yeah. But I think as well the lighting of it was good because it keeps the mood of it I thought, because it wasn’t all sunshine and bright and birds singing, it was kept quite dark but in a good way. I think it set it very well, even though it is a stunning landscape but it kept the mood going I thought, yeah."
¶555: Facilitator
¶556:  Yeah, the landscape as reflective of mood and feeling? [13.52]"
¶557: FG_03_NW_04
¶558:  Yeah and you think, okay this is unsettling, something’s not quite right, yeah."
¶559: Facilitator
¶560:  Thank you. [10.07]"
¶561: FG_03_NW_02
¶562:  It’s still a landscape but I think anybody, picking up on what you were saying, that’s driven to Yorkshire will know the landscape. It’s beautiful. With those hideous pylons on!"
¶563: FG_03_NW_02
¶564:  You could do without those and you’d have just as good a countryside as the French film two films ago. I also got the impression that, maybe I was wrong, maybe I was seeing something that wasn’t there, but I got the impression that it was leading up to an incest situation with the father."
¶565: FG_03_NW_03
¶566:  I wondered that, yeah."
¶567: Facilitator
¶568:  Abuse, yeah, yeah, there’s a history of abuse there, yeah. [10.45]"
¶569: FG_03_NW_02
¶570:  And I also got the impression of how, why she went? I can’t see any real reason why she would have wanted to go back if that had been the position. She obviously didn’t get on with her brother and her father, if he did put her through that, then the only reason I can think of going back is to get back and get out of there again."
¶571: Facilitator
¶572:  Yeah. I think it’s point is she feels that her identity is bound up in being a farmer and one of the ways of working through the trauma is to work the land and to turn the land into something which is meaningful again, because it’s obviously been run to wrack and ruin. [11.23]"
¶573: FG_03_NW_02
¶574:  Do we know that? We’ve not even met the brother yet so we’re not sure what the situation is there. We don’t know what condition most of the land is in. We know that down by the farmhouse looks a bit… It’s a film I’ve not seen. To be honest, I’m not really sure I want to see it either."
¶575: Facilitator
¶576:  What’s off-putting for you? [11.47]"
¶577: FG_03_NW_02
¶578:  I think the way the film started. The way it was leading up to, as you were saying, it was obviously going to be a sad, serious story. I can’t see much humour in it!"
¶579: Facilitator
¶580:  You’re right there. I’m pretty sure there’s no way you would have laughed at this film. Yeah. So for you it’s announcing a kind of bleakness which is immediately disengaging? [12.17]"
¶581: FG_03_NW_02
¶582:  I think the bleakness was announced the minute it virtually, apart from the sheep-shearing part, you know, when she started to go to the farm, it sort of wasn’t going to be a pleasant evening watching."
¶583: Facilitator
¶584:  We’ll scratch this one off your Amazon wish list then! Thank you. FG_03_NW_03? [12.39]"
¶585: FG_03_NW_03
¶586:  I thought the whole sequence was like a succinct summary of her previous life up to the point where the film kicked off when she hesitated and went through the drawer. That was really the start of the picture for me and, of course, there was the only sort of flashback-type sequence was when she thought of, one presumes, her abusive father coming in. Yeah, that song worked very, very well as the whole sort of rural, folky kind of thing."
¶587: FG_03_NW_02
¶588:  Do you know, I didn’t like that song at all. That’s the first bit of music I haven’t liked."
¶589: Facilitator
¶590:  Really? It was written especially for the film so it was in collaboration. [13.21]"
¶591: FG_03_NW_03
¶592:  Because it did sound like a very old, traditional song."
¶593: Facilitator
¶594:  It’s PJ Harvey? [13.34]"
¶595: FG_03_NW_03
¶596:  It was well within the style."
¶597: Facilitator
¶598:  So for you there was a succinct summation, it was actually scene-setting, it was setting up the narrative for you? [13.43]"
¶599: FG_03_NW_03
¶600:  Yeah, and then it really started when she hesitated to open the door, that was a good point. And also, as FG_03_NW_01 was saying about the dresser, that was a great way of going back to the previous life, I think there was a picture of the father and his wife, their marriage photo, then it was the grandparents and then it goes down and it’s like those little funeral cards that was, I think, the mother, and then it goes down to her and her brother as kids playing in the snow. So it goes right back."
¶601: Facilitator
¶602:  Why is that so effective, that particular approach to evoking ideas and memories? Is that something that connects to how we access memories? [14.24]"
¶603: FG_03_NW_03
¶604:  Yeah I think it does, old photographs yeah, as FG_03_NW_01 was saying about these things. Yeah, that was all part of parcel of summing up the previous life. It’s a clever way to do it as well, no crude flashbacks and all that sort of thing, which it could have been."
¶605: Facilitator
¶606:  A subtler approach? [14.47]"
¶607: FG_03_NW_03
¶608:  Yes indeed, yeah, and even just the hesitation before she turned the door handle, that said a lot about, well she probably ran away from the farm and didn’t want to go back. Now the old man is dead."
¶609: Facilitator
¶610:  So like FG_03_NW_01 then, the film did a good job it seemed, at situating you within the character’s internal perspective, feeling what she feels? [15.09]"
¶611: FG_03_NW_03
¶612:  Yeah, yeah, and then you’re curious to find out what happened next."
¶613: Facilitator
¶614:  Thank you. FG_03_NW_05, last but not lest? [15.16]"
¶615: FG_03_NW_05
¶616:  Well, I’ll lay my cards on the table because this is one of my favourite films of the last few years. I’ve seen it twice at the cinema, absolutely loved it. In that clip everything’s going on. It’s the close-up on her face and the acting through her eyes and just the slightest twitch of her mouth or whatever and her looking into the distance and you can see she’s very troubled at that point, although we obviously find out what she’s troubled later on in the film, and we find out why she’s come back to the farm, I don’t want to spoil it for people but we find out why she’s come back to the farm. Again, the location, beautifully located and there’s one point where she virtually walks into the camera and I think that’s the point where she’s moving back into where she was before she was going to…"
¶617: Facilitator
¶618:  So you’re getting these ideas of time, memory, landscape? [16.27]"
¶619: FG_03_NW_05
¶620:  Yeah, she’s moving backwards in time, moving back in time, because she nearly brushes past the camera at one point."
¶621: Facilitator
¶622:  So this is cinema doing the work of almost a psychological landscape as well as an actual landscape? [16.42]"
¶623: FG_03_NW_05
¶624:  Yeah. Yeah, I just loved the whole film. I loved the music, I’m a PJ Harvey fan, the other one, ‘It’s Not Unusual’, [inaudible 16.55]. The shot in the snow reminded me of a shot out of ‘Citizen Kane’, there’s a lot of playing in the snow [inaudible 17.10] sort of thing."
¶625: Facilitator
¶626:  Yeah, another memory film, isn’t it? [17.13]"
¶627: FG_03_NW_05
¶628:  Yeah, yeah. I just think she’s so brilliant in that film, just acting with her face basically, and the [raw movement 17.26] I suppose."
¶629: Facilitator
¶630:  For you it’s about the performance as well, so about the film’s balancing of this landscape and the psychological? [17.34]"
¶631: FG_03_NW_05
¶632:  Mm, and the subject matter that, up to recently, hasn’t been shown much in cinema and I thought that was dealt with really well, subtly, not over the top but very intense."
¶633: Facilitator
¶634:  Subtlety, which you alluded to? [17.58]"
¶635: FG_03_NW_05
¶636:  Yeah. So you may not want to watch it but I highly recommend it."
¶637: Facilitator
¶638:  That’s a ringing endorsement. We’re bang on five o’clock so we’ll end there. Just to say a huge thank you, I’ve learnt a great amount from you. What you’ve done today is exactly what we want really, which is to capture a range of perspectives on how people are interpreting these films in ways which you’ve brought so much to the table. I really appreciate you giving up your time to do that. Hopefully the vouchers are a bit of a thank you for you but also I hope you enjoyed it, I hope you’ve enjoyed exchanging your views and listening to other people, I know I have. It’s been fascinating, so thanks very much for coming, we really appreciate your time. [18.40]"

