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¶1: FG_04_NW
¶2: Introduction
¶3: Facilitator
¶4:  Okay, let’s begin. Just to get us talking and to introduce ourselves as well, if you could just introduce yourself, tell us your name and give us a little bit of a sense of your experiences of this kind of cinema-going, going to watch films outside the mainstream. Is it something you do and, if so, how do you do it and how do you go about accessing these films? Can we start with you? [00.35]"
¶5: FG_04_NW_04
¶6:  Yes, I’m FG_04_NW_04. I’ve just moved to Manchester actually and I guess I do normally try and look for films that are a bit different to what’s shown in the major cinemas, so films from a different culture or films from a different sort of cinema-making type rather than just a general sort of superhero film or a thriller or something, just because I think it’s more interesting and I think you can learn something a bit more than you can from, say, watching ‘The Fast and the Furious 19’ or something, which is probably going to be the same as the other previous 19. Yeah, I do try and see films a bit differently."
¶7: Facilitator
¶8:  Okay, so for you cinema’s about an opportunity to kind of go somewhere else to learn about? [01.19]"
¶9: FG_04_NW_04
¶10:  Yeah, things you wouldn’t see normally in life."
¶11: Facilitator
¶12:  Where were you before Manchester? [01.22]"
¶13: FG_04_NW_04
¶14:  I was in the Netherlands."
¶15: Facilitator
¶16:  Right. Yourself? [01.28]"
¶17: FG_04_NW_05
¶18:  Hi, I’m FG_04_NW_05. I’ve been in Manchester for a couple of years now and I have nothing to do with cinema professionally, I’m an engineer, but I love watching films from around the world, especially older ones but also some new films. I don’t get a chance to watch as many of these off-beat, non-mainstream, non-‘Fast and Furious’ films as I would like to any more. I used to be quite into film festivals, these days it’s the occasional screening at HOME or maybe something online, that sort of thing."
¶19: Facilitator
¶20:  When you went to film festivals you’d go along to them, travel to different places or if they were in Manchester or wherever you were living? [02.06]"
¶21: FG_04_NW_05
¶22:  Before I moved to Manchester I was in India. I have lived in two cities in India and both of those happened to have nice film festivals, actually more than one of them per city, so that’s what I was referring to and I haven’t travelled for a film festival yet but I’d love to if I could afford it."
¶23: Facilitator
¶24:  Okay, there’s a good one in Sheffield I have to say. [02.28]"
¶25: FG_04_NW_05
¶26:  The Doc/Fest?"
¶27: Facilitator
¶28:  Yeah, yeah yeah, it’s great. You? [02.32]"
¶29: FG_04_NW_01
¶30:  I’mFG_04_NW_01 and I do watch a lot of independent cinema. I work at home but I’ve also gone out because I quite like independent cinema because it’s not box ticking like mainstream cinema is. I like film that sort of breaks taboos and it’s confrontational, controversial and talks about things that you don’t really get in the mainstream, that’s what I’m looking for when I’m looking for a film, something that’s not discussed all the time but that’s so meaningful in society as well, things that just aren’t being talked about and filmmakers that get a chance to speak up."
¶31: Facilitator
¶32:  Yeah, so it’s about the filmmaker speaking but also about getting something, culture that you might not get in other places? [03.16]"
¶33: FG_04_NW_01
¶34:  Yeah, like addressing an issue that is not really talked about a lot."
¶35: Facilitator
¶36:  Okay, that’s great, thank you. [03.24]"
¶37: FG_04_NW_02
¶38:  I’m FG_04_NW_02. Similar toFG_04_NW_01, I knowFG_04_NW_01 from HOME because I do [key 03.30] projects there, film programming-wise there’s a lot of how I’ve got to know film, through award seasons as well and through college and stuff like that really. My dad’s always been into foreign films, I remember watching it when I was 10 or 11 was when I first really got into it. Yeah, it’s just interesting to understand, like you say, other cultures and I do the same thing with music as well, I just get obsessed with a certain area of the world and I just focus all my attention on that for a good year."
¶39: Facilitator
¶40:  With film, is that an independent filmmaker or a country or…? [04.08]"
¶41: FG_04_NW_02
¶42:  Yeah, like recently I’ve just been watching a lot of East Asian films and then listening to a lot of Korean and Japanese bands and then I did the same thing two years ago with Scandinavian stuff, I just got on a massive [Lukas and Dissen 04.24] and all that kind of thing."
¶43: Facilitator
¶44:  Right. Great. We’re just introducing ourselves and giving a couple of lines about how or if we access non-mainstream films, and what our experiences are of doing that. [04.40]"
¶45: FG_04_NW_03
¶46:  Sure, okay. I’m FG_04_NW_03. Let’s see, I absolutely love movies, I like to watch stuff that I suppose is a bit outside of the multiplexes if I can, so I’m a big fan of HOME in Manchester, but I probably don’t watch a huge amount of movies at HOME, again, just sort of time limiting but interested in all types actually so yeah, I went to Asian movies but, yeah I can work across the board really."
¶47: Facilitator
¶48:  It’s a bit of a time barrier to be able to access it? [05.24]"
¶49: FG_04_NW_03
¶50:  Yeah, yeah, it’s a bit like my book collection at home, I’ve got a big movie collection, but I haven’t got round to watching anywhere near as many as I would like."
¶51: Facilitator
¶52:  Yeah, I know the feeling. Okay, brilliant. What we’re going to do is watch a clip of a film that has been shown in independent cinemas quite prominently and we’re just going to give our take on it, on the clip, just what you felt was significant about it. [13.52]"
¶53: FG_04_NW_03
¶54:  Sure."
¶55: God’s own country 
¶56: Facilitator
¶57:  The first one is a film from last year called ‘God’s Own Country’, it was quite prominent, you might have heard of it or seen it. It’s about a young farmer in a West Yorkshire farm, called Johnny, who works with his father and also his grandmother and we’ll meet both those characters in this clip, on a farm that is kind of struggling, they’re struggling to make the farm work. And when Johnny’s father falls ill a decision is taken to bring in Gheorghe, who’s come over from Romania to work as a kind of temporary farm labourer on the farm, to work with Johnny. And Johnny and Gheorghe fall in love with each other, so the film explores the burgeoning relationship the two of them experience, against the backdrop of their attempt to make the farm work as well, while also dealing with the worsening health of Johnny’s father. So we’re going to watch a clip where Johnny and Gheorghe have just realised their love for each other, it’s midway through the film. [07.07]"
¶58: Facilitator
¶59:  Can we start with you,FG_04_NW_01, is that all right? Just give us a sense of what you found significant about the film clip that we looked at. [00.10]"
¶60: FG_04_NW_01
¶61:  I think with this clip, the thing that stands out to me the most is their relationship but how it’s intimate it’s portrayed. You get this really lovely naturality with them, you get to see all the playfulness and the intimacy without it being full sex, which sometimes you do cut to quite a lot in a lot of stuff. I really liked that about it and I think it stands out quite a lot because you do get that, especially in a lot of gay cinema as well. I’m a big fan of queer cinema when they’re also doing something a little bit different and I feel like this film does. I know that there are some strong sex scenes in it as well but I really like how they bring those two characters’ love to the forefront. And also the landscape is very striking in this, the cinematography, the way they film it, the waters, the colours, the dramatic stormy skies and stuff. They’re the two things that are the most significant I think."
¶62: Facilitator
¶63:  Do you think the landscape and the exploration of love and intimacy are connected? [01.06]"
¶64: FG_04_NW_01
¶65:  Yeah, yeah actually. Yeah, definitely. You kind of feel that way when they first stand on that hillside together, it’s not like your typical sunset is it, it brings all the warmth from the grey stormy skies as well. Yeah, definitely it’s related."
¶66: Facilitator
¶67:  Yeah. You talked about the way that the landscape was shown as being a particularly important part of it. Just drill down on a few points about what we’ve just seen, were there particular moments that struck you as being significant about that representation of the landscape? [01.44]"
¶68: FG_04_NW_01
¶69:  I think you get some nice details that are close up, like waterfalls and things like that, but you also get quite nice wide shots as well, and it’s going constantly in and out, in and out, so you’re getting these dramatic moments but you’re also just getting these little intricacies bringing out. I can’t remember where it’s set, what’s the landscape."
¶70: Facilitator
¶71:  It’s the Calder Valley in West Yorkshire. [02.08]"
¶72: FG_04_NW_01
¶73:  Yeah, so it’s sort of bringing out Yorkshire in this whole different way. For me anyway, personally."
¶74: Facilitator
¶75:  There’s something about an intimate, kind of tactile appreciation of the landscape… [02.18]"
¶76: FG_04_NW_01
¶77:  Yeah, it’s definitely tactical."
¶78: Facilitator
¶79:  …as well as this kind of…? [02.22]"
¶80: FG_04_NW_01
¶81:  Yeah, you’ve got the grandeur of it but you’ve also got all the little, tiny significant little bits as well, which is nice."
¶82: Facilitator
¶83:  Thank you. FG_04_NW_02, how about you? [02.30]"
¶84: FG_04_NW_02
¶85:  Similarly, the landscape probably strikes me more. I mean, I’ve seen the entire film, it’s great. But the landscape where I live and where I’ve lived, [Brough 02.38] is literally I’m on the border of West Yorkshire, so that landscape…"
¶86: Facilitator
¶87:  Are you on the right side of it or the wrong side? [02.41]"
¶88: FG_04_NW_02
¶89:  Yeah! Yeah, so I’ve not been where it’s filmed but I’ve walked in many places around that area and it is striking, I think it’s the first time he sees it and he’s quite overwhelmed by it and even, what’s he called, Johnny, his character’s still like, yeah this is a stunning place and obviously the title of the film really suits with the landscape. Because it’s quite barren, there’s nothing there whatsoever, and it kind of parallels with their love story, it’s like a stark landscape and obviously it’s quite intimate and, for me, being up on the moors, it’s quite desolate but I like it because it’s that intimate, it’s like you and that, and you kind of feel irrelevant up there and I feel like, for them, that it’s just them two, they only exist in that time, in that place. You know what I mean, without getting too deep?"
¶90: Facilitator
¶91:  So for you, the relationship with the film seems to be working on the level of the emotional investment in the characters but also the landscape and it seems to be there’s a connection to your own experience of that landscape? [03.57]"
¶92: FG_04_NW_02
¶93:  Yeah exactly, I’m really into the Brontes, I know it’s so stereotypical but I’m really into the Bronte sisters and pretty much of all their poetry’s inspired by where they are as well. I think you can really connect that, but that’s personally for me."
¶94: Facilitator
¶95:  There’s that moment where they stood on top and you talked about that as rendering your significance but also the paradox of it being also a very intimate moment. Were there other moments in that clip just evoked those sorts of particular ideas about landscape and space for you? Or any other moments at all, just examples of what you found. [04.38]"
¶96: FG_04_NW_02
¶97:  I really liked the really short bit of them going into the wild pond or whatever it is as well."
¶98: Facilitator
¶99:  What did you like about that? [04.47]"
¶100: FG_04_NW_02
¶101:  I don’t know, it just reminds me of being, well it’s like the English version of ‘Call Me By Your Name’ because they do that in Italy don’t they but, I can’t even remember where they are now it’s just a nice little scene. To be fair, the film’s just full of nice little bits and pieces of intimacy, like you say, it’s just like, oh, it’s nice to see."
¶102: Facilitator
¶103:  Actually the story’s quite fragmented in that sense, is it? It’s just these moments? [05.09]"
¶104: FG_04_NW_02
¶105:  To me personally it doesn’t feel rushed at all, it’s a really nice pace."
¶106: Facilitator
¶107:  Okay, thank you. FG_04_NW_05, how about you? [05.19]"
¶108: FG_04_NW_05
¶109:  Well I didn’t so much catch onto the connections with the landscape but I did notice that there were interesting moments of interplay with nature or the elements. For example, there was that moment where one of the them, and I keep forgetting who was Gheorghe and who…"
¶110: Facilitator
¶111:  Johnny is the… [05.39]"
¶112: FG_04_NW_05
¶113:  The bearded one?"
¶114: Facilitator
¶115:  The bearded one is Gheorghe and the guy without a beard is Johnny. [05.41]"
¶116: FG_04_NW_05
¶117:  Ah, okay. So one of them almost annoys the other one with a bit of earth and then they go and play in the water, so it was more that than an association with the terrain itself. But I found that really intimate and going from that to this very homely scene, they’re sort of being together late at night watching TV, maybe not very late at night, so that warmth, I think this clip captures that very well. But what also stood out was that there was this gradually escalating sense of foreboding, there’s this tension of people finding out or keeping an eye on them, they don’t seem too bothered at this point but that’s something that the director is letting us in on there."
¶118: Facilitator
¶119:  I’m struck by what you say, you seem to be reading the film in almost a sensory way? You were talking about that sense of the landscape touching and then the warmth coming through, so that was something that it was doing particularly effectively for you, it was evoking a sense of almost touching the landscape yourself, or feeling that sensation of warmth or cold. [06.54]"
¶120: FG_04_NW_05
¶121:  Yeah, and even something that isn’t related to landscape, for example when they hold the sheep down [inaudible 07.00], so there is a physicality to it which doesn’t necessarily go into full-blown sexuality but you have that sensory, bodily feel to it."
¶122: Facilitator
¶123:  Okay. Thank you. FG_04_NW_03, how about you? [07.16]"
¶124: FG_04_NW_03
¶125:  I picked up on some of the similar themes. I think what struck me about it as well was that I felt like it was telling a story mainly through pictures and a lot of the scenes were effectively like clips, almost like photos in some way, that was one of the things that struck me. I haven’t seen the film, so maybe because of, I don’t know if that was somehow part of a reflecting the fact that they’re from different cultures, perhaps a different kind of language as well, so in a way it’s not telling the story through language so much. I thought the first scene, where they stood at the top of the hill, that seemed to me almost a metaphor for the expanse of their feelings so they had this huge vista and yeah, that it was somehow perhaps a reflection of that, but I might be kind of interpreting a bit more than was there. But, just based on what you said about the stage of the film we were at, what was happening there."
¶126: Facilitator
¶127:  I’m struck by what you were talking about in terms of the images doing work, the story as opposed to dialogue, would you say the film was image-led? [08.36]"
¶128: FG_04_NW_03
¶129:  Yeah, and I think in a way with that feeling of suspicion that was coming through from the other characters there, there was very little dialogue in those parts but there were two or three clips of people just watching them closely, that sort of suspicious stare. So again, it kind of told a story in just a few seconds and in that case it was perhaps repeated two or three times, the bit of the characters watching them."
¶130: Facilitator
¶131:  So as a viewer, we’re allowed to do a bit more interpretive work because we’re not being directed with dialogue, is that fair to say? [09.13]"
¶132: FG_04_NW_03
¶133:  Yeah, yeah, I think so. I wouldn’t say leaves a huge amount to the imagination but yes, I think that’s right. It’s kind of telling a story to some extent through pictures. More than in your average film I suppose, yeah."
¶134: Facilitator
¶135:  Thank you. How about you, FG_04_NW_04? [09.31]"
¶136: FG_04_NW_04
¶137:  I also thought that the landscape was the most striking thing, especially at the beginning where they had quite close-up shots of their faces and then it would suddenly cut to this beautiful landscape, I thought that was sort of striking, it was like people and then just this vast expanse."
¶138: Facilitator
¶139:  There was almost a contrast or an interplay? [09.49]"
¶140: FG_04_NW_04
¶141:  Yeah, yeah, and then I thought it was quite interesting then and it went towards the more domestic, like the house scene, which was quite sweet and intimate but it also felt a bit claustrophobic because it was just them in the room with his grandma I think, or his mum? I haven’t seen the film so I don’t know who the characters are, and the suspicion. You could tell, his nan was like, oh what do you want, what are you up to? So I thought that was what struck me the most."
¶142: Facilitator
¶143:  Again, there’s this feeling of rhythm almost, that you’re identifying there? From one scene to the next there’s almost a pattern or a structure that’s being created? [10.27]"
¶144: FG_04_NW_04
¶145:  Yeah, I thought it changed quite a bit, they were very free when they were outside and they had this beautiful wide landscape to play around in and then, in the house, it felt a lot more constricted, especially when they had to go to the caravan or the trailer, and that was the only way they could be totally comfortable with each other, was in this tiny space."
¶146: Facilitator
¶147:  Yeah, okay. Did the landscapes appear familiar to you or was there something you recognised in them? [10.50]"
¶148: FG_04_NW_04
¶149:  It seemed sort of British, I would have assumed it was somewhere like Yorkshire, somewhere quite sort of barren and wild."
¶150: Facilitator
¶151:  A general British landscape rather than anywhere very specific. Thank you. That’s exactly what we’re looking for, just those first kind of responses and we’ll do that now with another film. From Yorkshire to Russia, this is what cinema allows us to do, it takes us from country to country, as we were saying at the start. 
¶152: Loveless
¶153: Facilitator
¶154:  A general British landscape rather than anywhere very specific. Thank you. That’s exactly what we’re looking for, just those first kind of responses and we’ll do that now with another film. From Yorkshire to Russia, this is what cinema allows us to do, it takes us from country to country, as we were saying at the start.This is a film that came out only a few months ago actually, called ‘Loveless’. It’s a film ostensibly about a couple who are going through a divorce and both the man and the woman are beginning new relationships and working out new identities for themselves through their new relationships, all really to the cost of their son, who realises that the couple are splitting up and it has effects on the son. The son actually runs away and the film then becomes about the parents searching for their son. But at this point, that hasn’t happened yet. This is quite early on in the film, we’re just learning about how each of the central characters, the husband and the wife who are separately, are becoming accustomed to their new lives. We’re going to pick it up at that point. [12.11]"
¶155: Facilitator
¶156:  FG_04_NW_02, do you want to tell us your take on that? [00.03]"
¶157: FG_04_NW_02
¶158:  I found it quite, I almost wanted to laugh at all of it because it’s filmed in a way where it’s just solely on the characters so in the last clip we’re looking around at this beautiful landscape whereas the camera’s just solely on them and their story. I find it quite funny how they were talking about, oh I might get sacked if they find out I’m not married or I’m getting divorced, to then talking about, oh do you think the world’s going end, to it then coming full circle to the divorce thing. I thought that was quite funny. And then, just in the situations where they are like, oh I’m eating lunch and then she’s getting a wax and talking about that, it’s just parallels, it’s quite funny."
¶159: Facilitator
¶160:  There’s something about the parallels between the two scenes and also the ridiculousness of it all, and that seems to be coming out of the fact that it’s situated in everyday life for you? [00.59]"
¶161: FG_04_NW_02
¶162:  Yeah, it was kind of ridiculous but more realistic, if that makes sense."
¶163: Facilitator
¶164:  Yeah it does. Can you say any more about that, about why that is the case? [01.08]"
¶165: FG_04_NW_02
¶166:  Why it’s more realistic? I don’t know. I don’t want to say divorce is an everyday thing because that’s quite morbid but you know people who go through it, it then does become an everyday thing for them because it’s quite a long process, and people react differently to it. They’re talking about the kids and then she talks about her kid, I don’t know. I almost feel like you’re just there next to them getting your hair done, do you know what I mean? It’s that kind of conversation that you could easily just get involved with in all of those situations."
¶167: Facilitator
¶168:  So the film resonated, to some extent, because of its everydayness? [01.48]"
¶169: FG_04_NW_02
¶170:  Kind of. Yeah it’s Russian, fair enough, but it’s a conversation that could be had anywhere in the world and you’d get a feeling for how they’re feeling, if that makes sense."
¶171: Facilitator
¶172:  Yeah, so there’s quite an alien culture on the surface but one which is rendered more tangible through the bridge towards everyday life that we share? [02.10]"
¶173: FG_04_NW_02
¶174:  Yeah, well it’s a worldwide theme, isn’t it?"
¶175: Facilitator
¶176:  Good, thank you. What about you, FG_04_NW_04? [02.15]"
¶177: FG_04_NW_04
¶178:  I thought the thing that struck me the most was in the husband’s bit, it was like the busy-ness. He was just surrounded by all these people all the time and it felt quite claustrophobic, and they seemed to be quite interchangeable people, like in the elevator it was just like everyone was quite anonymous and it just felt quite busy, when he was at lunch he was surrounded by these people and in the office he was just surrounded by all these people and I guess it was, I don’t know. Or like, the lunch trays, when the lunch trays were moving they weren’t focused on the people but it was just like the same food, like going on a conveyor belt. I thought it was like, this is modern life, there’s just tons of people that you don’t know and it’s just a bit depressing. Well, not depressing but a bit overwhelming I think, you’re just surrounded by all this busy-ness all the time."
¶179: Facilitator
¶180:  So the film was making a statement about normal life, about the anonymity of it? [03.07]"
¶181: FG_04_NW_04
¶182:  Yeah, and it was quite everyday, like you’ve had lunch in a canteen, you’ve walked through a busy office, it was quite relatable, even though it was set in Russia and they were speaking in a totally different language, I’m like, oh yeah, I’ve had these conversations."
¶183: Facilitator
¶184:  How about you, FG_04_NW_03? [03.20]"
¶185: FG_04_NW_03
¶186:  It was interesting. I kind of think of the two scenes, well I was going to say the two scenes, one with the husband and then the one with the wife, in those different situations as being quite different. I suppose they were, to some extent, stereotypes of modern life perhaps but yeah, I felt that with the husband, it was almost like a modern kitchen sink drama, a bit of that feeling and quite an impersonal conversation he was having with his colleague where they weren’t really opening up totally about their situations, kind of talking almost about people as though they’re a third person who may or may not have been. But all the people around them as well were just kind of anonymous but in the second set of scenes with his wife, those conversations were very, very personal, so kind of almost the opposite, and obviously the first scene of her being waxed and so on was a very personal, intimate kind of scene. So I felt that contrast between the two."
¶187: Facilitator
¶188:  There was almost a contrast between an emotional constipation on one hand and then this kind of quite the opposite really? [04.50]"
¶189: FG_04_NW_03
¶190:  Yeah, absolutely. Yeah, yeah and for his wife, she was just very, very open but it was almost like physically exposing herself was kind of a metaphor for exposing herself emotionally as well."
¶191: Facilitator
¶192:  Yeah. Was there any that struck you as significant or noteworthy about the style of the film? [05.14]"
¶193: FG_04_NW_03
¶194:  Again, the first part I felt it was, to some extent, almost like a modern kitchen sink style. The second part, the wife was in a much more seemingly glamorous location, perhaps you might not describe everything that was going on as being glamourous, but yeah. I don’t know. The first scene when it started and they were collecting their food, it immediately made me think of the first film of ‘God’s Own Country’ to some extent, in the sense that things were rather bleak perhaps, or basic, a basic sort of human existence that was being emphasized. You know, the way that everyone was just getting the same food on their plate and it was just being doled out to them in a very unglamorous fashion."
¶195: Facilitator
¶196:  There was a sense of anonymity there? [06.22]"
¶197: FG_04_NW_03
¶198:  Yeah, yeah."
¶199: Facilitator
¶200:  Good, thank you. FG_04_NW_05, how about you? [06.26]"
¶201: FG_04_NW_05
¶202:  I think I would agree with all of you, I noticed all of those motifs and there was a lot of contrast between how bleached and cookie cutter and impersonal the first half of that clip looked, versus the second one. When we see the ex-wife and the lady in the salon when they’re talking, it looks more colourful, there’s a lot of pink in those scenes, and then we see the laptop, which is some nice shade of deep aquamarine, whereas the first half everyone’s wearing grey and blue suits and shirts and everyone kind of looks the same and there’s this long queue and you get your food, they don’t look very happy to eat that food, they drop it there’s that going on. It’s almost like, because it’s that banal, the end of the world doesn’t begin to compare to this in the story, it’s just, yeah [inaudible 07.20], the world ends. What I was wondering is, would we be reading too much into it if we thought that this whole don’t let the bosses find out thing reflects somewhat on Putin’s Russia, or the Russian Russia that people outside of Russia like to think of?"
¶203: Facilitator
¶204:  Absolutely, that’s one of the things that’s argued by its director, that he satirises in a way the ridiculousness of certain aspects of Russian society and the culture of censorship etc and political culture, the way that is organised in everyday life. [07.55]"
¶205: FG_04_NW_05
¶206:  Because you would expect that of someone like Kafka, you know, it’s very bureaucratic but also absurd, but there’s lots of humour at that level and people are suffering but it’s almost like a victimless suffering, everyone’s in it."
¶207: Facilitator
¶208:  Yeah, it’s quite a nuanced examination of a culture, then, in that sense? [08.15]"
¶209: FG_04_NW_05
¶210:  Yeah, I just wonder if I’m reading that into it as a foreigner or if that’s an intended meaning. But yeah, I did notice that."
¶211: Facilitator
¶212:  Yeah, thank you. Last but not least? [08.25]"
¶213: FG_04_NW_01
¶214:  I saw this film earlier this year and I just came out feeling so bleak after it!"
¶215: Facilitator
¶216:  I could have shown a lot worse, couldn’t I? [08.32]"
¶217: FG_04_NW_01
¶218:  Yeah, you could have yeah, those parents are awful! But I find that the whole thing, especially the earlier scenes, so isolating and bleak and lonely. They’re around people constantly but no one’s looking at each other, no one interacts, they seem fine with that. Even when he’s sat at the table and he’s talking to his friend, and she’s talking to whoever she’s talking to, there’s not a lot of intimate eye contact and that really strikes me about all of it really. Everyone’s so deadpan, even when they’re talking about quite serious things like getting a divorce or whatever, she was talking about, it all comes across as so deadpan. Also, that food scene always annoys me because I just don’t like people eating on screen…"
¶219: FG_04_NW_01
¶220:  ...and it’s like the worst example of that because it’s just like [munching]."
¶221: Facilitator
¶222:  Do you think he’s done that on purpose, it’s almost that we don’t want to be in that journey with them but we’re forced to undertake it? [09.35]"
¶223: FG_04_NW_01
¶224:  Yes definitely. You get that sense, don’t you, because you’re sort of like, that’s unrelenting, just stop eating!"
¶225: FG_04_NW_02
¶226:  You don’t really sit there and watch characters eat for that long."
¶227: FG_04_NW_01
¶228:  No you don’t!"
¶229: FG_04_NW_02
¶230:  Normally they just take a bite and then they run away."
¶231: FG_04_NW_01
¶232:  I know, but it’s just constant! I’m like, I hope you didn’t have to do this quite a few times in the shoot. Yeah, it’s just the lack of intimacy for such intimate subjects for me sometimes, with this film particularly."
¶233: Facilitator
¶234:  Is that the point? [10.04]"
¶235: FG_04_NW_01
¶236:  Yes, I think so, definitely. It’s just one of the bleakest things I’ve ever seen but I like it for that reason as well. It’s unusually presenting characters, it’s not the same. Even certain little bits like that first scene when you get just that part of him and they’re driving, we’re not privy to his emotions throughout the film, we only get this little tiny section of him, that’s sort of reflected in the cinematography a little bit there."
¶237: Facilitator
¶238:  Similar to the points that you were making, FG_04_NW_04, about this sense of anonymity then? Do you think that is a statement about modern life, about how we interact with each other? [10.44]"
¶239: FG_04_NW_01
¶240:  I think it can be, yeah. I don’t think everyone’s like that but it can be a statement, maybe it’s a statement for certain cultures or certain parts of our culture."
¶241: Facilitator
¶242:  Is that where your feeling of bleakness came from for you, at the end? [10.56]"
¶243: FG_04_NW_01
¶244:  I don’t really want to say too much, I don’t want any spoilers in case people see it. But some of it’s that, some of it’s just there’s awful people!"
¶245: Facilitator
¶246:  Yeah, okay. This is a film you can all spend your Amazon vouchers on then, because obviously you’re intrigued by it. We’ll take a break at that point. [11.18]"
¶247: The Eagle Huntress
¶248: Facilitator
¶249:  If you haven’t seen it or haven’t heard of it, it’s set in Kazakhstan and it’s about a young woman who wants to follow in her father’s footsteps by being an eagle hunter, which is hunting with the assistance of an eagle. This is something which is, traditionally in Kazakhstan’s society, associated with men. So, in having this aspiration, she’s sort of challenging gender conventions really and so the film explores that challenge through an examination of her journey towards this craft of being an eagle huntress. We’ll pick up the film around 20 minutes in, and watch it for 8 to 10 minutes."
¶250: Facilitator
¶251:  FG_04_NW_05, can we start with you? [00.06]"
¶252: FG_04_NW_05
¶253:  Talk about landscape yeah?"
¶254: Facilitator
¶255:  Yeah, if you like! [00.13]"
¶256: FG_04_NW_05
¶257:  Absolutely stunning landscapes. They’re so dramatic, I’ll still a little overwhelmed. It’d be interesting to see what happens next. Clearly there’s opposition from within the community but her father and I think, was it her grandfather…"
¶258: Facilitator
¶259:  Yes, yeah. [00.32]"
¶260: FG_04_NW_05
¶261:  ...so within the family she has enough support and she seems very resolute, her friends are very intrigued about this whole business, so it builds up very nicely to whatever’s coming next and this advent of change. One of the interesting little pieces I saw was that there was that solar panel that they were wrapping up, so it’s modernity approaching on many fronts. Yeah, it was all very intriguing."
¶262: Facilitator
¶263:  You said you were a little overwhelmed. Where did that sense, that feeling come from? [01.03]"
¶264: FG_04_NW_05
¶265:  I think, towards the end of that clip, those beautiful vistas one after the other, they were breathtaking. After the previous two clips, which were, I didn’t find them claustrophobic until now but now, in comparison, they all seem very bunched up so I think it was more the landscape in this case that was overwhelming."
¶266: Facilitator
¶267:  Was it both the landscape itself, its sense of scale, but also the degree of physical mastery over it from the position of the camera in the space? [01.40]"
¶268: FG_04_NW_05
¶269:  Yeah, that too. There was that beautiful shot where we saw this X to the upper-right corner, lines in the sand, made by, not caravans but by people on horses passing through. So historic, that was a great angle to capture that from."
¶270: Facilitator
¶271:  So it works at a level of being, clearly there’s a degree of technical skill that’s been deployed there, which you seem to be identifying but also you seem moved by it, if that’s fair to say? [02.12]"
¶272: FG_04_NW_05
¶273:  Yeah."
¶274: Facilitator
¶275:  Where does that emotional connection come from? Is that also bound up with the representation of the landscape, or is that more about the struggles that she’s facing, the other things you alluded to? [02.22]"
¶276: FG_04_NW_05
¶277:  Well I think the struggles that she’s facing, I’m a little cynical. I almost feel like this could be a very [automatic 02.30] story where she’ll end up winning it, if she doesn’t... So yeah, it would be wonderful to see the rest of the film and the end comment on that. But emotionally, at this point, I’m just rooting for her but there is no fruition to that within this clip. It will be nice to stick it to the system and see all of those naysayers proved wrong, so in that sense I’m in her corner. But within this clip, there wasn’t that much exploration of that. It was nice to see the friends sit round and talk to her, and they seemed much less sceptical, they were just intrigued that one of us is doing something so radically different. But they don’t seem to be questioning her, they don’t seem to be saying, oh aren’t you going to get married? And that kind of thing."
¶278: Facilitator
¶279:  So that’s quite heartening I suppose? [03.19]"
¶280: FG_04_NW_05
¶281:  Yeah."
¶282: Facilitator
¶283: FG_04_NW_01, how about you? [03.21]"
¶284: FG_04_NW_01
¶285:  I found the music really striking and ephemeral actually. It kind of gets a sort of dreamlike quality to the whole piece, especially with those beautiful vistas of the landscape and stuff. And also, I think the people have a real presence as well, when they’re on screen, when they’re talking, they’re just chosen really well I think, you’re sort of drawn into them rather than them just sort of… I know in some documentaries not everyone stands out but everyone stands out in this for some reason. And eagles, it’s always good to see an eagle up close!"
¶286: Facilitator
¶287:  Is there something about that in a way that both the eagle and the people are shown, are formulated, is it the way that they’re captured that you felt was particularly engaging? [04.03]"
¶288: FG_04_NW_01
¶289:  Yeah, I feel like it was a little bit ephemeral as well, especially the way that the eagles were filmed. It was sort of making them stand out more than usual, I think. It wasn’t so naturalistic, I feel like it was the opposite of that in a way."
¶290: Facilitator
¶291:  Similar to FG_04_NW_05 really, there’s this sense again that you were struck by the beauty of the landscape, it’s just interesting to know where that beauty comes from? I know that’s a really, almost philosophical question I guess but here, just to connect it to what we’re saying, what is it about these landscapes that is moving or engaging? [04.46]"
¶292: FG_04_NW_01
¶293:  I think the vastness of things always make you feel like you are, not in a bad way, insignificant, but it kind of lifts you above yourself or the problems about humanity in general, not to get too over the top! But I always have that feeling when you look in films when you’re above the Earth as well, looking at that, a lot of directors want to show that moment. I feel that when we’re above things or we see a big wide shot of open space, it makes you feel like your problems are insignificant in a way and there’s a connection there between something bigger."
¶294: Facilitator
¶295:  Mm, it takes us out of ourselves? [05.25]"
¶296: FG_04_NW_01
¶297:  Yeah, I think so. That’s where I get that feeling from, anyway."
¶298: FG_04_NW_05
¶299:  Can I say something to that?"
¶300: Facilitator
¶301:  Of course. [05.32]"
¶302: FG_04_NW_05
¶303:  That view was what the eagle sees, in the context of this film. It was nice actually."
¶304: Facilitator
¶305:  So there’s a privileging of the non-human perspective there as well, brings us closer to what the eagle sees? [05.44]"
¶306: FG_04_NW_05
¶307:  Mm, I mean in general it’s either a God’s-eye view or the director being fancy because he can afford a drone, but here there is a contextual relevance to it. I hadn’t thought of that."
¶308: Facilitator
¶309:  For you, FG_04_NW_05, is that sense of taking us away from our own situation through landscape? [06.04]"
¶310: FG_04_NW_05
¶311:  In a very post facto way. In the moment I didn’t really make that connection, I’ll be honest! "
¶312: FG_04_NW_05
¶313:  But yeah, that connection is very feasible, is what I’d say."
¶314: Facilitator
¶315:  Mm. How about you, FG_04_NW_03? What did you take away from that? [06.21]"
¶316: FG_04_NW_03
¶317:  Yeah, I thought that clip, towards the end, the moving aerial view, that in a way felt to me like there was almost kind of, this may or may not be the case but it was almost like the sort of the view and the speed with which the eagle might view it, quite a graceful movement and then it obviously just showed the vastness but the barrenness of that landscape. I thought there was a real contrast between the two sets of characters, the group of girls who were quite kind of innocent and quite accepting of this idea, not really challenging the idea that their friend could be an eagle hunter or huntress, but then you had the world-weary kind of argument of prejudiced older guys who’d got something to protect. So there was a real contrast. There wasn’t any characters between the two, I thought."
¶318: Facilitator
¶319:  So there was clearly a documentary storytelling device announced to you at the start there? [07.35]"
¶320: FG_04_NW_03
¶321:  Yeah. Of course, yeah, in a way perhaps it’s setting up that kind of drama to come later, what will happen, will she succeed or not, I don’t know if the film addresses that, I really wanted to see this one so it’s reminded me to watch it. The thing that struck me about the portrayal of the eagle as well was just almost the way it was there as part of the family. It was almost like a third type of character, almost just like having a pet."
¶322: Facilitator
¶323:  But is it more than a pet? Is it something, oh I suppose a pet is part of the family, isn’t it? You seem to be suggesting it’s a bit more of a well-fleshed out depiction of a non-human presence, there’s something going on there in terms of the affection…? [08.28]"
¶324: FG_04_NW_03
¶325:  Yeah, yeah. I mean, there was a particular focus on the eagle’s eyes I suppose so you almost, and maybe I’m just thinking about that now as you say that, but whether it’s almost like the eagle’s there as an observer, almost in the way that the camera is as well. Yeah, it’s an interesting device, to look at it that way."
¶326: Facilitator
¶327:  Thank you. What about you, FG_04_NW_04? [08.55]"
¶328: FG_04_NW_04
¶329:  I think the thing I liked the most was the scene with her friends in the dormitory, because they were all asking the questions that we wanted to ask, you know, like how does the eagle fly, and how do you call it? It was all really quite playful and quite sweet."
¶330: Facilitator
¶331:  So you felt they were doing something, filling the presence for us almost? [09.15]"
¶332: FG_04_NW_04
¶333:  Yeah, I think so, because everyone was thinking, how does she control this eagle, she’s tiny and this bird is huge, and I thought that was quite a nice way of showing it, and also her own friends didn’t really know either, it’s not a usual thing for this girl to be doing but, again, they were quite supportive. It’s not like they were like, oh no, you can’t do that. So I thought that was quite nice. I did also find the landscape quite overwhelming but probably because it’s a landscape that I haven’t seen before, I’ve never been to that part of the world so it’s like a totally alien, so I thought that made it quite striking. I’ve been to Yorkshire, I’ve seen the Yorkshire landscape and I know it’s beautiful but it’s also quite familiar, whereas that was stunning and totally alien."
¶334: Facilitator
¶335:  Because it’s new? [09.59]"
¶336: FG_04_NW_04
¶337:  Because it’s new, yeah, it’s something I haven’t really seen before so I was like, oh this is really, really beautiful and striking."
¶338: Facilitator
¶339:  Based on that, is it making you think about the world, going back to that idea that film is about taking us away from that which is familiar? [10.08]"
¶340: FG_04_NW_04
¶341:  Yeah, yeah, it’s a totally new thing."
¶342: Facilitator
¶343:  Thank you. How about you, FG_04_NW_02? [10.20]"
¶344: FG_04_NW_02
¶345:  Yeah, I liked it. One of my favourite things is young people proving old people wrong, I love that!"
¶346: FG_04_NW_02
¶347:  Albeit it felt somewhat staged, like, yeah just do this and do that, because obviously when you watch it and what they’re saying, it’s like, hmm, you’ve filmed this more than once. But besides the point…"
¶348: Facilitator
¶349:  You are aware of the constructed nature of it but that doesn’t necessarily prove a barrier to your engagement? [10.43]"
¶350: FG_04_NW_02
¶351:  No, of course not. Because obviously documentary style’s very broad, it’s very different to narrative cinema, yeah it’s nice because it’s impartial. You’ve mentioned that you’re open to everyone’s opinion, be it like the old people and it’s so [weird 11.01] her dad, her granddad, herself, her friends, it’s just like, here’s this scenario and this is what they all think about it. And obviously the filmmaker’s not involving themselves, he’s just like, yeah maybe just go and sit outside with your granddad and get his blessing just for us on camera, but yeah. That’s the only tiny thing, I do like documentary filmmaking, don’t get me wrong, but sometimes when I feel like it’s staged it kind of, mm, I don’t know, I can’t find the words!"
¶352: Facilitator
¶353:  I suppose it’s because the illusion of reality is what you’re creating? [11.35]"
¶354: FG_04_NW_02
¶355:  Yeah, it’s a different one than, say, I can’t even think off the top of my head, like a Kim Longinotto where she’ll just go and just film it, and it’ll be all like, yeah, this is what happened. Whereas this, because you’ve got the narration and stuff over it, I’m not saying, it doesn’t hinder the story or anything, but for me personally, I just don’t really, I prefer different types of documentary making to where it feels kind of staged. Do you know what I mean? But technically speaking, it’s stunning, the landscape and everything. That music at the end was beautiful, kind of like Sigur Rós, they’re very inspired by Iceland and the landscape, I felt like that was very inspired by the landscape but also the story, because it sounded quite hopeful to me. Yeah, less foreboding than the previous clips!"
¶356: Facilitator
¶357:  Is there something poetic about landscape then, in terms of the music [complement to it]? [12.37]"
¶358: FG_04_NW_02
¶359:  I think it’s very relevant, yeah, that’s where they live and it’s beautiful but I think it’s very relevant to the history of that kind of family. Because if you think, he was saying like, my forefather did it and their forefathers and it’s always just a man and an eagle and even though he was saying it’s a hard eagle to catch and stuff like that, it goes hand in hand, doesn’t it? And then, if they’ve always been there, yeah, it’s an interesting corner of the world I didn’t know existed and if a young woman wants to do that then why the hell not, I think. It’s cool."
¶360: Facilitator
¶361:  Does the landscape work for you? You talked about it, it was technically very impressive, but is that sense of being stunned by it about, wow that looks spectacular or is it, that’s moving, or that is inviting me to feel something emotionally? [13.27]"
¶362: FG_04_NW_02
¶363:  Yeah, I think technically they did it really well because, like I say, the music was absolutely stunning. I’d listen to that without looking at anything and be like, wow that’s beautiful, but matched with the drone images and what these guys were saying about it being like the eagle’s view and stuff like that, yeah I think it gets you on board. Yeah!"
¶364: Facilitator
¶365:  You spoke about ‘God’s Own Country’ and you talked about your own experience of landscape, was there anything in that which makes you think of your own experience of landscape, or was it as FG_04_NW_04 was saying, this being exposed to a completely different landscape, so that’s where the power lies? [14.05]"
¶366: FG_04_NW_02
¶367:  Yeah, I suppose it’s a bit of both. I like to think of myself as somebody that likes going off on walks on the moors. I do like cities but I prefer being out in, not wilderness, that’s a bit much, but just on moors and stuff. Yeah, I feel like I’ve got a different connection with the landscape."
¶368: Facilitator
¶369:  You could identify with what was happening there, even though it’s alien…? [14.31]"
¶370: FG_04_NW_02
¶371:  Yeah, I feel like I could just totally go out to Kazakhstan and be an eagle hunter. I feel like I could, you know what I mean, it’s not completely, it is alien obviously but it wouldn’t be the most… well yeah it’s extreme, I can’t even think what I mean. It’s an outdoor environment, it’s with animals, I like that here in my situation so to go over to there and do that, yeah it’d be completely different but I’d totally be up for it! [laughs]"
¶372: Facilitator
¶373:  [inaudible 15.00] or something."
¶374: FG_04_NW_02
¶375:  Sounds good."
[bookmark: _GoBack]¶376: Happy end
¶377: Facilitator
¶378:  Good, yeah. Excellent. So a really, really different film now. it’s a film by an Austrian director called Michael Haneke, it’s called ‘Happy End’, which is about a French family in Calais and they’re undergoing lots of different crises. I have to get this right because it’s very complicated. The head of the family is the daughter who runs the business, played by Isabelle Huppert, she has a son however who is dangerously off the rails, substance abuse problems etc. Another brother of hers has just returned to the family home because his first wife has just passed away and he’s come back with his daughter, the daughter of the woman who’s passed away, and she’s now living with him in the family home with his second wife. Then there’s also another character, who’s the father of everyone, who’s undergoing the early stages of dementia and is quite depressed as well, and spends most of the film trying to kill himself. So, slightly different themes to ‘The Eagle Huntress’. All set in Calais, as I say, and one of the significant things about that is that it takes place with very few, but still quite conspicuous references, to the refugee camp in Calais. But, as I say, they’re very partial, those references, so the film seems to be commenting on that, the relationship between the two, between this family which has got its own problems, and these wider geopolitical problems that are taking place next door. This clip is made up of two scenes which we’re going to look at now. In the first one we’re introduced to the character whose second wife has just died and he’s just walking with his daughter at the beach, she’s just coming to terms with that, and in the second one we’ll be introduced to the woman who owns the business and her difficult relationship with her son. I hope you all kept up with that, it was an effort for me! [17.08]"
¶379: Facilitator
¶380:  FG_04_NW_03, can we start with you this time? Tell us what you made of that? [00.04]"
¶381: FG_04_NW_03
¶382:  Two quite contrasting scenes again, I suppose I thought. I mean, the first one very colourful but obviously a kind of a hint of, well a serious question from the daughter, and then the second scene obviously is more bleak, it was dark, the room was kind of fairly bare, messy and obviously her son’s situation looks fairly bleak. I’m really intrigued to see what happens as those relationships develop. But yeah, I think the main thing in terms of what we saw, was just that difference in those two scenes. The backdrop was very important I thought, to differentiate that."
¶383: Facilitator
¶384:  Mm. For you, the questions that it seemed to be provoking, was it actually engaging your further and you wanted to find out what was happening? [01.29]"
¶385: FG_04_NW_03
¶386:  Yeah."
¶387: Facilitator
¶388:  It wasn’t turning you off because of the ambiguities, it was something that you actually felt engaged by? [01.33]"
¶389: FG_04_NW_03
¶390:  No, I’m a fan of Michael Haneke’s films. I haven’t seen this one but, yeah, I’m kind of intrigued to see where it goes. Yeah, I suppose there can be quite complex relationships in his films typically and sort of an undercurrent of something more difficult I suppose than we’re actually seeing."
¶391: Facilitator
¶392:  Something beneath the surface? [02.06]"
¶393: FG_04_NW_03
¶394:  Yeah, yeah."
¶395: Facilitator
¶396:  What felt for you, having seen other Haneke films then, from watching that that felt like a Haneke film? [02.14]"
¶397: FG_04_NW_03
¶398:  I think especially the relationship between the mother and son there. But just I suppose very significant things had obviously happened in the life of the daughter in the first scene and her father, there was a hint of something more sinister or, well there are clearly difficult things going on in the second scene with the son’s situation. So yeah, I’m just kind of intrigued to see how that would develop, having seen some of his other movies."
¶399: Facilitator
¶400:  Yeah, okay. How about you, FG_04_NW_04? What did you take from those two scenes? [03.00]"
¶401: FG_04_NW_04
¶402:  I thought that they were quite contrasting, like one was very bright, one was very dark, but they were quite similar in the fact that they were two parents and two children talking about the difficulties between them, they didn’t seem to be easy relationships. Even the beach scene, it was really bright and really colourful but there’s the scene when the girl’s turning and she has all the things in her hands and she’s just by herself and everyone else is there really happy and playful and she’s just by herself with these ice creams, looking quite, not sad, but she looked quite concerned, and then her dad’s on the phone talking to someone else and she’s really suspicious of what’s happening. So I thought that was a bit of darkness in the bright scene at the beach and obviously it’s sort of suggesting that their relationship isn’t the wonderful father and daughter having a day on the beach sort of relationship that it could be on the surface."
¶403: Facilitator
¶404:  Sounds to me that it came from the composition, this image of the child almost doing the work that you would expect dialogue to do, but here we were being shown something. Was that…? [04.07]"
¶405: FG_04_NW_04
¶406:  I think so, yeah, and the fact that she’s got this man’s wallet in her hand, which looked really bizarre and a bit sort of like everyone else is there buying things at the booth with their girlfriends or their friends and she just seemed so very alone. It was quite sad."
¶407: Facilitator
¶408:  Mm. What was Haneke doing as a filmmaker to create, to direct our attention to those particular elements, because you’ve obviously picked up on the sadness that we associate with those senses of solitude and the fact that she’s different from everyone else? [04.37]"
¶409: FG_04_NW_04
¶410:  Yeah, I guess just the space, because she was set apart from the other people and the camera was low down, everyone seemed bigger than her, I guess because she’s small and everyone else was bigger and taller than her, and she just seemed quite physically far away from other people and also, I guess emotionally, because her dad was away. I guess she’s just lost her mum so she probably is quite alone emotionally."
¶411: Facilitator
¶412:  So the visual language is really [in front of] the emotional? [05.04]"
¶413: FG_04_NW_04
¶414:  I thought so, yeah."
¶415: Facilitator
¶416:  What about the second scene, how did that work for you? [05.07]"
¶417: FG_04_NW_04
¶418:  I’m not sure, I don’t know. I didn’t feel as connected to the second scene because it was just very bleak and it was very sort of, the son was just sort of very unemotive, he was just lying there. The mum was going frantic and he was just sort of like not doing anything, monosyllabic, and it was a very one-way relationship I guess, because she was very emotional and he was not."
¶419: Facilitator
¶420:  Was this about points of engagement again, because clearly there’s a point of identification, or at least engagement, with the young girl in the first one, but then in the second one you’re perhaps not getting that, because, as you say, the divergent nature of the characters, neither of which seem to be offering you a point of empathy or connection? [05.54]"
¶421: FG_04_NW_04
¶422:  Yeah, they didn’t seem to be very nice, the two characters in the later scene didn’t seem to be sort of nice characters. The mum seemed to be very overbearing and the son was non-sympathetic, not nice. So the girl you felt sympathy for, because she was by herself and she was sad with her ice cream, but the two people in the second scene, I don’t know, they just didn’t seem to click with me. Maybe I would need to see the whole film to realise who they were but, yeah, I didn’t think that connected with me as much as the first one."
¶423: Facilitator
¶424:  Right, thank you. What about you, FG_04_NW_05? [06.26]"
¶425: FG_04_NW_05
¶426:  This was the one where I felt the least. I think there was no background score, at least not that I can remember. There was the obvious contrast between the first half, which was very bright, and the second, which was very dark. What did stand out was how, both of these are parent-child scenes, but in the first one it’s the chid who seems to be more mature, in spite of being a child not very lost, she goes to the stall, her father trusts her with the money and with the purchase, and she has to take a spot decision, a very trivial spot decision, this product that she’s gone looking for isn’t there, she says okay, she does the thing, checks in on the father, he’s busy, well she takes some time off and, you know, she is not really a child in that scene at all. Very observant, suspects something as to her father, makes him do a double-take. And in the second scene, the son is really completely like, he really needs to take control. He’s sulking, he is really disappointing his mother by [balancing 07.39]. So there was that contrast. The one visual motif which I thought I could sense but I’m not sure it was just accidental, was when the son was lying in bed, and he’s a very wiry, not beefy but wiry kind of guy, and his mother was sitting beside, it felt like a piss-take on the theatre, where this is a mother and son and the son’s lying in a [inaudible 08.02] but the mother is actually disappointed, it’s like Madonna chastising, so there was that. "
¶427: Facilitator
¶428:  What I’m sensing is that the images seem to be composing something that perhaps the dialogue isn’t’, there is a sense of spatial relations between the characters maybe? [08.25]"
¶429: FG_04_NW_05
¶430:  In the second one, yes. The first one, I think, was not, I’m not too moved by the visual layout of the first part of that clip. The second one I thought the visuals were more significant that I might have caught on. So yeah. Overall I felt the least. I think I’d have to see the whole thing."
¶431: Facilitator
¶432:  Is that the point? Did it feel like we were consciously being denied feeling by these characters? [08.56]"
¶433: FG_04_NW_05
¶434:  Yeah, well, could be. I mean, that could be very well why the lights were out in the second scene and you were kind of denied that clarity, denied that lucidity. Okay, it makes sense, because the son isn’t hungover but not in a great place mentally."
¶435: Facilitator
¶436:  Yeah, thank you.FG_04_NW_01, how about you? [09.19]"
¶437: FG_04_NW_01
¶438:  Yeah, obviously the contrast everyone talked about but I think, even though they contrast, there is a sense of isolation of both the guy and the little girl as well, that comes through quite nicely. Also in the second scene, what stands out is really just that kind of really unresponsiveness of him and the frustration of the entire scene when the mum comes as well."
¶439: Facilitator
¶440:  Frustration as an audience, do we feel that as well? [09.51]"
¶441: FG_04_NW_01
¶442:  I think I feel it a little bit, I don’t think you can help it because you can’t really side with him, you can’t get much from him. It’s not like you have to take a side either, it’s just you feel that it’s quite emotive, the way he’s just nothing and then she’s trying to give it her all, you know, there’s quite a contrast between both of them as well."
¶443: Facilitator
¶444:  What is Haneke doing to you to make us feel that sense of frustration? Is there anything he particularly does visually or in terms of the style? [10.22]"
¶445: FG_04_NW_01
¶446:  The camera doesn’t really move at all, we just see him in that same position for a long time, on his own, and then he’s back in that same position with her. It’s like the camera is trying to put you in his place rather than her place as well."
¶447: Facilitator
¶448:  So something about the duration as well, you kw, the time there, is that the same case with both of them, that feeling of real time almost? [10.43]"
¶449: FG_04_NW_01
¶450:  Yeah, yeah, I think that’s probably in both as well, yeah."
¶451: Facilitator
¶452:  Did you feel engaged by the characters at all, or the settings or the scenery? [10.52]"
¶453: FG_04_NW_01
¶454:  Not particularly in those clips. But yeah, it’s probably the clip that I felt the least for. Even though this is a film I actually really want to see, yeah I probably felt less engaged with the characters but it’s still done in a very unique style so it sort of intrigues you in that way."
¶455: Facilitator
¶456:  What is that unique style? What are the features of it? [11.15]"
¶457: FG_04_NW_01
¶458:  Just being quite stark and quite still as well, specifically in the second one. I sometimes like it when it’s not all fancy or close and stuff, I like it when you just get this one thing and you just have to stare at it for a long time. You get the stillness that you don’t get in ordinary everyday life as well, and that’s quite thematic sometimes of what’s going on in a film."
¶459: Facilitator
¶460:  There’s a stillness that you don’t get in everyday life. Could you just say a bit more about that, that feeling, it made you think of something you can’t have that grasp on reality in your everyday, or you don’t have that space to consume? [11.52]"
¶461: FG_04_NW_01
¶462:  Yeah, I think so, yeah. You don’t have the space. You probably are still quite a lot, you just don’t really realise it, you don’t really have the space to just, sometimes it’s just perception, you don’t feel like you have the space and time to just sit there still and just be."
¶463: Facilitator
¶464:  The cinematography was enabling that, was it? [12.10]"
¶465: FG_04_NW_01
¶466:  Yeah, definitely."
¶467: Facilitator
¶468:  Almost creating a window effect? [12.15]"
¶469: FG_04_NW_01
¶470:  It was, yeah, in a way that you kind of get it in plays as well, because there wasn’t a lot of cutting going on either in the edits, it’s very much like they want you to just sit there and just watch what’s going on. But that’s really telling in its own way, we don’t need to cut to close-up to get the feeling of what’s going on, what the director wants. Sometimes it’s just you get that feeling through the editing really."
¶471: Facilitator
¶472:  I guess that links into what you said, FG_04_NW_05, about the banal nature of some of the things that are happening, that we might cut away from the fact that she’s buying a different kind of bottle, that might seem [inaudible 12.52] but here we get that, because that’s part of the illusion of reality that’s ingrained in a film like that? [13.02]"
¶473: FG_04_NW_01
¶474:  Mm."
¶475: Facilitator
¶476:  Good. What about you, FG_04_NW_02, did you get those sorts of things or different? [13.07]"
¶477: FG_04_NW_02
¶478:  Yeah. I’ve seen it. I really liked ‘Happy End’, I thought it was great. I’m a massive Kassovitz and Huppert fan as well so for me, every time they’re on screen I’m like, oh! That’s my reaction to it without the film even being involved, just seeing them on screen, I love that."
¶479: Facilitator
¶480:  So just drilling down a little bit on that then, it’s the associations that the actors bring? [13.30]"
¶481: FG_04_NW_02
¶482:  Yeah, the actors, yeah. That’s mostly why I wanted to watch this film. I knew it was Haneke, I’d not really seen any of his stuff but I knew he was great and weird but, like I say, I’ve seen a lot of Kassovitz and Huppert’s work, enough of it to be like, yeah I’ll go and watch this because they’re in it together. I think it’s all one shot, each scene, it’s a really nice touch, it kind of takes you with it all the way through. Because you’re seeing her put the change back in her wallet, which is like such a redundant thing to see but he’s still making you watch it."
¶483: Facilitator
¶484:  Why is he doing that? [14.04]"
¶485: FG_04_NW_02
¶486:  I don’t know, but there’s so many little things like that in the film, it’s just you almost become like a fly on the wall in this family that’s very, what’s the word…"
¶487: Facilitator
¶488:  Dysfunctional? [14.19]"
¶489: FG_04_NW_02
¶490:  Yeah, that’s the one. Very dysfunctional and it’s insane. They’ve all got their own little attributes and their own little… yeah, Isabelle Huppert’s character, she’s quite like a busybody and her son’s just like so lazy. He doesn’t live up to her expectations and he’s very aware of it, so he kind of rebels against it, you see that in the film, and they’ve got a really struggling relationship. The young girl, I don’t think lives with her dad when her mum died, so then he has to kind of bring that relationship back together and it’s all just very awkward. I think Haneke’s really good at creating a really uncomfortable atmosphere in the scene. It’s not necessarily the technical but he’s really good at writing lines and making really uncomfortable situations. It gets way more uncomfortable towards the end but, in a funny way. I think he’s really good at that, yeah! [laughs]"
¶491: Facilitator
¶492:  That sense of cinematic discomfort that you’re describing, those of you who hadn’t seen it, because you all seemed to be made to feel a little bit uncomfortable. Does that chime, now you’ve heard FG_04_NW_02’s take on it, that feeling of awkwardness, that feeling of fly on the wall, does that change your perception of what we’ve just seen? You’re nodding, FG_04_NW_03. [15.37]"
¶493: FG_04_NW_03
¶494:  Yeah, I think the fly on the wall thing, that really resonates with me just thinking about other things of his I’ve seen. I think one thing that struck me in the second scene is the backdrop, that it looks like it’s a sort of promenade, looks like almost a glamourous backdrop but yeah, that sort of heightens the sense of desolation, it’s almost like you’re missing out on something that these characters are missing out on something more appealing, but maybe that’s the contrast with the beach scene which, you know, on the face of it is a very appealing scene, ignoring what’s going on with the characters."
¶495: Facilitator
¶496:  I suppose another commonality is that both are, effectively, seaside scenes in a way but entirely different? [16.32]"
¶497: FG_04_NW_03
¶498:  Yeah, yeah, absolutely."
¶499: FG_04_NW_02
¶500:  Sorry, one more thing, I think there’s that kind of stereotypically French vibe to it, where it’s like we’ll play down all our emotions and just never confront it, do you know what I mean?"
¶501: Facilitator
¶502:  Does that feel specific then, to a national cinema, to culture in France? [16.53]"
¶503: FG_04_NW_02
¶504:  Kind of yeah. You see that, well maybe not so much, maybe if we’re going to generalise, Northern Europe. Because they all kind of downplay their emotions and have that moment to themselves where they’ll cry. They’re not going to openly do it, that kind of thing."
¶505: Facilitator
¶506:  Haneke never tells us what to feel or [inaudible 17.11] that much? "
¶507: FG_04_NW_02
¶508:  Yeah, and then you can see, likeFG_04_NW_01 mentioned, that it’s kind of frustrating watching it, and it really is because you’re kind of like, oh, just listen to your mum, just get up and stop being so rude. But he’s just like, oh, I really don’t care."
¶509: Facilitator
¶510:  Did you feel like there’s a sense of frustration watching it? [17.28]"
¶511: FG_04_NW_04
¶512:  I wanted to pick him up and shake him, just listen to your mother!"
¶513: Facilitator
¶514:  How is that feeling of frustrating created? [17.38]"
¶515: FG_04_NW_04
¶516:  Because he’s just so unresponsive and so emotive, especially when you were talking about it feeling like real time, like when the bell was ringing and it kept ringing and ringing and ringing, and you’re just, answer the door, answer the door. And then his phone’s ringing, you’re like, oh my god, this is so like…"
¶517: Facilitator
¶518:  So Haneke’s situating us in the scene, as you said, so as a result we’re more frustrated because we’re with the characters in a sense? [18.02]"
¶519: FG_04_NW_04
¶520:  Yeah."
¶521: Facilitator
¶522:  But we also cannot affect changes because we’re passive? [18.07]"
¶523: FG_04_NW_04
¶524:  So it is quite frustrating."
¶525: Facilitator
¶526:  Okay. Were you thinking about the fact you were watching a film, rather than lost in the characters? [18.12]"
¶527: FG_04_NW_04
¶528:  I don’t know. I was definitely watching but because I didn’t really know the characters I wouldn’t say I was really caught up in them that well."
¶529: Facilitator
¶530:  You were aware of your own spectatorship? [18.27]"
¶531: FG_04_NW_04
¶532:  Yeah."
¶533: Facilitator
¶534:  Did others feel that? [18.29]"
¶535: FG_04_NW_03
¶536:  Yeah, I think it’s that sort of feeling of being a fly on the wall, isn’t it? It’s almost like a documentary or sort of you’ve walked into a room and there’s this thing going on and you almost feel you should leave but you can’t, because you’re not emotionally involved with it. I felt that all of the characters weren’t really, they didn’t feel very emotive to me, even Isabelle Huppert’s character was, I think, very kind of controlled, perhaps controlling too, but very controlled, and in a way, that almost adds to the frustration because you think, well why isn’t she actually bawling at her son because he’s being so indolent."
¶537: Facilitator
¶538:  Yeah, so there’s that sense of there being, you said controlled but also controlling, and therein lies the frustration in a way, again it’s that sense of us wanting to affect change almost but not being able to [inaudible] [19.39]"
¶539: FG_04_NW_03
¶540:  Yeah, yeah, absolutely."
¶541: Facilitator
¶542:  Great. Well I’m mindful of time, it’s three minutes, almost perfectly in sync so that’s good. We’ll close it there. [19.51]"

