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¶1: FG_01_NE 
¶2: Introduction
¶3: Facilitator
¶4:  What I might just ask you to start by doing before we watch the clip is to introduce yourselves, tell us your name and give us a quick line about your general day-to-day or week-to-week experience of watching films. How do you do it, what do you like to do, if at all. Do you want to start? [04.56]"
¶5: FG_01_NE_01
¶6:  My name’s FG_01_NE_01. I’ve seen three films this week already, I saw ‘Peterloo’ on Monday, not very impressed with it. It’s an important film. Tuesday I see ‘BlacKkKlansman’, which I thought was wonderful and yesterday I saw ‘Tarkovsky’s River’, which I really enjoyed. [05.16]"
¶7: Facilitator
¶8:  Did you watch them all here? [05.17]"
¶9: FG_01_NE_01
¶10:  Two of them here, the first one was in Newcastle, the Tyneside cinema. I go to a lot of independent films. [05.27]"
¶11: Facilitator
¶12:  Is that something you’ve done all your life? [05.28]"
¶13: FG_01_NE_01
¶14:  Yeah. [05.29]"
¶15: Facilitator
¶16:  So it’s a big part of your life? Okay, thank you FG_01_NE_01. [05.32]"
¶17: FG_01_NE_02
¶18:  I’m FG_01_NE_02 and I’m a voluntary steward at The Maltings and for the Berwick Film Society. I saw ‘BlacKkKlansman’ this week, which was excellent. So I see a lot of film. it’s interesting and it’s weird but I never, till I came here and started doing that, I used to like independent films but I never used to go to a mainstream cinema, hardly ever, about once a year. Now, because I’m here a lot, sometimes I see lots of stuff, things I wouldn’t to see and whatever. [06.12]"
¶19: Facilitator
¶20:  Has that made you question your assumptions about what film is? [06.17]"
¶21: FG_01_NE_02
¶22:  No, I still know what I like! But it’s widened my perceptions in some ways. [06.26]"
¶23: Facilitator
¶24:  Good. [06.27]"
¶25: FG_01_NE_04
¶26:  I’m FG_01_NE_04, I’m also a voluntary steward for The Maltings here and I mainly volunteer for films, which I love. I tend to put my name down for ones that I know I’ll like but I used to steward for the Berwick Film Society which I have to say, most of the films that I went to watch there or stewarded for, I wouldn’t have chosen to go to. Some I really enjoyed and was surprised by what I was seeing and some, if I hadn’t been stewarding, I would have left! I watch a lot of films at home, I’ve got Sky Cinema and a huge TV, 3D with surround sound and I’ve actually loved watching films. I remember the first film I was taken to see at age 10 was ‘The Sound of Music’ and the last film I actually saw here, I didn’t steward for it, I came to watch it with a friend, was ‘Smallfoot’, which was fabulous! A kid’s film but it was good. I love films. [07.31]"
¶27: Facilitator
¶28:  Brilliant. How did you get into the volunteering? [07.33]"
¶29: FG_01_NE_04
¶30:  Because it’s local and I think a lot of places like The Maltings rely on volunteers to keep them going. I did it many, many years ago and then work got in the way and then I was asked if I would sign up to do it again. I think it’s worthwhile for the community but also for me, because I get to see things that I might not generally want to see. For example, what’s the Christian Grey films called? [08.07]"
¶31: Facilitator
¶32:  Oh, ‘Fifty Shades’. [08.09]"
¶33: FG_01_NE_04
¶34:  Yeah, ‘Fifty Shades’. Lots of volunteers didn’t want to steward for that and I did, and afterwards I realised why nobody really wanted to watch it! But anyway, I get to see stuff I wouldn’t normally, so I think that’s helpful. [08.25]"
¶35: Facilitator
¶36:  It’s a win-win, isn’t it? [08.25]"
¶37: FG_01_NE_04
¶38:  Yeah, yeah. [08.28]"
¶39: Facilitator
¶40:  Thank you. [08.29]"
¶41: FG_01_NE_05
¶42:  I’m FG_01_NE_05. I was very keen on films in my teens and between ’75 and ’77 I ran a film society and then the films that were being made in the late ’70s, early ’80s where the Hollywood studio system had reasserted itself. There were a number of independent films I went to see around that time but mainstream film became more and more disappointing and I became a bit disenchanted. I used to get ‘Sight and Sound’ and the BFI magazine and was very zealous about it at one time, then I fell out with it and then for most of my adult life apart from the occasional visit to the cinema with children, I was just working so much that really I wasn’t doing anything apart from working. Coming to Berwick last year has given me the chance to get back to [watching films] so I’m a member of the Film Society. I do watch film through the television from time to time but I’m very keen on longer form drama, so I think the long form adaptations of novels and fresh stories is quite compelling for me, although I appreciate that’s a different way of approaching things. I think, very frequently, where novels are adapted for film, the condensation processes and selection process can be damaging to them. So I’m interested in that, film at its best tells a story in a limited period of time and can do it extremely well. [10.58]"
¶43: Facilitator
¶44:  That efficiency almost? Well, we’re going to try to be telling stories in a limited amount of time because we’re watching five to ten minute clips today, so it’ll be a test of the medium I think. Thank you for that, FG_01_NE_05. Last but not least? [11.11]"
¶45: FG_01_NE_03
¶46:  I’m FG_01_NE_03. For the last 60 years I’ve been a Dolby mixer sound designer in the film industry and, to me, sound is a very, very big part. It’s a very unutilised faculty in many cases. I’ve had the fortunate job of working through four major format changes and, since it started when I was back in 1958, starting with optical sound and then moving through to magnetic and then to [recorder] tapes and then through to digital. I’m fortunate enough that still, at 76, I am still mixing broadcast programmes from home nowadays, which is great. I’m fascinated with film because I see it from a very different perspective, because I believe you can draw wonderful pictures with sound, you don’t have to always see it. [12.04]"
¶47: Facilitator
¶48:  It’s a real shame that we’re in this room with this telly and the sound probably isn’t even working properly, because we’re going to draw that in. Last week we were at The Side cinema in Newcastle, it was a small space but, for the first time in these focus groups, we were actually in a cinema space. What was fascinating was that the participants were really making lots of very nuanced comments about the sound and the fact that they felt immersed, in ways that I don’t think they would have maybe picked up at all if they’d been watching it on a TV. Even in newer technology. It was really noticeable, wasn’t it? [12.41]"
¶49: FG_01_NE_03
¶50:  I only moved up to the area just over two years ago and, as you can imagine, I’m very sensitive about sound and, just because we’re here is not the reason that I’m saying it, but The Maltings, for me, has given me the best replay cinema sound out of any cinema I’ve been to in the world, it really is, it’s just totally immersive and very, very well balanced too in its surround settings. [13.05]"
¶51: Facilitator
¶52:  That’s really good to know because there’s an assumption that smaller or community run cinemas…? [13.12]"
¶53: FG_01_NE_03
¶54:  Perhaps don’t have the resources. [13.14]"
¶55: Facilitator
¶56:  Yeah, I think about my local arts cinema, we were watching ‘2001’ a couple of years ago and I could hear a karaoke party that was going on next door, and the film is all about sound and silence actually and it came through, Dexy’s Midnight Runners over the top of Stanley Kubrick! 
¶57: I, Daniel Blake
¶58: Let’s get started. The first film we’re going to look at is from a couple of years ago now, it was set in Newcastle, it was directed by Ken Loach. It came up in a lot of our interviews. It’s called ‘I, Daniel Blake’, so it’s a film that we thought we’d better put in the focus groups because it had come up in 30% of the 200 interviews that we’ve done, people mentioned it. Daniel is the central character, Daniel Blake, he’s had a heart attack and so he’s been reassessed for his benefits as a result, he can’t get into work, he’s negotiating the labyrinthine benefit system. Ken Loach is quite a political filmmaker, exploring the politics of the benefits system through this character and his experience of its many barriers. In this scene this is Daniel coming along to the Job Centre quite early on, we’re going to watch it for about five or six minutes."
¶59: Facilitator
¶60:  FG_01_NE_02 we’ll start with you, if that’s all right. What did you get from that clip? [00.08]"
¶61: FG_01_NE_02
¶62:  It’s familiar because I worked in Newcastle and North Tyneside, but I get a sense of agitation because it really annoys me. I have actually seen the film, my annoyance comes from the way that people are treated but equally, in my line of work I do counselling for mental health but I see a lot of people accessing the service because of the treatment going through benefit systems and Job Centres. I find it really quite hard-hitting. [00.43]"
¶63: Facilitator
¶64:  Hard-hitting in the sense that it feels authentic? [00.47]"
¶65: FG_01_NE_02
¶66:  Yeah, yeah, very much. [00.51]"
¶67: Facilitator
¶68:  Those sorts of human interactions there are ones that you know are happening all over the city and the country more broadly? [00.59]"
¶69: FG_01_NE_02
¶70:  Yeah, it feels almost like a recording, that there’s no empathy for these people that are going into that service, that the guy’s just saying his script and the human element isn’t there with compassion, other than the lady who got him a drink of water. [01.19]"
¶71: Facilitator
¶72:  Did you feel her role is to affirm the possibility of a more compassionate presence in that situation? [01.27]"
¶73: FG_01_NE_02
¶74:  Yeah, I think so, because not everybody is the same. It’s actually really nice to see that, that somebody in there’s showing a bit of compassion. [01.34]"
¶75: Facilitator
¶76:  It’s really interesting that you’re talking about a feeling of agitation and frustration, and that’s something you felt watching it and that’s coming from both your experience but obviously seeing it on the screen is doing something to you. Can you unpick that a little bit more as well, why it was making you feel like that? [01.48]"
¶77: FG_01_NE_02
¶78:  I think it’s Daniel who’s saying he doesn’t do computers and he does pencil, which actually I find quite humorous, in that place of distress it made me smile quite a bit, but I think just not being listened to. [02.05]"
¶79: Facilitator
¶80:  Right. That idea of the script, the kind of robotic versus the…? Thank you. How about you, FG_01_NE_04? [02.17]"
¶81: FG_01_NE_04
¶82:  I think it’s quite uncomfortable to watch, that’s how I would describe it. I’ve never seen the full film, I do know about it and I know what it is but yeah, I think it is uncomfortable, the way people are treated in it. [02.30]"
¶83: Facilitator
¶84:  You felt like it was accurate, authentic? [02.33]"
¶85: FG_01_NE_04
¶86:  Yes, yes, yes, yes. I’ve met too many people like that where they get rule-bound to a point where that’s all it is. They just stick to the script and sometimes you need a bit of common sense to actually move on and deal with people. [02.51]"
¶87: Facilitator
¶88:  Mm. You say it was frustrating to watch, it was hard to watch, would you have gone to see this film or would you not go and see this film because of that sense of frustration? Would it have put you off? [03.04]"
¶89: FG_01_NE_04
¶90:  It put me off because I knew what it was about, I knew how depressing it would be, that’s what put me off more than anything else. [03.12]"
¶91: Facilitator
¶92:  For you, while you don’t mind if cinema is doing this stuff, actually there’s something about the choices that you make, maybe you’re aware of this stuff that is happening in the world but you don’t necessarily want to see that depicted on screen for a couple of hours? [03.26]"
¶93: FG_01_NE_04
¶94:  It depends, doesn’t it? It also depends what mood you’re in. [03.29]"
¶95: Facilitator
¶96:  Okay. Yeah, that’s important. Thank you. How about you, FG_01_NE_01? [03.34]"
¶97: FG_01_NE_01
¶98:  Well it’s quite interesting to even see his film here because The Maltings refused to show Ken Loach’s previous film about the 1945 Labour government, and they were very reluctant to show this film despite the fact it won awards and it was big hit really. It was only shown eventually I think because an organisation funded it here and it sold out. I’m just wondering whether they’ll actually show ‘Peterloo’ or whether there’s a sort of agenda. But this is a film that’s very powerful, it makes you angry, a very effective film. I understand he’s filming in Newcastle at the moment. [04.15]"
¶99: FG_01_NE_05
¶100:  I think ‘Peterloo’s’ already on the programme. [04.17]"
¶101: FG_01_NE_01
¶102:  Is it? Right, yeah, I didn’t think they could avoid that one. But they were very reluctant to show this film here. [04.21]"
¶103: Facilitator
¶104:  Watching this, do you think it was an effective piece of cinema? What was going on as you were watching it? What was it making you feel, what was it inviting you to feel? [04.22]"
¶105: FG_01_NE_01
¶106:  Well, I knew what it was going to be like but I think it’s very effective in what it does, everything I understand there is accurate about the legal situation. I saw it, it’s very powerful. [04.48]"
¶107: Facilitator
¶108:  What about the kind of formal language that Loach is using to enable that feeling of authenticity? [04.55]"
¶109: FG_01_NE_01
¶110:  Do you mean the style? I suppose so. [04.57]"1
¶111: Facilitator
¶112:  Did that come through for you? [04.58]"
¶113: FG_01_NE_01
¶114:  Yes, I think so. The criticism I have of Loach is that he’s too romantic. I’m not sure if he would agree that they would let this woman go after you’d been queuing for ages [inaudible] let someone go to the front of the queue. I think the style of it is very effective. [05.18]"
¶115: Facilitator
¶116:  Okay. Effective meaning realistic? [05.19]"
¶117: FG_01_NE_01
¶118:  Yes, and we know that things are going to get worse with Universal Credit. [05.27]"
¶119: Facilitator
¶120:  It feels like this is contributing to a live contemporary situation, it’s speaking to contemporary issues? [05.33]"
¶121: FG_01_NE_01
¶122:  Oh absolutely. [05.38]"
¶123: Facilitator
¶124:  Good, thank you. How about you? [05.39]"
¶125: FG_01_NE_03
¶126:  It’s very authentic, it’s almost as though it’s a hidden camera, the technique and the way, you know, to be able to get people to behave like this, because it is very, very real. Very unpleasant to watch in my book but that makes me very angry inside. I hate injustice and to me there was a lot of injustice in that office. The other interesting thing I think is also the fact that I don’t know how much longer they’re going to go on hiding behind the fact that old people can’t work computers always, because soon these youngsters, they’re all going to work on computers and so there isn’t going to be that style of person who doesn’t have the ability to go online. The other thing is that it’s the way the office, why expose all those waiting to the problems of the person being dealt with? Again, it’s strange, the layout of that situation in life. It’s like bank managers, now they’re all in open offices, to me it’s a bad way of going. You’re talking about people’s personal situations. [06.40]"
¶127: Facilitator
¶128:  A lack of dignity? [06.41]"
¶129: FG_01_NE_03
¶130:  Absolutely. [06.41]"
¶131: Facilitator
¶132:  Presumably that’s shown because of the style that you’re talking about, which is foregrounding that width and that length, so we’ve got that sense of, as you say, a hidden camera but also a sense that the viewer has a more…? [06.56]"
¶133: FG_01_NE_03
¶134:  We’re a party to all that’s going on, all of the emotions within that area. [06.59]"
¶135: Facilitator
¶136:  Right, so we can read different emotions from it? [07.01]"
¶137: FG_01_NE_03
¶138:  Absolutely, yeah. [07.04]"
¶139: Facilitator
¶140:  He was not necessarily directing us to one character in that clip? [07.05]"
¶141: FG_01_NE_03
¶142:  Not at all. And you can see the way that the young lady, who eventually has called for Security, she can hide behind that at any time even though perhaps one feels that she was impatient, she wasn’t giving that young mother"
¶143: Facilitator
¶144:  There’s limits to the system, coming up against the emotion, which makes her lose the human aspect? [07.48]"
¶145: FG_01_NE_03
¶146:  More than her job’s worth, yeah. That light flashes very quickly and the only one that cared was the one that brought the water, and she had to look at her supervisors to see whether she was doing the wrong thing, because she was showing care. That’s very sad. [08.04]"
¶147: Facilitator
¶148:  Again we’re able to see these multiple narratives because of the depth of shot as well? [08.08]"
¶149: FG_01_NE_03
¶150:  Yes. [08.10]"
¶151: Facilitator
¶152:  That’s interesting, it’s connecting the formal and the political aspects. Last but not least, what did you get out of it? [08.18]"
¶153: FG_01_NE_05
¶154:  Well, I thought Ken Loach’s anger comes across pretty clearly but I thought it was interesting that he was showing compassion for the staff administering the system and the pressures they’re under, because I didn’t get the sense that they were overtly hostile towards the claimants, they were just hemmed in by an increasingly tight net. Benefits reform has just been so damaging, Universal Credit is still being implemented. I sit on the board of a housing association and it’s already starting to have a major impact on our rent collection rates and people’s distress as they move onto Universal Credit and have six to eight weeks of no money coming in. [09.23]"
¶155: Facilitator
¶156:  For you actually, this isn’t about pointing the finger of blame at individuals, because it shows that individuals have very little agency to affect change within the system? [09.34]"
¶157: FG_01_NE_05
¶158:  Yeah that’s right. I think it’s more about pointing the finger at a coalition government initially but a Tory government who’s been attempting to dismantle the Welfare State using the recession as a hinge in history to actually have an excuse to take away something that people had taken for granted, and we’re now seeing a loss of compassion and a collapse in values in the last ten years that’s making society profoundly unhappy, I think. [10.16]"
¶159: Facilitator
¶160:  Loach’s purpose here is to make those broader structural points about the political situation? [10.22]"
¶161: FG_01_NE_05
¶162:  I think so. [10.23]"
¶163: Facilitator
¶164:  Broadly I think there’s a kind of consensus that you’re feeling compassion and that compassion is politicised, in a way. Do you feel like Loach preaches to the converted to an extent, to throw it back at you? Because you’re all in agreement here? Does the film create a space for this for you? [10.40]"
¶165: FG_01_NE_05
¶166:  I suspect that the problem is that Ken Loach’s films do attract a partisan audience. Who knows what proportion of people go to see it who walk out because they think that the political stance being adopted is not in tune with their thinking? But I suspect it’s a self-selecting audience. [11.09]"
¶167: Facilitator
¶168:  Mm, that’s interesting. Good, that’s wonderful, really good. That’s exactly what this is about, it’s about understanding the kind of mechanisms of interpretation that we’re bringing to the films and that was great. 
¶169: Things to come
¶170: Facilitator
¶171: We’ll move from Newcastle to a very different setting now, to a film also released in 2016 called ‘Things To Come’. It’s by a director called Mia Hansen Løve, who’s a young French director who’s already very prolific. This film stars Isabelle Huppert, you might be familiar with her, she’s quite a well-known French actress. She plays a philosophy teacher who has recently got divorced from her husband, her mother’s recently passed away, she’s lost her job, so she’s at a kind of crossroads in life really, she’s seeking some new perspectives. So she travels to a commune to stay with one of her former students, a former philosophy student who’s living communally with lots of other young students. She goes there to try and get a new perspective on things, and we’re going to pick up the film just as she’s arriving at the train station."
¶172: Facilitator
¶173:  We’ll start with you FG_01_NE_01, how did you find it? [00.12]"
¶174: FG_01_NE_01
¶175:  I thought it was very interesting. I’ve seen a lot of her films but I’ve never seen this one, and I’d like to see more of it. It was intriguing, I’m guessing it was satirical about these very pretentious people and their philosophy and all this sort of thing, but very interesting. She’s a very interesting actress, some of them are not particularly likeable actors, but she’s a very good actress. [00.22]"
¶176: Facilitator
¶177:  How do you think the film brings out her performance to get you thinking about her as an actress, as a performer, performing her craft? Was there anything particular that Hansen Løve was doing that was enabling that? [00.44]"
¶178: FG_01_NE_01
¶179:  What’s the name of the director? [00.49]"
¶180: Facilitator
¶181:  Mia Hansen Løve, she’s called. [00.52]"
¶182: FG_01_NE_01
¶183:  There’s not anything that comes to mind, she’s the star of the show, she’s the central character. [inaudible] Woody Guthrie, her life story’s almost a sort country music, you know, the husband’s gone, her mum’s died, her dog’s dead and all this sort of thing. [01.16]"
¶184: Facilitator
¶185:  You felt like there were points in the film that were beyond the surface in a way, or were you asking it to be read a bit more symbolically? Because you were talking as well about the fact that the film seems satirical or to be poking fun at the younger characters for example. So you found there were different layers unfolding here? [01.36]"
¶186: FG_01_NE_01
¶187:  I’m assuming it was supposed to be satirical about that. I just found it very interesting, yes, I would say I’d like to see more of it. [01.44]"
¶188: Facilitator
¶189:  What about the way that the landscape seemed quite prominent, didn’t it? Did you pick up on anything about that, was that particularly effective in its treatment of the landscape? [01.57]"
¶190: FG_01_NE_01
¶191:  No, it’s obviously very attractive, it makes me want to go there, but I wouldn’t think about the landscape. [05.17]"
¶192: Facilitator
¶193:  That’s good. How about you, FG_01_NE_02? [02.08]"
¶194: FG_01_NE_02
¶195:  Yeah, I found it interesting like that and it makes you intrigued as to what happened next, you feel that this commune, this set-up’s going to unravel in some way, it’s not as... [02.22]"
¶196: Facilitator
¶197:  Harmonious? [02.22]"
¶198: FG_01_NE_02
¶199:  Harmonious, yeah that’s the word, harmonious as it first appears, it intrigues you as to think, well what’s going to happen next and is it something to do with her past or is it the others? [02.33]"
¶200: Facilitator
¶201:  Did you feel that you were engaging in this film because you wanted to see what was happening next or was there something else going on, were you enjoying the characterisation, the landscape, the style of the film? [02.44]"
¶202: FG_01_NE_02
¶203:  Yes, I liked it, I must admit. But if you got [longer] you would get more into the character, or into her character particularly and it does suck you in. I feel I would like to know what happened. [02.59]"
¶204: Facilitator
¶205:  Okay. how about you, FG_01_NE_04? [03.01]"
¶206: FG_01_NE_04
¶207:  I like watching any film that’s anywhere, especially abroad because it makes me think, oh I’d like to go there, and I imagine the smells and there was a lot of sound in that, at the end I don’t know if it was flies or bees or lots of buzzing going on, so it feels like I’m in there. [03.19]"
¶208: Facilitator
¶209:  Let’s pause there then, shall we? You’ve said about the smells, this sense of being there, there’s something that Hansen Løve was doing there that was evoking that sense of place for you. You talked about the sound, was there anything else? [03.32]"
¶210: FG_01_NE_04
¶211:  Yeah, well even starting at the beginning when they were in the car and smoking in the car, not that I like cigarette smoke but you know, imagining that and it felt relaxed and then I guess it was a sense of the air moving and all the different colours and eating outside, all those things that you sort of think, oh that sounds very nice to be doing that. [03.59]"
¶212: Facilitator
¶213:  It seemed like quite a textured approach to the place and to scents and to sound, it’s not just a flat image or an image as a backdrop, it felt like a real, multidimensional place for you? [04.10]"
¶214: FG_01_NE_04
¶215:  Absolutely, a lot of depth in it. I’m curious about when the girl had said to her that the husband was her tutor, that she didn’t ask more about that! I would have a curiosity about, well what do you mean by that, and that’s the reason I went to study in Berlin I think it was. So I was a little bit frustrated about that. [04.33]"
¶216: Facilitator
¶217:  There were narrative holes, gaps that had been left for us? [04.37]"
¶218: FG_01_NE_04
¶219:  Mm-hm. I have to say, I lost a bit of interest in the conversation that was going on round the table. [04.42]"
¶220: Facilitator
¶221:  Do you think that was purposeful? [04.43]"
¶222: FG_01_NE_04
¶223:  Um, it might have been. Or it might just be me! I don’t know. [04.49]"
¶224: Facilitator
¶225:  I suppose it’s real time to some extent, isn’t it, so it’s almost we’re, again to come back to the point in the last clip, it was like we were an observer, I guess? [04.59]"
¶226: FG_01_NE_04
¶227:  Mm-hm. [05.00]"
¶228: Facilitator
¶229:  Thank you, that’s great. How about you, FG_01_NE_05? [05.01]"
¶230: FG_01_NE_05
¶231:  Yes, on the conversation round the table I thought it was strikingly European, well in France when you have France Couture on the radio, you have the [antilobe], the intellectuals talking to each other in this very stylised manner. Academics are half-crazed, a lot of them, so that sitting round a table banging on in three different languages, and especially when it got onto philosophy turning to German! I thought that was all very well done, and also it wasn’t in real time so a thought would start and then somebody would interrupt and I thought that all seemed very real. We spend quite a lot of time in the Pyrenees, so there’s holiday houses and that sort of atmosphere, it’s sort of half-built ruins, very familiar. The other thing I’ve noticed quite a bit in French films recently, because when we’re in France we try to go to the cinema and pathetically attempt to understand the films without any subtitles, which my wife gets a lot more of them than I do, but it’s been noticeable in a number of French films I’ve listened to recently that they like to use English language songs in the musical soundtrack, whether that’s a sort of fad or something I don’t know, but there’s a lot of that. It’s somewhere in the Midi because the accents are very Southern French and the landscape’s great. I thought the sound recording in the car when they were actually managing to pick up the conversation as well as having the radio on, as well as having the window open, I thought that was very cleverly achieved. [07.15]"
¶232: FG_01_NE_03
¶233:  Dubbed on afterwards. [07.15]"
¶234: FG_01_NE_05
¶235:  Probably, yes. Because it would be very hard, with the rattle of the car… [07.21]"
¶236: FG_01_NE_03
¶237:  It would be impossible. [07.23]"
¶238: FG_01_NE_05
¶239:  Yeah. [07.25]"
¶240: Facilitator
¶241:  It’s about authenticity, a lot of this film, then? It’s familiar…? [07.30]"
¶242: FG_01_NE_05
¶243:  Yes, it’s familiar to me. The train was familiar, the platform and everything else. [07.36]"
¶244: Facilitator
¶245:  That’s engaging, that level of realism? [07.38]"
¶246: FG_01_NE_05
¶247:  It is for me, yes. You liked it so I think there’s probably a general appeal of people on holiday and so on. Just one more point, which was that what she said about how her husband wasn’t there any more, her mother had died and that gave her the freedom, I thought that was a really interesting plot point and idea, that probably would be explored in the rest of the film. [08.04]"
¶248: Facilitator
¶249:  Is there something philosophically interesting in the idea that that loss can also be liberating in a way? [08.12]"
¶250: FG_01_NE_05
¶251:  Yeah, yes. I think a lot of women feel that because, if you haven’t got a particularly good relationship with your mother, and a lot of women go through that, then you still feel a sense of duty so you’re tied to your mother, and then if your marriage hasn’t worked out especially well you’ve got that tension as well, so I’m sure it can be very liberating. And children, for that matter, once they’ve flown the coop, it can be a good period for women I think. [08.45]"
¶252: Facilitator
¶253:  So you’re reading this film quite philosophically, thinking about the kind of questions it poses about the stuff of life, for want of a better expression. Is that something that tends to happen more in these kinds of European films? [08.59]"
¶254: FG_01_NE_05
¶255:  Well the whole thing about discussing politics in that sort of full-on way that they do just as a matter of course is something we don’t really do in England very much, whereas in France it’s absolutely normal. I’m a man of the left, people will say and, oh right. Then they get going about contemporary politics, so I’d say yes. [09.27]"
¶256: Facilitator
¶257:  So it forces a reflection on cultural difference as well, does it, the fact that we go, okay that’s France, that’s different to ours? Okay, thank you. How about you, FG_01_NE_03? [09.36]"
¶258: FG_01_NE_03
¶259:  I think first of all the film does reflect quite a difference in the production values between continental films and British films for instance because the finesse isn’t in the film making that there often is in this country, which I think isn’t necessarily a bad thing because I think they get more of the reality of the situation, whereas you can get too much involved in the finesse of film making... [10.01]"
¶260: Facilitator
¶261:  The artifice almost? [10.02]"
¶262: FG_01_NE_03
¶263:  That’s right. Just a quick thing on the music thing, I found that a little bit strange, not only was it too loud but, in a real life situation, you’d mentioned that he was a student of hers, I would have thought if he’d met her at the station there would have been certainly a conversation about how have you been or something from the past, whereas just to put the music up that loud, which obviously was dubbed on, to me was a strange trick. Because that’s not very natural to me, when you’re picking someone up at a station, there is a conversation. [10.35]"
¶264: Facilitator
¶265:  There’s almost a tension, isn’t there, between this feeling of a visual reality but also a feeling of some quite artificial devices, so it’s obvious that sound is loud for a reason, potentially. We were being asked to read the lyrics, or there’s a significance there. Did you feel that? [10.52]"
¶266: FG_01_NE_03
¶267:  I couldn’t understand why it had to be that loud, is what I felt. But the other thing that affects me in watching a film like that is that"
¶268: Facilitator
¶269:  But there was nothing? [12.04]"
¶270: FG_01_NE_03
¶271:  No. And to sit down and turn your back on the people, that to me was a little bit strange whereas, if she wanted to feel this wonderful freedom having come, presumably from a town, even though you wanted to sit and read a book you wouldn’t turn your back on what was the beauty of it. [12.22]"
¶272: Facilitator
¶273:  The film’s almost defying your expectation a little bit? [12.22]"
¶274: FG_01_NE_03
¶275:  Yes. [12.22]"
¶276: Facilitator
¶277:  It is a film full of ambiguity. Well, that’s great guys, we’re at the halfway point. "
¶278: Call me by your name
¶279: Facilitator
¶280:  This next film is a co-production, there were a few countries involved but it’s set in Italy, it’s called ‘Call Me By Your Name’, it was released in 2017. It’s set in 1983, it’s about a young 17-year old lad called Elio whose father’s working in Italy as an archaeologist and his father has a PhD student from America who comes over to work with him and young Elio, who’s 17, falls in love with this PhD student and they have a summer romance. This is the end of their summer romance when he’s saying goodbye to Oliver, the PhD student, at the train station. This is towards the end of the film, have you seen this film before? Right, okay, yeah. It was quite successful, it was an independent film that seemed to find an audience. [01.10]"
¶281: FG_01_NE_02
¶282:  They showed it as part of the main programme, that was part of the film festival put on by the Film Society. [01.03]"
¶283: Facilitator
¶284:  It really cut through, didn’t it, this one? This is called ‘Call Me By Your Name’. "
¶285: Facilitator
¶286:  We can start with you this time. [00.17]"
¶287: FG_01_NE_03
¶288:  This is interesting. I think it’s a period of life where we’re all becoming more accepting to this sort of relationship whereas 50, 60 years ago it would have been terribly frowned on and it would have had to have been kept very, very quiet and not showed any open affection at all between a man and a man, or a woman and a woman for that case. And the acceptance, too, is being reflected there in two age groups, one the father but also his girlfriend who was in the village square. I think the scripting of his words there were extremely tender, I think we could all perhaps reflect a little bit in our own lives of those sort of feelings and that sort of care and attention that he was giving to his son, I thought it was extremely delicately done and beautifully written, the words. [01.10]"
¶289: Facilitator
¶290:  Were there universal messages there, not necessarily specific to his sexuality? [01.13]"
¶291: FG_01_NE_03
¶292:  Yeah, they’re very rarely delivered like that but yes, yes certainly universal, we’ve become more accepting of the situation. [01.21]"
¶293: Facilitator
¶294:  You talk about acceptance, can the cinema then play quite a profound role in confronting, opening up these issues, making these issues much more visible? [01.34]"
¶295: FG_01_NE_03
¶296:  Yeah, because we look at a trailer, a film’s advertised, oh that’ll be interesting, we go along and we are now a captive audience really and we’ll either come out saying, oh we don’t agree with that or we start to give it a bit of space and go, oh well that’s reasonable. I think cinema plays a huge role in that, it is an educational tool. Even though we think we’re going along just to be entertained, it does leave huge impressions on us when we leave a cinema, either feeling good or whatever, but it has a great effect on its viewing public. I think that’s very important. [02.14]"
¶297: Facilitator
¶298:  For you that effect is being left upon us, or that impact is happening, through the dialogue and the relationships there between particularly father and son but any other relationships you observed, it’s very dialogue-driven? [02.26]"
¶299: FG_01_NE_03
¶300:  Very dialogue-driven. Very clever writing and obviously the acting too. I think that does play a very big, important part in how we start to think about life and how we accept others and how we feel towards situations. [02.45]"
¶301: Facilitator
¶302:  Because it plays those situations out on the screen before us, it gives us a space to interact with them, to see them? [02.53]"
¶303: FG_01_NE_03
¶304:  Yes, except we’re only observing, aren’t we? We can’t put anything into it. We take from it what we feel maybe there’s some mileage in that. [03.06]"
¶305: Facilitator
¶306:  So we take from it things that we then apply to our situations in life? [03.01]"
¶307: FG_01_NE_03
¶308:  I think so, very much so. When I was listening to that guy there was a number of things he said which I can apply to my own life, not that I’ve had any of those, but it’s the emotion and the care and the way it was delivered which I just think, mm, I can remember my dad speaking like that. I think it’s a very powerful education tool in that way. [03.33]"
¶309: Facilitator
¶310:  Absolutely, thank you. How did you feel about it FG_01_NE_05? [03.39]"
¶311: FG_01_NE_05
¶312:  Well I thought it was very much in the same tradition as the previous clip because it’s that French and Italian cinema thing, straightforward narrative drama with a minimum of special effects and quite long scenes in specific locations, and it seemed quite persuasive from my point of view. Quite a vigorous soundscape as well, there was quite a lot going on. The other thing that struck me about it, it reminded me of going to the cinema with my son because I’ve taken him to quite a lot of non-English language films and more obscure arthouse movies, he’s been keen on cinema from quite an early age and, because I don’t really do sport, at least not football in the way that he’s keen on it, it’s been something that we’ve been able to share. I think his very intensive watching of films and long form drama has been really important to him in actually learning how people interact, because I don’t think he’s got an intuitive sense of it, I think he’s a great observer and he’s not a great one for talking things over, but I think he’s got a more subtle awareness of how people interact than my daughter has who’s, on the face of it, much more touchy-feely and engaging with people. so I was reminded of that in a way. [05.47]"
¶313: Facilitator
¶314:  Seeing the father-son relationship on screen, the nuances that emerged from that depiction, partly because I think of the length of the scene that you were talking about, the length of the take indeed, that forced a reflection or invited a reflection on your own relationship with your son, and then it seemed to be getting you thinking about the dynamics of emotional intelligence. I guess what I’m saying is, it’s asking you to do quite a lot there, or it’s giving you the space to do quite a lot, I should say, your thoughts are developing quite rapidly in a sophisticated way as a result of simply seeing that scene? [06.27]"
¶315: FG_01_NE_05
¶316:  Yes, I think so. I remember when the review came out, Peter Bradshaw wrote about it and was very impressed by it. A film critic sees many, many films and there’s so many that are very pedestrian, it’s striking when you see something fresh, although I think he’s always more inclined to give European cinema the benefit of the doubt in a way that he doesn’t, I mean there’s quite a lot of French films particularly that are churned out on a low budget and really aren’t particularly high quality. Anyway, I’m straying off the point a bit here. I think that comes across as being as good a film as he suggested it was. [07.27]"
¶317: Facilitator
¶318:  So for you it’s about the space that’s given, is it, for that dialogue to emerge, for the complexity, the depth of that interaction to come through? Was that what was a marker of quality for you? If so, what else was in there that marked it as a quality piece of cinema? Because that seemed to be what you were taking from the clip. [07.50]"
¶319: FG_01_NE_05
¶320:  I think the fact that it wasn’t at all clear where things were going. We’d been dropped into it so we obviously hadn’t had the build-up to it. [08.04]"
¶321: Facilitator
¶322:  In fairness, I think there is ambiguities there anyway actually, regardless. [08.05]"
¶323: FG_01_NE_05
¶324:  But I think, for me, cinema needs to actually force you to think and if you don’t quite get it then that’s probably good. Rather than having it laid out on a plate for you, it’s good to be made to think and for it to prompt thoughts and ideas. [08.36]"
¶325: Facilitator
¶326:  Good, thank you, very well put. How about you, FG_01_NE_04? [08.37]"
¶327: FG_01_NE_04
¶328:  I think the beginning of it there was no dialogue and that was very powerful, the feelings, emotions and all the unspoken as they were saying goodbye to each other, you could almost feel the heartache and the long train journey, that long journey of heartache. [08.59]"
¶329: Facilitator
¶330:  So empathy that came from it? [09.03]"
¶331: FG_01_NE_04
¶332:  Yeah. [09.03]"
¶333: Facilitator
¶334:  Was that because our focus is on the body language, the silence? [09.05]"
¶335: FG_01_NE_04
¶336:  I think yeah, yeah. Really that gripping onto his shirt, yeah. [09.15]"
¶337: Facilitator
¶338:  Almost that tactile appearance to them? [09.13]"
¶339: FG_01_NE_04
¶340:  Very tactile, yeah. And then I smiled almost because the first person he rings is his mum, come and get me. For me, it was that, I’m an adult, I’m a man and I’m feeling all of this, but I want my mum. Going into the boy. I think there was a lot unspoken about how he was feeling but that feeling that life is going on round about all of this but I got a sense he’s in isolation with this and nobody’s really dealing with how he feels. The interaction with dad, I was sitting thinking, there’s a lot of confusion I think in the language and conversation there and it’s like, a spade’s a spade, and all this fancy language and alluded to and, ah! I was thinking, I’m not sure that’s helpful. Again, he’s sitting there as a young man but then tries to get, what looked like, just give us a cuddle dad, and it didn’t happen. I’m thinking, it’s just a reflection probably of all the confusion that’s going on and will we name what’s going on or will we not, or yeah. I was left a bit, uuh, come on! Just say what it is. [10.33]"
¶341: Facilitator
¶342:  Does that come back to what you were talking about with ‘I, Daniel Blake’ a little bit, about your experience in your professional life? [10.39]"
¶343: FG_01_NE_04
¶344:  Possibly. Not just professionally, I have friends and my daughter’s best friend’s a gay man. [10.49]"
¶345: Facilitator
¶346:  That kind of lack of direction there, there was a feeling of tiptoeing around? [10.55]"
¶347: FG_01_NE_04
¶348:  Yeah, and the girl shaking his hand, it’s okay. I’m like, oh come on! [11.03]"
¶349: Facilitator
¶350:  There’s still that emotional, almost constipation, isn’t there that’s there? [11.06]"
¶351: FG_01_NE_04
¶352:  Mm-hm. [11.06]"
¶353: Facilitator
¶354:  Fab, thank you. [11.10]"
¶355: FG_01_NE_05
¶356:  But it was a period drama anyway, wasn’t it? [11.10]"
¶357: FG_01_NE_04
¶358:  Was it? Oh right, okay. [11.10]"
¶359: Facilitator
¶360:  Yeah, 1983. Things have changed, hopefully anyway. How about you, FG_01_NE_02? [11.23]"
¶361: FG_01_NE_02
¶362:  I’ve seen the whole film so that makes it hard, because I know that’s at the end, I know that’s the end of the film! [11.30]"2
¶363: Facilitator
¶364:  Well there’s another important scene to come, I think. [11.33]"
¶365: FG_01_NE_02
¶366:  But it’s near the end. Yeah, I do think it’s emotional. I think the bits where there’s no dialogue are just as powerful as when they’re speaking, that’s throughout the film. but you see my take’s slightly different at the end. I know it is ambiguous but I think that, having seen the whole film, it was like a sort of relief in a way that the father had noticed what things had been going on whereas you’re left in the film thinking he hadn’t to that point. It was quite interesting that that conversation happened at all. [12.07]"
¶367: Facilitator
¶368:  That he had noticed and he hadn’t judged as well? [12.09]"
¶369: FG_01_NE_02
¶370:  That’s right, yeah. There’s that thing of relief, yeah. [12.13]"
¶371: FG_01_NE_05
¶372:  Especially for ’83. [12.17]"
¶373: Facilitator
¶374:  Yeah, enlightened. [12.19]"
¶375: FG_01_NE_02
¶376:  I found that was really powerful, that. [12.23]"
¶377: Facilitator
¶378:  For you the power, the affect if you like, the emotion, is coming from these relationships reaching a kind of maturity on screen, the journey that’s progressing towards that? [12.34]"
¶379: FG_01_NE_02
¶380:  Yes, and I thought the girl and the handshake was more in context if you’d seen the whole film. I can understand why, if you just see that clip, but you see the back story is quite, in a way its actually a relief that it’s out in the open, that there’s an understanding. [12.49]"
¶381: Facilitator
¶382:  That release, yeah? You know what to spend your voucher on now! [12.53]"
¶383: Facilitator
¶384:  I think it’s only about a fiver. How about you, FG_01_NE_01? [12.59]"
¶385: FG_01_NE_01
¶386:  I’ve had this film recorded for a long time and not actually watched it. I know it’s been highly rated. I found it interesting, the different interactions as other people have said. The scene with the mother, there’s no dialogue or at least the boy does look upset but he doesn’t say anything, then there’s the girlfriend which I didn’t find particularly believable. And then I found the discussion, the chat with the father, the father speaking, I just didn’t find that believable at all. I don’t mean that he was sympathetic, things have changed, but I didn’t feel the dialogue, what he was saying was, I thought it was very pretentious, the previous film with the discussion about the authors was pretentious but I think believable, that I didn’t find particularly believable. [13.50]"
¶387: Facilitator
¶388:  The barriers for engagement for you is about the fact that the film doesn’t feel authentic in terms of its interactions? [13.57]"
¶389: FG_01_NE_01
¶390:  It was in parts of course. [14.00]"
¶391: Facilitator
¶392:  Okay, so it’s important to see onscreen interactions that you feel are authentic, that are plausible let’s say, that could have taken place in real life? [14.10]"
¶393: FG_01_NE_01
¶394:  Yes, and I didn’t think the father-son chat from the father was particularly believable, it’s not authentic, not very likely, and it was rather pretentious, well very pretentious. [14.21]"
¶395: Facilitator
¶396:  What was pretentious in it? Let’s drill down on that a bit. [14.25]"
¶397: FG_01_NE_01
¶398:  The way that he’s philosophising [about] the relationship, because he was saying more about him really than anything else, wasn’t he? [14.34]"
¶399: Facilitator
¶400:  Mm, there was a disclosure on his part which was couched in…? [14.38]"
¶401: FG_01_NE_01
¶402:  Yeah. So I’m not going to rush and watch the film because of that. [14.42]"
¶403: Facilitator
¶404:  Okay. What about, your fellow participants have talked as well about this silence, obviously there’s a tension there around the dialogue and the nature of the dialogue, but what about the early, the first scene? How did that work for you? [14.54]"
¶405: FG_01_NE_01
¶406:  Yes, I think that was effective, I think it’s a familiar scene in many, many films but it’s effective, yes. Then also the fact that there was no dialogue when the mother was driving him home as well, so that was effective, yeah. [15.10]"
¶407: Facilitator
¶408:  What’s effective about silence like that in cinema? [15.13]"
¶409: FG_01_NE_01
¶410:  I suppose it depends on the particular context doesn’t it really? It was very interesting that yesterday we were at a discussion about sound and it was very interesting, there was a sound recordist talking about that, wasn’t there? Sometimes it’s very effective in films. [15.32]"
¶411: FG_01_NE_05
¶412:  Yeah. [15.32]"
¶413: Facilitator
¶414:  The absence of dialogue, because it forces attention on the sound of silence, almost literally? [15.38]"
¶415: FG_01_NE_01
¶416:  He showed yesterday the beginning of the film ‘Hidden’ and the way the sound grabs you and you’re wondering what’s going to happen, you gradually hear some sounds, it was very interesting, a different way of looking at film. [15.50]"
¶417: Facilitator
¶418:  Okay. [15.57]"
¶419: FG_01_NE_03
¶420:  Can I just say one thing on the production of continental, [inaudible] the Spanish are very similar, they almost become over-indulgent in the length of shot, whereas with British and the American films we tend to cut a performance and it’s very quick edited. It’s like interviewing somebody, don’t speak too much, let the silence happen, because that’s when the magic comes out. And I think when you see a silent place, as the father and son [bit], you start to think. You take much more on board. If it’s quick cuts you don’t, you’re entertained. I think to have that silence is one of the strongest sounds there is, is silence. That, in the style of French and often the Spanish films, they do almost become over-indulgent in the length they spend on a shot. [16.44]"
¶421: Facilitator
¶422:  The duration is forcing contemplation then, isn’t it? [16.47]"
¶423: FG_01_NE_03
¶424:  It is. [16.47]"
¶425: Facilitator
¶426:  It’s inviting these kinds of questions actually? [16.52]"
¶427: FG_01_NE_03
¶428:  Yes. [16.56]"
¶429: Facilitator
¶430:  It’s interesting that you say our expectation of more mainstream film is that we don’t have those spaces to necessarily have this kind of indeterminate, free-flowing discussion with ourselves? [17.07]"
¶431: FG_01_NE_03
¶432:  That’s right, which I think is a shame sometimes because it is very powerful, very powerful. [17.12]"
¶433: FG_01_NE_05
¶434:  I think there’s always been this difference between continental films and the British and American films, but it’s become much bigger now and there are far fewer French films in Britain I think than there used to be. [17.22]"
¶435: Facilitator
¶436:  It’ll only get worse I’m afraid. Not to get off-topic but I talked to a programmer friend of mine, apparently with Brexit round the corner it’s going to be much harder for the distribution of French films or European films in the British market. Anyway, that’s a diversion. 
[bookmark: _GoBack]¶437: Dark river
¶438: Facilitator
¶439: We’ve got one more film to look at. This is a British film actually to round up. It’s called ‘Dark River’, it’s directed by Clio Barnard. Some of you might have seen her films, she had a quite successful film in 2013 called ‘The Selfish Giant’, before that a film called ‘The Arbour’, this is her third feature film. she usually works with non-professional actors, so this was a real difference because she works with some quite prominent British actors in this film and it’s about a young woman, Alice, who learns at the outset of the film that her father’s passed away. Her father was a farmer, she’s left the farm because she had a very difficult relationship with her father. On learning that he’s passed away, she wants to go back to the farm to reclaim it in a way. Unlike the other clips, we’re going to start right at the start of the film, the very first shot, and we’ll watch the first eight, nine minutes of it. "
¶440: Facilitator
¶441:  We’ll start with you this time FG_01_NE_01, if that’s all right. How do you feel about that clip? [00.10]"
¶442: FG_01_NE_01
¶443:  I kept looking at the trailer of this film on Curzon Home Cinema thinking, oh god I need something more cheerful! With Trump in the White House. It’s impressive filming here, isn’t it? Beautiful use of the landscape, it was in the French film but this is very effective and she’s a wonderful actress who we’ve been watching in ‘The Affair’ over about six series or something. So I’m more likely to watch it now I’ve watched this beginning. [00.41]"
¶444: Facilitator
¶445:  Let’s drill down. You said about the landscape, beautiful use of the landscape. How is that manifesting itself or how do we define that beautiful landscape in the cinema? Obviously it is a real landscape, isn’t it, but what is Barnard doing to make that landscape appear beautiful or interesting? [01.02]"
¶446: FG_01_NE_01
¶447:  I was just really saying I think it’s just attractive, I’d like to be there. [01.07]"
¶448: Facilitator
¶449:  You’d like to be there, that’s what it is? It’s about attracting you to that place? [01.10]"
¶450: FG_01_NE_01
¶451:  Yes, mm-hm. [01.12]"
¶452: Facilitator
¶453:  Does that evoke a kind of experience of that place as well? Did it remind you of similar landscapes that you’ve been to? [01.16]"
¶454: FG_01_NE_01
¶455:  Oh definitely. Definitely yes, mm-hm. [00.19]"
¶456: Facilitator
¶457:  That’s where the pleasure comes from, in a sense? [01.22]"
¶458: FG_01_NE_01
¶459:  Yes. So yeah, I’m intrigued by this film so I think I’ll probably go home and watch this one. [01.29]"
¶460: Facilitator
¶461:  So the landscape, Ruth Wilson’s performance, what there did we feel was significant about her performance that’s coming through as being a marker of quality, so to speak? [01.39]"
¶462: FG_01_NE_01
¶463:  I don’t know. I just regard her as a very good actress, so I find I’m likely to go and see her. I’m just anticipating that, I’m just expecting that it’ll be very interesting as it develops. But actually I’ve no idea how it develops in fact. [02.01]"
¶464: Facilitator
¶465:  Mm, well she certainly is the central feature. [02.05]"
¶466: FG_01_NE_01
¶467:  Rather similar to, in fact, [inaudible], they’re quite charismatic actresses, aren’t they? [02.13]"
¶468: Facilitator
¶469:  Yeah. Do you feel that Barnard was capturing anything about her particularly, the close shots, that kind of thing, did you notice? Maybe comparing it to some of the other films that we’ve looked at so far, which had perhaps less. [02.28]"
¶470: FG_01_NE_01
¶471:  I suppose there were more close shots perhaps, weren’t there? [02.31]"
¶472: Facilitator
¶473:  Mm, as well as I suppose the landscape shots, which were quite expansive. [02.38]"
¶474: FG_01_NE_01
¶475:  But it was very focused on her face quite a lot of the time, wasn’t it? Yeah. [02.42]"
¶476: Facilitator
¶477:  Foregrounding her experience? Thank you FG_01_NE_01. FG_01_NE_02, how about you? [02.47]"
¶478: FG_01_NE_02
¶479:  Yeah, she came across as a strong character. [02.51]"
¶480: Facilitator
¶481:  Yeah? How does that happen, how does that come through? [02.53]"
¶482: FG_01_NE_02
¶483:  Well, some of the dialogue at the beginning but also just I think just her expressions and her actions, just the way she carried herself. [03.00]"
¶484: Facilitator
¶485:  We were reading those? [02.02]"
¶486: FG_01_NE_02
¶487:  Yeah, whatever, it just looked intriguing, that. [03.06]"
¶488: Facilitator
¶489:  Yeah. What else did you like about it? Ruth Wilson as an actress [inaudible], but what other elements? [03.12]"
¶490: FG_01_NE_02
¶491:  That music really annoyed me actually! [03.15]"
¶492: FG_01_NE_05
¶493:  Yes, it annoyed me too. [03.16]"
¶494: FG_01_NE_02
¶495:  Yes, that was really putting me off. [03.18]"
¶496: Facilitator
¶497:  Because it was written especially for the film, in collaboration with the director, it’s a singer called PJ Harvey. [03.28]"
¶498: FG_01_NE_05
¶499:  Who I actually like, but I found the music very irritating. [03.29]"
¶500: FG_01_NE_02
¶501:  But not that! Sorry, I was really, I don’t know. [03.32]"
¶502: Facilitator
¶503:  It was off-putting? It was taking you away from the other elements? [03.34]"
¶504: FG_01_NE_02
¶505:  Yes it was, yeah. [03.35]"
¶506: FG_01_NE_03
¶507:  It was melodramatic, wasn’t it? [03.38]"
¶508: FG_01_NE_02
¶509:  Yes, that’s probably right. [03.39]"
¶510: FG_01_NE_03
¶511:  It wasn’t actually helping what we were trying to see. Sorry to interrupt. [03.42]"
¶512: FG_01_NE_02
¶513:  No, it’s relevant, that is! That’s probably what I was trying to say but cor, it made it very, well I don’t know enough about the film but it made it really bleak. That might be right because I just don’t know the film. [03.54]"
¶514: Facilitator
¶515:  It is bleak, you’re right! We’ve talked about this before in terms of ‘I, Daniel Blake’, was this film attractive to you as the start of it? [04.01]"
¶516: FG_01_NE_02
¶517:  Probably not, from that scene! It’s interesting that because I hadn’t really realised that, I mean yeah it’s weird, because I was thinking that when I was watching it, thinking, oh another bleak film. But I probably wouldn’t, yet I’d go and watch ‘King Lear’ and different things like that which is not exactly a jolly play, but I’ll still watch it. [04.21]"
¶518: Facilitator
¶519:  But this is rooted in more of a physical reality, so it makes it more bleak to you? [04.24]"
¶520: FG_01_NE_02
¶521:  Possibly, yeah. But I don’t know, I might go and see it, I don’t know. I just don’t know enough about it, I’d want to go and look it up and read about it first. [04.33]"
¶522: Facilitator
¶523:  Of course, as we do when we’re watching a film, so it’s hard to comment in this context, yeah. [04.38]"
¶524: FG_01_NE_01
¶525:  It’s interesting about the music because you know it’s going to be bleak anyway so the music is unnecessary, it’s another layer of bleakness. It seems unnecessary, we somehow know from her performance. [04.57]"
¶526: Facilitator
¶527:  There’s something about being heavy-handed or guiding us through and we don’t necessarily need to be guided through, we’re aware of that. Okay, how about you FG_01_NE_04? [05.05]"
¶528: FG_01_NE_04
¶529:  It’s interesting about the music because I actually liked the music, because what I was seeing wasn’t gripping me. I thought it was gloomy, the landscape was spoilt by pylons, I’ve seen enough sheep to last me a lifetime... [05.22]"
¶530: Facilitator
¶531:  The landscape was almost too familiar? [05.23]"
¶532: FG_01_NE_04
¶533:  Yes, yeah. [05.25]"
¶534: Facilitator
¶535:  You talked earlier about the French landscape and feeling that and almost wanting to be there, it evoking a sensory memory of it, here it’s doing the same but not in an alluring way, is that fair to say? [05.37]"
¶536: FG_01_NE_04
¶537:  No. it was too familiar, a bit slow. I was thinking, if I was at home I’d be going and putting the kettle on at this point. But then the music engaged me. But actually it made me think of Ireland, I’m not saying it’s Irish music, but that’s what I was thinking, and it just all felt a little bit too slow for me. [06.00]"
¶538: Facilitator
¶539:  Okay. but the music did begin to evoke something? [06.03]"
¶540: FG_01_NE_04
¶541:  Yeah, yeah it did. [06.03]"
¶542: Facilitator
¶543:  A point of connection? [06.06]"
¶544: FG_01_NE_04
¶545:  Yeah, and I would be interested to see how it pans out, it didn’t put me off. So the music just really pulled me back to it. [06.16]"
¶546: Facilitator
¶547:  It gave you a kind of guide, a point of connection through it? [06.19]"
¶548: FG_01_NE_04
¶549:  Yeah. [06.22]"
¶550: Facilitator
¶551:  But of the four, this is probably the one that’s least engaged you in that sense? [06.26]"
¶552: FG_01_NE_04
¶553:  Yeah. [06.28]"
¶554: Facilitator
¶555:  Scratch that off the Amazon wish list then! [06.30]"
¶556: FG_01_NE_04
¶557:  I would watch it, I’m open minded to many things but... I just want to say as well, I just felt she needed a good wash! There was something about that when she was shearing sheep but even afterwards. [06.53]"
¶558: Facilitator
¶559:  Do you think you felt that because it wasn’t giving you anything else to go on, so your mind was wandering, it was thinking those kinds of things? [06.58]"
¶560: FG_01_NE_04
¶561:  Yeah, my mind wandering to smelly sheep and sweating, but even afterwards I thought, you’re going home, you could have made an effort! But that’s where my mind goes I guess when the film isn’t... [07.15]"
¶562: Facilitator
¶563:  Yeah, but it’s going there because, this goes back to the previous discussion we were having really, about what happens when we’re not necessarily being pointed or directed towards immediate meaning, then we are going to fill those gaps ourselves, aren’t we? In this case, for you, you think it’s quite mundane but I suppose it isn’t, is it, because it’s giving you that sense of depth and texture to this character? [07.37]"
¶564: FG_01_NE_04
¶565:  Yeah, and you don’t have to like every character you see, at all, for whatever reason. [07.44]"
¶566: Facilitator
¶567:  Absolutely, yeah, yeah. Interesting. How about you, FG_01_NE_05? [07.47]"
¶568: FG_01_NE_05
¶569:  Well, I think Ruth Wilson’s great and she’s being exploited or allowing her skills at expressing herself through her face is being used intensively here and I’m very familiar with those dales, landscapes, and when the sun’s shining it’s fine but a lot of the time it isn’t, and it’s dark cloud and rain and those farmhouses are damp and drafty and the looming presence of Sean Bean as her presumably abusive father, you think oh god, she’s been through some desperate times. [08.45]"
¶570: Facilitator
¶571:  Desperate times that were reflected in the landscape as well then? [08.47]"
¶572: FG_01_NE_05
¶573:  Er... I read the landscape like that because, having walked in it in the wet as well as nice weather, it can be pretty unwelcoming. I thought the sheep shearing scene wasn’t especially realistic but it looked to me like she didn’t have a shearing double, she’d got stuck in and done it. [09.16]"
¶574: Facilitator
¶575:  She trained as a sheep shearer. [09.18]"
¶576: FG_01_NE_05
¶577:  Yeah, and I thought she’d obviously got a lot out of that and that was very good. I found the landscape a bit confusing because the seaside shots, it didn’t seem to me, could be anywhere near where the sheep farming shots were taken, but that was just a quibble really. But I think we were getting a strong sense of the menace of that farm in her memory and I thought she was doing a great job and I’d definitely watch it. [09.51]"
¶578: Facilitator
¶579:  So the film’s about memory? [09.53]"
¶580: FG_01_NE_05
¶581:  Yeah, it was a lot about triggering memories in her, probably mixed memoires because there were no doubts good aspects of her upbringing there. Yeah, I thought it was interesting and it reminded me of that other film that came out last year about the Romanian farm worker. [10.22]"
¶582: Facilitator
¶583:  ‘God’s Own Country’? [10.22]"
¶584: FG_01_NE_05
¶585:  Yeah, because that’s similarly grim, fairly bleak although nearer to a town in that case. They had a difficult farmer and, yeah, the same. [10.42]"
¶586: Facilitator
¶587:  There’s certainly a turn towards more rural representation, and perhaps more realistic… [10.44]"
¶588: FG_01_NE_05
¶589:  Yeah, we’ve seen more of that, yes. [10.47]"
¶590: Facilitator
¶591:  …than the old kind of pastoral tradition, shall we say. Yeah. What about you, FG_01_NE_03, I know you liked the music? [10.54]"
¶592: FG_01_NE_03
¶593:  Do you know if Clio does her own camera work at all? [10.57]"
¶594: Facilitator
¶595:  Er, no she doesn’t. I don’t know who the director of… I’m not sure if it’s a guy called FG_01_NE_01 Ely I think who did this, I think did this one. [11.11]"
¶596: FG_01_NE_03
¶597:  Very good. Very good indeed. [11.16]"
¶598: Facilitator
¶599:  Which bits technically for you? [11.20]"
¶600: FG_01_NE_03
¶601:  I loved going round her head, because that was all hand-held, there was no clever dollies or anything like that, and it’s quite difficult to do that shot and get it half decent. [11.30]"
¶602: Facilitator
¶603:  Because that seemed to be the point at which we connect with her psychology, isn’t it? [11.34]"
¶604: FG_01_NE_03
¶605:  That’s right, well because, as you were explaining, her facial expressions were very powerful and you know, with her looking like that and that movement of the camera, I thought it was great. The soundscape did well in producing the isolation feeling, she was very isolated there. I don’t know what, obviously, the relationship with her father had almost instilled a distrust of men, where she reacted to the guy across the table, which made her become very independent then. Now she’s going to run a farm that her father used to run and that isolation feeling was almost desperate for her, almost the dog was the only friendly thing she could associate with. [12.23]"
¶606: Facilitator
¶607:  Sound here has been used subjectively almost? [12.25]"
¶608: FG_01_NE_03
¶609:  That’s right. That’s why I didn’t like the music you see, because I didn’t think it was necessary. To me sometimes music can be, you know, to be a clever orchestrator of good music, just because there’s a music track there, you don’t have to have it so audible and so often when they’re mixed they have the music too loud. You could bring the hairs up on the neck by just that feeling, you don’t need to have it too loud at all, and I think that the soundscape, it could have sat down further in that, then it would have had a better feeling. But I liked the visual side of it. I’ve been in that situation and I felt she was very isolated, I’d like to have seen how it went on from there. [13.14]"
¶610: Facilitator
¶611:  Like FG_01_NE_05, you were thinking of those landscapes, you were reminded of those landscapes? [13.19]"
¶612: FG_01_NE_03
¶613:  Yes, cut off. That’s the other thing that gave it the isolation, was no other sounds of other parties, whether there be traffic or aircraft or anything else. She was totally isolated and with this feeling against men, how was she going to cope? I don’t know how the film progresses but how was she going to cope with situations where she perhaps needed masculine hands or whatever to deal with situations, as she’s employed some sheep shearers? So those relationships, she might have to overcome that dislike of men in the profession of her running that farm successfully. [13.57]"
¶614: Facilitator
¶615:  Yeah. Well, she does come into many more encounters. [13.00]"
¶616: FG_01_NE_03
¶617:  You know, the washing thing could have been a very nice sequence but! [14.10]"
¶618: Facilitator
¶619:  Well, that’s one minute to five so this has been the most perfect time-focused group yet, so thank you very much. We’ll close it there. "

Annotations
1 Potentially leading question.  
2 Possible challenge to the method

