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¶1: FG_02_NW
¶2: 
¶3: Introduction
¶4: Facilitator
¶5:  The first question I want to ask, just by way of a bit of an ice breaker really is if you introduce yourselves and just give a couple of sentences which sum up your participation in non-mainstream film cinema-going. Do you go to the cinema regularly? What kind of cinema? Do you access cinema online as well or is it something you do in bricks and mortar? Can we start with you please? [04.19]"
¶6: FG_02_NW_06
¶7:  I’m FG_02_NW_06. I would say I’m probably a non-mainstream film, I used to live opposite HOME, it was quite handy as that was our main cinema, but I probably don’t go as frequently as I like to, so it’s more a treat than a routine really."
¶8: Facilitator
¶9:  Thank you. [04.39]"
¶10: FG_02_NW_05
¶11:  My name’s FG_02_NW_05 and I’ve been a member of film societies for probably 20 or 30 years although I’m not currently one. I think I go to HOME about four to six times a month and the key feature for me is once a year when they have the Spanish and Latin American Film Festival and I try to go to about 15 or 20 films in two weeks! [laughs]"
¶12: Facilitator
¶13:  Thank you. [05.09]"
¶14: FG_02_NW_01
¶15:  I’m FG_02_NW_02, yeah I’m a bit of a devotee of HOME and places like that as well. I probably don’t get there quite so often because I live slightly outside in Wigan but I watch film on DVD and keep up with arthouse and non-mainstream films really in the press and things to decide what to watch. I’m also involved with Leigh Film Society, I’m a volunteer there on the committee. We organise non-mainstream films once a month there as well."
¶16: Facilitator
¶17:  Is the Leigh Film Society the only way that audiences round Wigan can engage with these kind of films or are there other opportunities? [05.45]"
¶18: FG_02_NW_01
¶19:  Yeah, it mainly is, yeah. We specifically put on things that the multiplexes in the borough don’t show. We started out in Leigh and we’re coming across to Wigan as well with a more artistic strand as well, that’s a culture hub as well."
¶20: Facilitator
¶21:  Interesting. [06.03]"
¶22: FG_02_NW_02
¶23:  I’m FG_02_NW_02. I go to the cinema a lot, watch a lot of films. I don’t go to HOME that often because it’s expensive, I prefer the [Vue] Picturehouse. I don’t keep up with current films as much, I’ll only go to the cinema a few times a month maybe, I watch a lot of films at home online. I used to work in a cinema, the Vue, helping with setting up a community cinema in [Leamington 06.32] where I live, that’s been interesting."
¶24: Facilitator
¶25:  Cool. [06.44]"
¶26: FG_02_NW_03
¶27:  I’m FG_02_NW_03, yeah I try to get to HOME sometimes if we don’t go to HOME we go to The Dukes at Lancaster, it tends to get them about a month later! [laughs] Which is handy. I run a film discussion group in Wigan with FG_02_NW_02, it’s a bit like a book group and we watch one kind of alternate-type, non-mainstream film a month on our own and then we come and we meet in Weatherspoon’s and we discuss it and that’s really been really good fun. Sometimes we decide the film, sometimes we ask all the people in the group to decide the film so yeah, it’s been good fun!"
¶28: Facilitator
¶29:  What kind of numbers do you get for that? [07.22]"
¶30: FG_02_NW_03
¶31:  We’ve got a fairly solid group of about eight of us. Again, being in Wigan, there’s not such a big appetite for it and maybe we’ve not marketed it as well as we could have done."
¶32: Facilitator
¶33:  Thank you. [07.35]"
¶34: FG_02_NW_04
¶35:  My name’s FG_02_NW_04. I’d like to go to the cinema more often but I don’t go as often as I’d like. I haven’t been to HOME at all yet but I used to go to the Cornerhouse. Before that I used to go to the Aaben in Hulme, I don’t know if anybody remembers that? It was a very early sort of arthouse-type cinema I suppose. I go, there’s one in Chorlton in the church in Charlton once a month and I go to that a few times a year but I don’t get there every month by any means. Sometimes I just go and see the occasional well-known film as well at mainstream cinemas. I don’t watch much at home actually, I’d like to watch more but I don’t have Netflix or anything like that so it’s a matter of catching them. You find that the good films like that are often on very late at night, past my bedtime and I haven’t got into recording anything either so I think I’m going a bit wrong! [laughs]"
¶36: Facilitator
¶37:  What sorts of films do they show at the church in Chorlton? [08.39]"
¶38: FG_02_NW_04
¶39:  This sort of thing, this sort of arthouse-type things, really good things I’ve seen there, some fantastic films, yeah, stuff that you don’t see anywhere else."
¶40: FG_02_NW_03
¶41:  ‘The Embrace of the Serpent.’"
¶42: FG_02_NW_04
¶43:  Oh I didn’t see that."
¶44: Facilitator
¶45:  This is what we want to learn about these film cultures locally. I’d no idea about it, it’s really nice to hear all your different experiences. 
¶46: God’s own country
¶47: Facilitator
¶48: Great, well I think we’ll get started. The first film we’re going to look at is probably pretty well-known and it was quite a low-budget film but it did very well and developed its audience in a kind of word-of-mouth way with some support from the British Film Institute in 2017. It’s called ‘God’s Own Country’, most of you might have heard of it or be familiar with it. It’s about Johnny, who’s kind of an uncommunicative, quite unhappy young farmer who works on a farm in West Yorkshire. His father, who also works on the farm, becomes ill and that means that they make the decision, along with his grandmother, to employ a Romanian farmer to come and work and provide some support. And Johnny and the Romanian guy Gheorghe, fall in love with each other. The film explores the development of their relationship against the backdrop of their farming life and existence. So we’re going to watch five to ten minutes and once I press stop, I’ll just ask you to reflect on what you’ve just seen. There’s no right or wrong answer at all, just give me your honest opinions on what you’ve seen. [13.52]"
¶49: Facilitator
¶50:  FG_02_NW_04, can I ask you to start us off? Just give us your impression of what we saw. [00.06]"
¶51: FG_02_NW_04
¶52:  Well, I think it’s a new relationship, one of them looks like he’s more experienced than the other. It looks like the Yorkshire boy, the son of the family, has not really appreciated where he lived before and is suddenly having his eyes opened to the beauty of where he lives."
¶53: Facilitator
¶54:  Yeah, is that from that first bit of the scene? [00.34]"
¶55: FG_02_NW_04
¶56:  Yeah."
¶57: Facilitator
¶58:  Did you see that as quite a beautiful shot yourself? [00.39]"
¶59: FG_02_NW_04
¶60:  Oh yeah, yes indeed, yeah. But it’s sort of like thinking, what’s the other guy, what’s he looking at and then suddenly he sees it from his point of view I suppose and I think it’s not a relationship that he’s happy to let his parents know about, or at least not yet. I think he looked very relieved that his father was asleep when they came in the farm house."
¶61: Facilitator
¶62:  Did it feel emotionally engaging for you? Was there stuff there in that clip that made you commit emotionally, made you want to watch more? [01.19]"
¶63: FG_02_NW_04
¶64:  Yeah, you want to know how it turns out for him, you want to know is he able to, what does his mother think of it as well, there seems to be more, like I said, there should be more..."
¶65: Facilitator
¶66:  Yeah, it’s his grandma actually. You’re right, she is yeah. It’s amazing how much you’ve extracted from that clip, we go on to find out in the film actually. You’ve pulled out a lot there, thank you. FG_02_NW_03, how about you? [01.49]"
¶67: FG_02_NW_03
¶68:  I’ve not seen the film and I don’t know where in the film this comes from, I found it a little bit harder, I just tend to be a little slow in picking up characters, so getting dumped into the middle like that, I assume we’re quite near the beginning, was a little confusing for me in terms of plot and character and things but I really liked that very realistic, hyper-realistic almost, sort of style, very limited dialogue I found very realistic and appealing."
¶69: Facilitator
¶70:  So in a way the dialogue is not realistic? [02.24]"
¶71: FG_02_NW_03
¶72:  No no no, it is. The fact that there is less, I like it when there’s more space because people don’t go round talking all the time but often in films all you see is the talky bits and I love when you have these shots of people."
¶73: Facilitator
¶74:  This is more about experience, just of being or doing things. [02.44]"
¶75: FG_02_NW_03
¶76:  Yeah. But I was interested, I’d like to the see the whole thing and see how it fits together because you could obviously feel that it was quite a low-budget film and probably quite early on in her career kind of thing, but I’d be interested to see where this film goes and anything in future as well, there’s quite a lot of potential from her."
¶77: Facilitator
¶78:  Can you something else about the realism of it, how it felt realistic? [03.11]"
¶79: FG_02_NW_03
¶80:  You know, I liked when you saw the facial expressions and there wasn’t that kind of, no need to spell it out to the viewer, you could just have these facial twitches things and leave that little bit more up to your interpretation. I quite liked what you saw of the relationships, the kind of not reluctance but just kind of feeling each other out and [laughs]."
¶81: Facilitator
¶82:  It felt authentic? [03.38]"
¶83: FG_02_NW_03
¶84:  Yeah."
¶85: Facilitator
¶86:  Thank you. How about you? [03.46]"
¶87: FG_02_NW_02
¶88:  Yeah I liked it. I’m not that interested in nature or the outdoors, I wasn’t that taken by the shots of nature, but I really liked the inside of the farm house and the inside of the caravan. I thought they felt very familiar places to be, I liked the kind of living room, like the cheap TV and the torn curtain in the caravan. Yeah, it felt quite physically realistic I guess, like the scene when they’re jumping in the water and sort of like bracing themselves for it and looking very cold! [laughs]"
¶89: Facilitator
¶90:  Almost as if you could feel it? [04.27]"
¶91: FG_02_NW_02
¶92:  Yeah, yeah."
¶93: Facilitator
¶94:  And that seems to be what you were saying about the caravan and living room, that [inaudible] a sensory experience? [04.32]"
¶95: FG_02_NW_02
¶96:  Yeah, yeah, very sensory I think. Yeah, the lighting was very realistic I guess, it wasn’t like really sunny or bright or clear, it was very, quite like low-budget, yes the lighting I feel was quite…"
¶97: Facilitator
¶98:  Interesting. Thank you. FG_02_NW_02? [04.58]"
¶99: FG_02_NW_01
¶100:  Yeah, I really liked it as well, I thought the relationship really drew you into the two characters, particularly by placing the camera so close up to them. Using that it really draws you into their world and their satiation, as well as the very realistic depictions of the countryside and the areas around them. It looks like it’s shot on location for that kind of thing. With it being so silent, there’s very little music in it, and then these open moorland landscapes and the sort of hard farming, it sort of reminds me of quite bleak films in a way, it’s quite sparse and downbeat, so I’d be interested to see where they’re taking it narratively, whether they can fashion a positive ending out of it because I haven’t seen this at all, if it ends well or unhappily for them. A bit of a suggestion that it perhaps doesn’t."
¶101: Facilitator
¶102:  So the landscape is evocative of feelings and potentially what might happen between them? [06.11]"
¶103: FG_02_NW_01
¶104:  Yeah, yeah. And again, I liked that sort of immediacy of that moment when they jump into the water because there was the rigour of their work and they were quite buttoned-up with their feelings, talk very little, there were the lovely little moments of release and freedom when they jump into the water."
¶105: Facilitator
¶106:  So actions, in a way, speaking louder than words? [06.37]"
¶107: FG_02_NW_01
¶108:  Mm-hm."
¶109: Facilitator
¶110:  I’m struck by what you said about the proximity of the camera to the characters in some way affecting a degree of almost participation of the audience, or the illusion of participation? [06.49]"
¶111: FG_02_NW_01
¶112:  Yes, yes, it really draws you in to what their situation is and their love affair."
¶113: Facilitator
¶114:  Thank you very much. FG_02_NW_05, how about you? [07.01]"
¶115: FG_02_NW_05
¶116:  Well, I loved the countryside scenes because it’s the sort of place I don’t get to very much any more these days and I could really feel the wind on the moor and the chill of going in the water and things like that. I think, to me, the grandparents didn’t quite seem old enough! [laughs] And they seemed a bit wooden, but maybe that’s…"
¶117: Facilitator
¶118:  The man is the father, the lady doing the ironing is the grandmother. [07.31]"
¶119: FG_02_NW_05
¶120:  Oh right. I didn’t, I picked up that he said to her, I’ll do that Nan, but I didn’t quite establish otherwise what the family setting was, and they seemed a bit wooden but it’s maybe representing this kind of unemotional, buttoned-up, you’re on a farm and you just get on and do what we have to do with the sheep and so on and so forth. I still feel a bit uncomfortable with gay scenes and relationships being portrayed but I’ve seen ‘Brokeback Mountain’ and then there was that more recent one that I can’t remember the name of with Timothy Chalamet..."
¶121: FG_02_NW_03
¶122:  .‘Call Me By Your Name.’"
¶123: FG_02_NW_05
¶124:  .‘Call Me By My Name’, or ‘Your Name’, yes, yes! And so, I think this is along similar lines, building on that and then I find myself drawn in and, instead of thinking, oh I feel a bit uncomfortable, I see two real people really expressing their feelings for each other. [08.37]"
¶125: Facilitator
¶126:  So the film created a space for intimacy then, as it were? [08.41]"
¶127: FG_02_NW_05
¶128:  Yes, yes. I’ve got the feeling that it’s going to end badly! "
¶129: Facilitator
¶130:  I’ll tell you now, it actually has a really happy ending, just to relieve you of that! [08.58]"
¶131: FG_02_NW_05
¶132:  Oh right, and it also raises questions in my mind, it would be very interesting to know more about the journey of the, did you say he was Romanian?"
¶133: Facilitator
¶134:  Yeah. [09.09]"
¶135: FG_02_NW_05
¶136:  His journey from Romania to working on a pretty remote sheep farm in Yorkshire. Yes, I think somebody said, it seemed that possibly he was more experienced at this kind of relationship and the young man on the farm was kind of drawn to him and was a bit against his own wish or judgment, not against his wish but it was kind of drawing him out of this buttoned-up life that they lead."
¶137: Facilitator
¶138:  Yeah. At the start you talked about the landscape and feeling, that you could feel the water, that you could feel the wind almost, could you say a bit more about those initial responses to the landscape? [09.58]"
¶139: FG_02_NW_05
¶140:  When they walk up to the top of the hill and they just see this fantastic landscape in front of them, which is not wild countryside, a lot of it’s cultivated or sheep farms or something, I just thought I’d like to be there!"
¶141: Facilitator
¶142:  Yeah, that’s great. [10.20]"
¶143: FG_02_NW_05
¶144:  Yeah, of course I was there because I was standing there with them and having this beautiful view spread out in front of me."
¶145: Facilitator
¶146:  Was there something about the form of the film that enabled you to feel close to the characters at that point? [10.32]"
¶147: FG_02_NW_05
¶148:  Yes, I think so. I think there’s a real contrast between the confinement of the house and the confined space of the caravan and then the fact that they’re in this vast great space and I think somebody said that it was almost as if the young lad was having his eyes opened to the beauty of the countryside that he hadn’t really appreciated before."
¶149: Facilitator
¶150:  Thank you. FG_02_NW_06? [10.54]"
¶151: FG_02_NW_06
¶152:  I think, drawing on the landscape, I think even though we’re talking about its beauty, it’s also quite bleak and grim as well. It’s not hyper-stylised, it’s dirty, it’s cold, they’re covered in muck and I think that’s a side of the countryside which we recognise but doesn’t really make it on film that often because, you know, if you see it, it’s rolling green hills, not muck spreading in the rain, so I thought that was quite interesting. What I liked about the clip as well was you immediately get the tension without it being spelled out and you get the tension is the relationship and then the roles, so you get that sense of during the day when they’re working on the farm there’s one side of the characters and yet you see that liberation both when they’re running or when they’re swimming, they were sharing that kind of the pull between them but it’s all done visually rather than saying, I’m struggling with my feelings for you, I need to be a farmer!"
¶153: Facilitator
¶154:  So there’s a sense that we’re being allowed to draw those interpretations ourselves? [11.55]"
¶155: FG_02_NW_06
¶156:  Yeah, exactly, it’s not being spoon-fed but it’s played cleverly enough, and probably quietly, it felt quite quiet to begin with, that you’re allowed to go with the characters and get there in your own time, it’s not, I’m in despair, I’m in love with my Romanian farmer! [laughs]"
¶157: Facilitator
¶158:  Yeah. I was also struck by what you said about representation, that this is a version of the country that is not something we commonly see, is that something that’s important for you about the film? [12.26]"
¶159: FG_02_NW_06
¶160:  I suppose possibly. I grew up in the countryside as well, not on a farm or anything like that, but it’s familiar in that Britain, I don’t think we think of that kind of rolling grey hills as our countryside, and yet it’s something we probably all know and see and drive through regularly and it’s as if it’s part of us and yet it’s not often represented on the screen. I think you’d see Kent, you know, the garden of England, as symbolic of British countryside whereas actually we know the moors and that kind of harsher side is the reality really."
¶161: Facilitator
¶162:  Others picked up on this relationship between the landscape and the relationship, did that seem to be the case with you as well? [13.11]"
¶163: FG_02_NW_06
¶164:  I suppose possibly. I probably picked up a bit more emotionally of what was not said but then I think they were quite clever with what you talked about, the contrasting of where they were free and that liberty where there were just those two together, the top of the hill and in the water, there’s no gaze on them and they can be themselves, and yet where they’re closer to home, inside the caravan or in the lounge, you get that sense that they’ve got everyone else’s expectations to grapple with as well."
¶165: Facilitator
¶166:  Do you think they’re being watched in a way? [13.36]"
¶167: FG_02_NW_06
¶168:  Yeah, yeah."
¶169: Facilitator
¶170:  Thank you very much. That’s exactly what I want you to do, just tell me what your honest feelings are. [13.45]"
¶171: FG_02_NW_05
¶172:  There’s a sort of bit of voyeurism as well, isn’t there? The man looking out of the upstairs window and the father has obviously noticed something and then he’s hobbling along and you think, oh he’s having a look at, or we’re not sure I think who’s looking at the lads horsing around with the muck and the muck spreader and things. Yeah, there’s this kind of the watcher and the watched."
¶173: Facilitator
¶174:  Mm, making us thinking about involvement I suppose, as watchers in a way? [14.15]"
¶175: FG_02_NW_06
¶176:  Mm."
¶177: Loveless
¶178: Facilitator
¶179:  Thank you. We’re going to move from the rolling hills of West Yorkshire to Russia for the next film, which is called ‘Loveless’. You might have seen it or not, it’s the most recent film actually, it came out just a few months ago. It’s about a couple who are going through a divorce and they’re embarking on new relationships and kind of getting used to being single, or being in new relationships and getting used to their new lives. Unfortunately, a victim of that is their son, who feels very disengaged from what’s happening and feels a little bit neglected and the film explores what happens when the son runs away from home. But, at this early moment, that hasn’t happened yet so we’re just learning about the two characters, so we’ll first of all meet the male character as he comes to terms with what’s happened and then we’ll meet the female character as she comes to terms with what’s happened. So this is from ‘Loveless’. [15.11]"
¶180: Facilitator
¶181:  We’ll start with you, if that’s all right, FG_02_NW_06? [00.01]"
¶182: FG_02_NW_06
¶183:  Yes. I suppose what struck was the gender comparison of at the end of a relationship, as obviously his relationship with his colleague would be arguably more intimate than with her [inaudible 00.15] waxer and hairdresser and you get that real contrast of he can’t address the elephant in the room whereas she’s just sharing everything with everybody, I think that’s quite – although I suppose in some respects as well I’m slightly, well it’s a different way of doing it, it’s quite an old trope about men don’t talk, women do, so I suppose it’s a different execution but it does slightly feel I don’t quite fully engage with the fem, you know, it’s quite hyper-feminine and I’m not sure if that’s realistic from my lived experience as a woman."
¶184: Facilitator
¶185:  Do you think the film falls back on some quite tired gender stereotypes in terms of foregrounding their different responses to the same experience? [00.54]"
¶186: FG_02_NW_06
¶187:  Yeah, and I think, it’s executed differently but at its heart is the age-old men don’t talk, women do. Women’ll talk to anyone, and I suppose it just jars slightly but it’s interesting."
¶188: Facilitator
¶189:  Is the familiarity with that trope affected in any way by the fact that it’s taking place in Russia in this film? [01.14]"
¶190: FG_02_NW_06
¶191:  Initially. I suppose I wasn’t’ expecting it from the beginning, so potentially the male story is slightly more interestingly done, which is often the case! [laughs] You know, the driving into work and you work out event- you get led there whereas I think the woman, the female side of things’ quite, it’s there, she’s talking, she’s thriving I suppose. I think they could have afforded the same interesting approach that they gave the male character."
¶192: Facilitator
¶193:  Yeah. Did you learn anything about Russia from watching this? [01.48]"
¶194: FG_02_NW_06
¶195:  Um, I suppose possibly. I think potentially, I suppose the interesting thing sadly was working into work and not saying hello to everybody, that’s just, no one [inaudible 01.57] but you get that sense of difference. But I suppose I don’t know if it necessarily felt Russian, I don’t know why that is like that but I don’t know if that’s because I was looking for Cossacks or bears and Putin in the background, I’m not sure!"
¶196: Facilitator
¶197:  Thank you. FG_02_NW_05, what about you? [02.16]"
¶198: FG_02_NW_05
¶199:  I thought, especially on the male side, it portrayed a very repressive society that you associate more with the kind of Soviet era. This is presumably present-day Russia?"
¶200: Facilitator
¶201:  Yeah. [02.30]"
¶202: FG_02_NW_05
¶203:  I was noticing things about how the film was made, that very clever beginning when you just see his eyes in the driving mirror and he’s doing this very mundane thing of driving to work as he does every day, every day, every day and the radio is saying things like, these apocalyptic ideas and some people believe that the world is about to end and so on, and he’s just driving to work."
¶204: Facilitator
¶205:  There’s this contrast between a real focus on the everyday and this other kind of more abstract…? [03.01]"
¶206: FG_02_NW_05
¶207:  It’s quite weird, the ideas that are coming off from the radio. And then I thought the next scene, where they were all standing in the lift absolutely expressionless is just like that shot from the very early film ‘Metropolis’ when all the faceless people are just standing in the lift and they’re just going down and it’s quite doom-laden really. And I saw the two guys in the canteen stuffing a lot of real food into their faces and eating it and I wondered how many times they had to shoot that scene! They must have eaten about ten dinners each! [laughs] I don’t know why that struck me."
¶208: Facilitator
¶209:  Is it because, as you say, real food, [inaudible] time in the UK as well, so it felt almost, again that sense of realism was coming through in terms of what they were doing and how they were doing it, the mundaneness of it, the routine nature? [03.50]"
¶210: FG_02_NW_05
¶211:  Yes, yes, there’s a very dailyness of it, yes, and the fact that he’s slipped into his seat and immediately logged in and just started working. And yes, I hadn’t quite thought about the woman’s point of view but I appreciate what you said about – is the film made by a male director?"
¶212: Facilitator
¶213:  Yeah. [04.11]"
¶214: FG_02_NW_05
¶215:  Yeah. So it’s maybe a male idea of, oh the female going to the beauty parlour and pampering herself a bit and so on. Yeah, and I didn’t feel at all emotionally engaged with either of the characters, a sort of mild curiosity about well how’s it going to work out but so far I can’t see any kind of psychological or emotional depth to the main characters."
¶216: Facilitator
¶217:  So there were barriers to empathy, would you say? [04.41]"
¶218: FG_02_NW_05
¶219:  Yeah, mm, yeah."
¶220: Facilitator
¶221:  Okay, thank you. FG_02_NW_02? [04.45]"
¶222: FG_02_NW_01
¶223:  I think the thing that kept me most interested through the clip was that there was a combination of the very dark humour that he laces it with and then there’s just, again it’s very obvious that it came from Russia, just how different and strange the whole thing, I loved the thing about the bosses who almost seem to be able to compete to see what hoops they can get their employees to jump through, and the way that they react to that, about you have to go through all these things. It looks like it’s sort leaning up towards what to come with the hypocrisy sort of thing that runs all through it, of people acting out one role but they’re not like that at all really. And then, I suppose that kind of strangeness is added it to it by the way he shoots it, there’s that very strange shot where you’re sort of peering through the car window and you can see his face in the mirror with the radio talking, you can only see the car in front of you and then he turns off and you can’t get any sort of handle on where you are on the street or anything, yeah and then that strange stuff on the radio they’re talking about, very strange, a very unusual shot and then again, when they’re lining up in the canteen and the camera chops all their heads off so you just see the food dropping onto the plate, onto the tray."
¶224: Facilitator
¶225:  So for you the form, the formal elements of it are triggering quite specific points of engagement around Russia and Russianness and their society? [07.24]"
¶226: FG_02_NW_01
¶227:  Possibly, possibly. Yeah, I do find the whole thing, he did ‘Leviathan’, didn’t he and yeah, I remember finding that a very strange work and not quite being sure what to make of that either. Probably for most of the same reasons, the fact that it is a bit cold and a bit off-beat and a bit strange in the way that he approaches, yeah, there’s’ this sort of hypocrisy and this sort of thing on one side of this obviously very corrupt system where nobody believes a word of what they say or do, it’s all some sort of an acting game, and then on the other side, the female characters and the hairdressers who gleefully sit there just talking about how their sons hate their fathers and that’s just the way it is, and that’s that. And it’s all presented in this completely deadpan way."
¶228: Facilitator
¶229:  It’s consciously cold, do you think? [07.27]"
¶230: FG_02_NW_01
¶231:  I think so, yeah."
¶232: Facilitator
¶233:  Thank you. FG_02_NW_02? [07.28]"
¶234: FG_02_NW_02
¶235:  Um, yeah I thought it had an interesting tone. I think I’d heard about ‘Loveless’, someone described it as like a really, really big depressing film about a Russian couple getting a divorce so I think I always find it hard with foreign films to place the tone exactly and I can never tell if a foreign film’s meant to be funny really, unless it’s very overtly comedic or maybe, so you can never tell whether the translation is quite accurate and I think different countries have different styles of acting as well, what they think of as naturalistic or what they think cinema acting should be. But yes, going into it I kind of thought it was meant to be really serious and then towards the end realised I guess it is, it was meant to be funny, like sardonic. Yeah, I’m trying to think what else."
¶236: Facilitator
¶237:  Anything else about the form that you picked up, that occurred to you about it? Did you see a point to those kind of quite abstracts shots that have been identified by some of the other participants? [08.27]"
¶238: FG_02_NW_02
¶239:  I guess it was quite machine-like, because it felt like they were just sort of cogs in a machine or sort of things going down a conveyor belt, having things done to them, it was like you were saying about them queuing up and the woman being like acted upon by the beautician and being moved about sort of stiff and doll-like I guess, and when she was on the metro at the start as well, she seemed to have been carried onwards by industrialism and [inaudible 09.03]."
¶240: Facilitator
¶241:  Yeah, that’s very interesting what you said about things being done to them, the sort of passivity of their action as well, yeah, thank you. FG_02_NW_03, how about you? [09.13]"
¶242: FG_02_NW_03
¶243:  Yeah, I didn’t find hugely engaged with it, you know, with the characters, I just wasn’t hugely interested in them, particularly the guy, it was so routine and day-to-day and monotonous, I mean it was kind of interesting the fact that this guy had lied, maybe it was his friend, who bought a fake wife with him! Apparently that’s also a thing in China but anyway! [laughs] But what you said, the spiky feminist side of me goes, he’s still going about his routine daily life and she’s going about pampering herself, does this mean that she doesn’t have a job and therefore because she’s now single she can do whatever she was thinking of doing, whereas his life hasn’t changed on a day-to-day basis? And then also, I work in translation so I’m always fascinated by subtitled films, and your head goes, oh I wonder how that fits in, how that’s translated. And then just culturally it’s quite interesting because I don’t actually much about Russian culture so I was quite intrigued by, he sat down and shook his hand but the subtitle said, hi, hey! That seemed a bit odd to me, I wonder if it could have been translated differently or if that’s just how Russian culture is, kind of semi-formal, semi-informal. Then it was quite interesting, just the frivolity of what the woman was up to, but women are actually able to be more honest and they’re not the ones manipulating things because it’s the guys who are having to wheedle round the point and manipulate what they’re presenting themselves as, you know, to be acceptable."
¶244: Facilitator
¶245:  So you get that contrast coming through? [10.57]"
¶246: FG_02_NW_03
¶247:  Yeah, it’s quite clearly very thought out, maybe laboured, contrast between the two halves, so it’d be interesting to see where that goes."
¶248: Facilitator
¶249:  Thank you FG_02_NW_03. FG_02_NW_04? [11.16]"
¶250: FG_02_NW_04
¶251:  I thought it was a bit, I don’t think it’s a film I’d like to go and see, you know, the whole thing. I thought it was interesting, the bit in the car where the radio was playing and they were talking about, all this end of the world stuff and I thought, we hear a lot about that type of stuff here now, don’t we? Conspiracy theories and fake news and all that type of stuff and I thought, well they’re hearing all that over there as well, aren’t they, just the same. And I thought a lot of the things they were showing were pretty similar to the way that life goes on here, people in the lift looking depressed in the morning going into work and walking down those offices, he was obviously late and the last one in and just getting to work on a cold, bleak day and pulling into some horrible concrete underground garage somewhere I thought, people here have all that type of experience but somehow that looked a lot more depressing than I tend to think people, I’m probably totally wrong about that, maybe other people find the experience here just as depressing! But it did look like that. And then the guy was talking about, I know he was sort of talking about what’s happened to him in a very coded way while she was very open about it, I thought the film made her look terrible. He was not so bad and she was talking about her relationship and her son sounded appalling and unkind and unfeeling and I suppose it was all, it was part of the way it was meant to be, but it sort of came across as a bit repulsive in a way, the way – even the way, all that stuff in the beauty parlour and the hairdresser, I don’t know, nobody had any empathy for anybody and I thought the guy seemed like he was. She seemed like she was going, thinks she’s going off into a great future, that might not be the case at all but she seemed to think she was, and the guy just seemed very, very worried and pessimistic about his future and I think, I don’t know, it was a bit depressing!"
¶252: Facilitator
¶253:  It’s fascinating to talk about the fact that, even though it’s set in Russia, it’s seemingly quite far-removed in cultural terms. What you were picking up on was, albeit it an emphasised version of ‘everyday, familiar’ routines and practices that we associate with everyday life in England as well. [14.25]"
¶254: FG_02_NW_04
¶255:  Those questions about how far the press should go whipping up public hysteria stuff, we’ve got those questions here, don’t we more and more? The thing with the food and stuff though was, I was looking at the food and thinking uuh!"
¶256: Facilitator
¶257:  A lot of carbs, I thought! [14.44]"
¶258: FG_02_NW_04
¶259:  A lot of carbs, a lot of fat as well!"
¶260: Facilitator
¶261:  Speaking of carbs, you can all get a biscuit now. we’ll take a little break. [14.55]"
¶262: The Eagle Huntress
¶263: FG_02_NW_05
¶264:  I absolutely adored it. I loved the wide open spaces, again the sense of space in this landscape which is beautiful and inhospitable as well. I found it completely fascinating as a record of a way of life, it’s astonishing that it still clings on in this century and how they’re adopting some modern things, they’ve got the solar panel and the radios and so on, and yet they’re still going out in the summer and putting up the gers and living there. The young woman is enchanting, the family, the faces are just absolutely marvellous and it raises questions about how could it be completely a documentary? I think some parts of it must have been re-enacted for the camera and, I don’t want to give away the ending, but how astonishing that they started with this particular girl and this particular family but it seems inevitably to leads to the way it ends."
¶265: Facilitator
¶266:  So for you, the miraculous nature of the story, are you aware of the potential that that might be constructed? But that’s not a barrier to your engagement in the reality that you see expressed on the screen in this world that emerges for you? [01.27]"
¶267: FG_02_NW_05
¶268:  Yeah, that’s very well put. Maybe they set up the scene with the girls all giggling together and yet that expresses so much."
¶269: Facilitator
¶270:  So it was okay to do that, for you? [01.39]"
¶271: FG_02_NW_05
¶272:  Well, to me, the experience of watching it all made it, whatever the means were, the end was fantastically worth it! And also, the fact that it is portraying the start of a shift in a very patriarchal society and you get that lovely scene with the old men sitting round saying, oh you know, it’s not done, no we can’t let these girls get their hands on these eagles and things! [laughs] And yet she is actually pushing the barriers and she does succeed in training her eagle and so on. I’m not sure if this is a very measured response but I just absolutely loved it the first time I saw it and I’m thrilled to see a part of it again."
¶273: Facilitator
¶274:  There’s something about the film’s politics which is affective for you but it’s also the landscape and its depiction of a way of life? [13.52]"
¶275: FG_02_NW_05
¶276:  It’s the way of life I think, yes, I don’t think I would last for three days in that kind of way of life but I absolutely admire the fact that people do still live that life and they do maintain traditions and I think there’s all sorts of contradictions in that as well. I just found it totally fascinating, I’m completely drawn in, so thank you for that! [laughs]"
¶277: Facilitator
¶278:  Thank you. FG_02_NW_02? [02.56]"
¶279: FG_02_NW_01
¶280:  Yeah, from what you were saying about setting it up, I mean one of the things I quite liked about it is it’s very easy to follow and be drawn in, because the story is very well-trodden, the sort of whole narrative path – child comes up with this dream or ambition that they’ve got, it’s not really the done thing in the society, everyone doesn’t quite know what to make of it and then they battle through against the odds to try and achieve whatever it is. But it comes across as so fresh because the subject matter is so extraordinary really, the depictions of mountain life and the life of the eagle hunters is so far away from virtually provably everyone who’s watching the film’s experience that it really allows you to be drawn into it but it doesn’t seem tired, it did feel very fresh and different."
¶281: Facilitator
¶282:  So it’s that balancing of a kind of narrative trope which is familiar with a context which is absolutely unfamiliar? [04.01]"
¶283: FG_02_NW_01
¶284:  I think yeah, and thinking about it, they probably have to do that otherwise the subject matter would be so alien it would probably overwhelm most viewers, people just wouldn’t be able to get a grip on the story at all. Yeah, I loved the scenery, the visual scenery and the shot with the helicopters or whatever it is that they’re using to look down on the across the mountains is just so arrestingly barren and wild."
¶285: Facilitator
¶286:  So the film works to create a sense of spectacle through its style, do you think? [04.37]"
¶287: FG_02_NW_01
¶288:  Yeah, and where they’re all worrying about it you then see them dismantling the gers, those sticks look a little bit like bones almost, so again a skeleton, and then you see people just walking on their own through these massive landscapes, you really feel the fragility of their traditional way of life, it feels like it’s teetering on the edge of what is possible and what is sustainable."
¶289: Facilitator
¶290:  So it’s forcing questions about sustainability, about the ability or the resilience of these communities in the face of global change? [05.15]"
¶291: FG_02_NW_01
¶292:  Yeah, and then you’ve got the intrusion of the modern world. I liked the scene where they’re asking her questions about it, it’s almost it’s kind of a dress rehearsal for an interview, it’s almost like she’s being interviewed by these other girls who are curious about it, or it’s almost like it’s some sort of rehearsal for her questions when she becomes famous as an eagle huntress."
¶293: Facilitator
¶294:  Thank you. FG_02_NW_02? [05.42]"
¶295: FG_02_NW_02
¶296:  Yeah, I thought it was really interesting for what it implied about modern Kazakhstan I guess, obviously it’s about rural Kazakhstan, not all of Kazakhstan’s like that. But I really liked the contrast between the really vast open landscapes and the traditional ways of life, her clothes and then kids wearing jeans in this quite bleak like Soviet, like ex-Soviet-looking school and the girl playing the instrument not very well and stuff like that. I guess, yeah, I just thought it was interesting thinking where they would have bought that radio from and what they knew of Western culture and the clothes they were wearing and the fashion and stuff, that was really interesting. I guess I always find seeing kids in documentaries quite interesting, it’s hard to imagine how it’s been explained to them, when the girls were talking in the room was the director saying, oh you’ve got to sit round in a circle and ask this girl questions and everything. Yeah, it captures a genuine moment, I guess kids are always, yeah adults seem to understand how to talk in front of a camera and describe what they’re doing whereas kids are a bit more shy and kind of showy-offy or giggling. I guess it’s kind of similar to what you were saying about ‘Loveless’, you know, kids are Kazakhstan aren’t that different from kids in England presumably anyway."
¶297: Facilitator
¶298:  You not only talked about engagement with [inaudible 07.18] but you’re also aware of, you seem to be anticipating, thinking about questions of representations as well and the constructive nature of that representation. But for you, you’re able to balance those two things, that emotional investment but also healthy cynicism with the construction of it. Is that fair to say? [07.35]"
¶299: FG_02_NW_02
¶300:  Yeah, I guess so. I guess, I don’t know, was the film made a Kazak director or did they really think of it as extraordinary as we think of it, you know?"
¶301: Facilitator
¶302:  It’s a non-Kazakhstan director. [07.54]"
¶303: FG_02_NW_02
¶304:  Yeah. Were her parents like, someone’s going to make a documentary about our amazing daughter, I’d be interested to know how they felt about the documentarians when they make a film like that [inaudible 08.06]. I guess, because you’re having to narratives something when you make a film out of it, that’s not how life is really."
¶305: Facilitator
¶306:  Yeah. Thank you. FG_02_NW_03, how about you? [08.19]"
¶307: FG_02_NW_03
¶308:  I really enjoyed what we saw of the film and I’ll try to see the rest of it because it was just a fascinating subject but it’s not something I know anything about, it’s beautifully shot and paced, I really just really loved the way they shot the bird and there were those beautiful shots, presumably a helicopter, drone, something and then all the contrasts of the open spaces and the very enclosed, dark gers. There was just something fascinating and beautiful about it and maybe it’d be interesting to see the rest of the film and see how much these kind of questions that everyone’s brought up are really explored or whether it is a little bit over-romanticised perhaps and just kind of glossing over. It would be interesting to see and what other discussions there are about this girl wanting to be an eagle hunter, what other discussions and shifts are going on in it and what does it mean for her role as a girl? Can she still do all the things expected as a girl and be an eagle hunter, you know, there was a suggestion that, oh she can’t get married if she’s an eagle hunter, she’ll have to give it up when she wants to get married and obviously she’ll have to get married at some point. So yeah, I’d love to see the rest of it and see what it explores and see how much it does tackle other issues. It’s always hard, isn’t it, because you look at something like that and go, that looks, to me that looks like a hard life, I can’t imagine how you make that work but that’s life for them and maybe they’d look at things that I do and go, that looks like a hard life, you sit I a box and look at a screen for eight hours a day, that sounds horrible, when do you get to go outside and see your eagles or catch your food or ride the horses and things? But it looks hard but I’d be interested in seeing the rest of it, yeah."
¶309: Facilitator
¶310:  You said something at the start there about the way they shot the bird, particularly about the eagle. Could you just drill down in that a little bit and what it was about that that was so affecting for you? [10.23]"
¶311: FG_02_NW_03
¶312:  I guess we’re used to seeing birds flying, from a great distance and you don’t, obviously apart from in documentaries, you don’t get to see them close up. But there’s quite a nice symbolism in the way that she’s going to be able to get close to the bird in the same way that we’re able to get close to it and you can really start to see it, you see the places where it hasn’t got feathers and you see its eye when it blinks and things. I thought it was interesting, I’m sure we do later in the film but in that clip we never see it flying and that made me a little bit sad when we see it tied up and, from a western perspective I’m going, that’s [inaudible 10.55], from whatever type of perspective it is! It’s a bit sad that the bird never seems to get to fly, it just sits there like a dog and it’s such a majestic, huge, beautiful bird! That was interesting."
¶313: Facilitator
¶314:  So there’s an empathy with animal lives reflected on screen? [11.11]"
¶315: FG_02_NW_03
¶316:  Yeah."
¶317: Facilitator
¶318:  Good, thank you. How about you, FG_02_NW_04? [13.52]"
¶319: FG_02_NW_04
¶320:  There’s a point you made there about the eagle, at one point I was thinking it looked quite scraggy close to, when I’ve seen them represented they always look so beautiful and marvellous don’t they, and also, sitting there like a dog, more like a dog than the way we always think of them, so that was interesting. And obviously it must fly."
¶321: FG_02_NW_05
¶322:  It does get to fly in the film."
¶323: FG_02_NW_04
¶324:  The bird looked quite happy as well, it looked like it had a relationship with her. When it started off I was thinking we’re all going to watch a film and then, after a couple I thought, is this a documentary rather than a film? Or is it semi-documentary or is it a film that’s made to look like a documentary or a documentary that’s made to look like a film? I’m not quite sure whether the story is a constructed story or whether it’s based on a real person, you know, this is real events that happened to this girl."
¶325: Facilitator
¶326:  So you’re questioning the representation of reality a little bit? [12.21]"
¶327: FG_02_NW_04
¶328:  Yes, yeah. And also in the landscape as well, which was absolutely fantastic and I was thinking about the landscape in ‘God’s Own Country’, that’s two films we’ve seen with beautiful, totally different landscape and the colouring of the sky in that one as well. I was thinking, has it been stylised a little bit, or is it really like that?"
¶329: Facilitator
¶330:  The landscape there and you talked about the spectacular in ‘God’s Own Country’, did they have a similar effect in that they’re far away, on you as a viewer? [12.54]"
¶331: FG_02_NW_04
¶332:  Yes, yeah, because it’s that vastness, that space, that openness that is really, when you live in a city all the time, that is just something that is fantastic to see, isn’t it? And to experience as well but it’s a long time since I’ve been in a place to live in like that."
¶333: Facilitator
¶334:  It made you think about your own experience of those landscapes as well? [13.17]"
¶335: FG_02_NW_04
¶336:  Oh yeah, yeah, and what also struck me was the relationships between people seemed so affectionate and friendly. The family life seemed very affectionate in between the generations, a great deal of love there, which was lovely to see on the screen, but also the relationship between the friends which I actually thought was little bit different from the way you see that sort of children’s relationships now. I don’t know, I think so, a bit. Nowadays there are much more, they’re not quite as, what would you say, maybe supportive, maybe innocent-seeming or something. I don’t know, something a bit, very uplifting to see it I suppose. But especially the affection that was obvious between the family and the father and daughter, he was very supportive, and the grandfather, they were very, very supportive and of course you had the old miseries, the men saying, oh she can’t do that, but the family didn’t."
¶337: Facilitator
¶338:  Did the affection from those familial relationships come through? [14.46]"
¶339: FG_02_NW_04
¶340:  Yeah, and it didn’t seem as though it would be something very prohibitive either, what she wanted to do, it wasn’t as though it was terribly, it must be because it was unusual, but it didn’t seem as though it was something that would be terribly, an awful thing for her to do in that society. Because they were more tolerant, perhaps."
¶341: Facilitator
¶342:  Yeah, well we do see she’s able to challenge that, as you’ll find if you watch the rest of it. But yeah, the set-up [inaudible] if you like. FG_02_NW_06, how about you? [15.24]"
¶343: FG_02_NW_06
¶344:  The first thing was I just couldn’t get over how big the eagle’s legs were!"
¶345: FG_02_NW_06
¶346:  But that’s an aside. It was like, Jesus Christ! [laughs] I think it’s interesting, I had a bit of that question of is this a documentary or this is a film and I’ve gone between what’s nice is you’ve not got a narrator, which you often get that from that documentary…"
¶347: Facilitator
¶348:  Although we do actually have but it’s quite minimal, yeah, yeah. [15.51]"
¶349: FG_02_NW_06
¶350:  Oh god really? Yeah. I suppose sometimes you can feel a documentary is actually the narrator telling the story whereas I did feel more it was coming naturally, even though you then go, I’m watching a film, it’s a construction and there’s that flitting. But I think it felt, rather than, maybe not so much the narrator but so-and-so’s going to go and meet the elders, you know, again it’s that letting you work it out and see from there, so I liked that. But I think as well, it’s interesting that we’ve all hooked on landscape whereas I think possibly film is something that’s quite mechanised, isn’t it, naturally it’s not a landscape, we’re sat inside watching it and it’s strange how it’s hooking in of, it looked beautiful and it is this natural expanse and it’s undisturbed, and yet technically we’re watching it inside and the drones and the helicopters when we’re talking about how they’ve filmed it, feels quite disruptive, so to get that image you’ve actually had to probably quite interfere and intervene with it."
¶351: Facilitator
¶352:  Mm. So there’s a sense in which we’re temporarily allowing ourselves to conceal the recognition that actually this is a highly constructed set of images of a spectacular landscape? [17.06]"
¶353: FG_02_NW_06
¶354:  Yeah. It’s almost as if we’ve all got a bit caught in the romance of it, which is lovely, and I think you can suspend that, you know, you do feel as if you’ve struck across and just found them, forgetting that to get there, there’s something behind it."
¶355: Facilitator
¶356:  It’s interesting you say it, are you okay with that? Like you’ve made a contract with yourself that, yeah we recognise that there are elements of this which are constructed but also that’s necessary for us to enjoy, as you say, the romance, the engagement of the landscape. Is that fair? [17.35]"
¶357: FG_02_NW_06
¶358:  Yeah, I think so and I suppose it’s always that thing of you start, I think what I like about a film is kind of forgetting you’re watching a film. You start thinking about, oh there’s a crew of five people here and I think we do that with everything but maybe it’s just a bit more obvious where you’re watching something natural, that that’s coming more to the fore."
¶359: Happy end
¶360: Facilitator
¶361:  Okay, good, really good. Thank you. So the last one now, nearly there. This is a very, very, very, very, very different film. We’re going to move from Kazakhstan to France, but by an Austrian director, Michael Haneke. This film’s called ‘Happy End’, it’s set in Calais, it’s about quite a privileged family and they’re having lots of troubles. The father, the patriarch, former head of the business, is very unwell and is quite depressed and his daughter who’s taken on the business is trying to sort out the business but her son has lots of substance abuse problems and she’s struggling to deal with that and then her brother has just, his ex-wife has just passed away and so his daughter has come to live with them and he’s trying to work through that relationship. It’s with that relationship that we’ll begin. If that all sounds very complicated, that’s because it is! It’s set in Calais, this is ‘Happy End’. [19.05]"
¶362: Facilitator
¶363:  Okay, do you want to start? [00.01]"
¶364: FG_02_NW_01
¶365:  I quite liked that. I’m not really sure why but I was quite immediately engaged by the situation and the way it was filmed and the things that were going on, the depth and complexity of all the characters and things, drew me into the scenes quite quickly, especially given the length of them, there was a lot of time given to develop character and interest in them, so the mum character, by having the camera on her for four, five minutes, was it something like that, gets to go through the whole range of anger at him and then her attempts to be sympathetic and to try to help him or does she really want to help him, is it all an act? And then when he suggests that actually she doesn’t really like him that much and then she can’t cover it up any longer and her disdain and disgust comes out to end the scene, it’s just really well, the way that they develop by having characters on screen and having it all quite slow-paced, they deliver a lot in each of the characters."
¶366: Facilitator
¶367:  So for you it’s about time? The representation of duration creates a space for a sophisticated, complex set of emotions to emerge? [01.31]"
¶368: FG_02_NW_01
¶369:  Yeah, I think. Yes, I think that’s right, that’s why I’d probably say as well there’s little frissons and things between the daughter and her father, who she doesn’t really know as well, the scene carries on when she’s ordering and it goes back and he’s still on the phone so the camera pans this way and then it comes back to him again. Yeah, it just really builds it all up and gives a very complex picture of who these people are and what is going on."
¶370: Facilitator
¶371:  That complexity for you is engaging? [02.11]"
¶372: FG_02_NW_01
¶373:  Yeah, it is interesting, that what draws me into it."
¶374: Facilitator
¶375:  Thank you. How about you FG_02_NW_05? [02.52]"
¶376: FG_02_NW_05
¶377:  I’ve seen this film and I have absolutely no recollection of what happened before and what happened afterwards!"
¶378: FG_02_NW_05
¶379:  But my memory’s not wonderful anyway. I was very struck in the first scene about how we got the sort of child’s eye view when she goes to the kiosk and she’s buying the ice creams and things like that, so she comes across as just as interesting a character as the others. I think I enjoyed watching it while I saw it, the whole film. just seeing this clip here I suppose I’m thinking, oh typical French dysfunctional relationships, going into the detail of the relationships and so on, and I think you quite quickly get an idea of the character and the personality of each person that we see. And just a general point, I think it’s true of all the four films we’ve seen that there is absolutely no extraneous music whatsoever, which is fantastic as far as I’m concerned! You get the little girl playing the interesting instrument and so on so, to me, that’s a plus that you get the natural sounds of what’s going on, the beach and the sound of the traffic in the background in the young man’s very bleak looking apartment or place he’s staying. I’m not sure what else to say really."
¶380: Facilitator
¶381:  No, that’s great, thank you. FG_02_NW_06? [03.57]"
¶382: FG_02_NW_06
¶383:  I think I was probably more struck by the first half than the second half and I thought it kind of struck me because it’s quite a mundane scene, going to buy an ice lolly, and it kind of conjured up those views of your unusual childhood memories where you do remember something quite small but it’s actually the context in which it happened and you get that sense, particularly at the end, where they carry on talking. You know, there was that revelation of her father had lied to her because it wasn’t the hospital who were on the phone and yet it was framed by the fact she was just buying an ice lolly and I thought it was very interesting, it’s just not something you normally see, they’re going into the conversation but you don’t see that, it just takes us off and you watch them. So I thought that was interesting. I think potentially it was slipping slightly into the second half of druggy son, posh upper, cross mum, I wasn’t quite as engaged with that as the childhood first half."
¶384: Facilitator
¶385:  Yeah, so is there something about the mundane and the focus on the mundane offering up almost a connection to the way in which perhaps you experience and process memory and childhood? Also the actual act of watching, you talked about before, the act of participation of the viewer being there almost, is that fair to say? [05.13]"
¶386: FG_02_NW_06
¶387:  Yeah, and I think maybe it felt more, I think the second half I suppose you’re just watching two people talk whereas I think you felt the frame in the first half that there’s been some thought to this scene, it felt more set up and interestingly played, rather than druggy in bed, cross mum shouting."
¶388: Facilitator
¶389:  Yeah. FG_02_NW_02? [05.34]"
¶390: FG_02_NW_02
¶391:  Um yeah, I didn’t find it that engaging I guess probably because I didn’t really know the [inaudible 05.39] and the plot, I couldn’t grasp the scene and things a little bit and yeah, I thought the second half was quite, the pace was a bit clunky and I thought it didn’t feel that amazing, it didn’t feel as naturalistic to me as the first half really. But I did like the first half, yeah I guess the feeling of being like a kid at the beach and being a bit unhappy and not really having a great time and you’re with your parents and I also thought it was interesting seeing her standing there next to these teenage girls or women and it’s kind of like…"
¶392: Facilitator
¶393:  Did the shooting style enable those sorts of reflections for you? Did they create a space for you to think like that? [06.21]"
¶394: FG_02_NW_02
¶395:  I guess yeah, like you were saying, the camera level of the adults having their heads a bit cut off and this little girl just standing by herself trying to I guess being a bit grown up paying for things [inaudible 06.36] says things like, there you go young lady and stuff like that, it makes you feel a little bit kind of small. But yeah, I didn’t find the second half that engaging, it’s quite a tired trope and I didn’t really understand what was going on."
¶396: Facilitator
¶397:  Okay, that’s fine. FG_02_NW_03? [06.53]"
¶398: FG_02_NW_03
¶399:  Yeah, I also really liked the way he depicted her in the first scene, I just felt like she was a girl, she was right at that sort of awkward age, I don’t know, somewhere between 10 and 13, she’s not quite a kid and she’s having these kind of quite grown up conversations with her dad and clearly having a nice day at the beach or whatever but she’s not a proper adult or anything obviously, but she’s not quite a kid and she’s just kind of exploring that and I think she’s a little bit nervous when he comes and is like, oh you can pay for this and she’s on her own and then it’s that little bit where she sees the dad and he’s like pacing or kicking the wall and it’s that age where you start to realise all about what, you know, how your parents are just separate people who have their own lives and things and she’s starting to see him like that and then..."
¶400: Facilitator
¶401:  How does the film create that point of engagement? [07.46]"
¶402: FG_02_NW_03
¶403:  I think because the camera’s quite low, so it comes from her perspective, so you also get a very different perspective of the breach, so when we’re looking at the grown women we’re looking at their bums because that’s her eye level! It just made me giggle a bit but it is quite, and the way she walks over and she sees her dad and if she’d been a younger kid she might have just run up to him and said, I’ve got it, but she goes, that looks private, something’s going on, and she just turns away and decides that that’s not a time for her to investigate what’s going on there. She just realises that that’s perhaps somewhere to give him some space and then starts probing him about whether he loves his new wife, which is interesting, I guess coming to terms with what has happened with her mum and things. I just thought it was very simply done, but it just felt very natural and very interesting, I’d be interested to see what else she’s in, in the film. And then the second bit I guess that makes much more sense in the context of the film! [laughs] Taken on its own like that I think it’s a little harder to see what’s going on, it took me a while to work out who he was and what he was doing and things."
¶404: Facilitator
¶405:  So consciously disengaging in a way from us. We’re running out of time so just really quickly FG_02_NW_04, just give me a quick summation of your take on that? [09.07]"
¶406: FG_02_NW_04
¶407:  Well, it’s like the little girl when she’s buying the ice cream and we can hear all the lovely beach sounds, the waves breaking and you think it’s a lovely day and then she goes round, sees the father and, like you said, she doesn’t run up to him because it becomes obvious to her that he’s told a lie, it’s not work, it’s something else and that makes her think that there’s something about her father that’s deceptive and this is. So it’s like a first beginning to question her perception of her father and I think the second scene is where there’s a child there, a much older child, who has obviously already gone through this process and has made his decisions about his mother and…"
¶408: Facilitator
¶409:  So for you the two scenes are almost feeding off each other, commenting on each other? [09.57]"
¶410: FG_02_NW_04
¶411:  In a way, yeah. Did you say it was a Michael Haneke film?"
¶412: Facilitator
¶413:  Yeah. [10.03]"
¶414: FG_02_NW_04
¶415:  I can’t imagine it having a happy end!"
¶416: Facilitator
¶417:  Strange, I think. [10.09]"
¶418: FG_02_NW_04
¶419:  I mean, he’s so sort of exploring, not the seamier side but maybe an unpleasant side of psychology."
¶420: Facilitator
¶421:  That which lies beneath the surface, I think. [10.26]"
¶422: FG_02_NW_04
¶423:  Yes, exactly, that’s it, yeah.."
¶424: Facilitator
¶425:  Well, I hate to cut you off in mid-flow there but it’s really been superb, really great hearing all your insights. Thanks so much for coming out on an evening as well, I really appreciate your commitment to the project. It’s been fascinating for me just to hear your takes and things. Hopefully you found it interesting as well and it’s not just you’ve got an Amazon voucher but you’ve also had an interesting chat. Thank you for coming out, I really appreciate you giving your time and sharing your insights and do sign up to the newsletter which, on the information sheet which you all got you can just go to the website and sign up there. That’ll help you keep up to date with the project because of GDPR because we can’t mine your data and contact you, you actually have to come out and tell us you want to be involved. But yeah, do please keep in touch because it would be great to share with you the work that we’ve done and how we’ve interpreted this data and you’ll see you have impact hopefully on the project. So thank you very much. [11.35]"

