
Speaker 1:  [ foreign language 00:02:58].  

 L ibertad Gi l ls :  Hi  Lynne,  welcome. 

Lynne Sachs:  Hel lo L ibertad.  

 L ibertad Gi l ls :  Welcome Lynne and welcome everyone who's  joining us today from 
al l  over the world.  Lynne,  i t  is  such an honor to be able to speak 
with you today.  We are thri l led to have you and to have the 
opportunity to see your f i lms in the retrospective organized by 
Camara Lucida,  avai lable only unti l  the end of  the week.  Today,  we 
wi l l  speak with f i lmmaker and poet Lynne Sachs,  many of  you 
already know Lynne's  work and some of  you have met her 
personal ly.  On her f irst  tr ip to Ecuador about s ix  or  seven years 
ago at  the EDOC f i lm fest ival .  Now this  is  opportunity for new 
audiences to see your work,  including many of  our students and 
col leagues based in [ inaudible 00:05:31] in Cuenca,  which is  where 
the Camara Lucida f i lm fest ival  is  typical ly  held.  And it 's  very 
excit ing to be able to be a part  of  that opening up of  your work to 
these new audiences.  So welcome, Lynne.  

Lynne Sachs:  [ foreign language 00:05:45].  And thank you for doing this  in 
Engl ish,  I  wish I  spoke Spanish better.  

 L ibertad Gi l ls :  No worries.  This  wi l l  be translated later,  so everybody wi l l  be able 
to watch it  as  wel l  in Spanish.  So presenting you adequately,  
Lynne,  would take a long t ime because you have made over 40 
f i lms and your work transcends the f i lm forum. As you're also a 
poet,  a  teacher,  a  writer,  and just  a total  art ist ,  you make f i lms,  
but you also make instal lat ion work,  you publ ish books which I  
have actual ly  r ight here one of  your books,  I  don't  know if  you can 
see,  and you col laborate with many art ists  in different ways.  
Something that I  real ly  love about your work is  that you have f i lms 
that you've made in response to texts or essays that you read,  
art ists  that you admire and f i lms that have inspired you.  And so 
your work is  often made often in correspondence to the work of  
others,  but you also maintain a personal  point of  v iew. 

 L ibertad Gi l ls :  I 'm speaking for example about your f i lm, which is  probably the 
f irst  one I  saw, which I  shared with my students at  the University 
de las Artes,  "Drawn and Quartered",  which I  had read,  you made 
it  in response to Laura Mulvey's* visual  pleasure and narrat ive 
c inema. Or the task of  the translator in responds to Walter 
Benjamin's  essay of  the same t it le,  or  "The House of  Science" with 
where you draw from and respond to the writ ings of  lobrostos,  
cr iminal  woman. And so we see in your f i lms the work of  someone 
who's  looking at  the world,  reading,  writ ing,  l istening,  watching,  
observing,  interact ing,  and responding through f i lm and writ ing.  
And this  makes your work very relevant and contemporary,  but 
also very excit ing and thought provoking.  And I  think i t 's  a lso work 
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that makes others when we see your f i lms,  we also want to 
respond in some way and makes us more also want to make f i lms 
l ike you.  

Lynne Sachs:  Oh,  thank you.  I  wanted to say one thing about your country and 
about Ecuador,  that is  that I  don't  know of any country in the 
world where experimental  documentary and experimental  f i lm are 
in such a deep conversat ion with each other.  And that you have 
two such dist inct ive fest ivals  that are bringing people from al l  over 
the world to talk  about this  k ind of  pract ice in media that is  for  
the most part,  not commercial ,  but is  so celebrated.  So for me, i t 's  
such an honor to be engaging with your whole community,  with 
you,  and I  keep meeting people from Ecuador who love 
experimental  f i lm. I  can't  real ly  think of  any other country where 
I 've met so many people who are so passionate about i t ,  so i t 's  
just  very i t 's  to me that you and Francisco set  this  up for us to 
converse.  

 L ibertad Gi l ls :  We're so excited to be able to have this  conversation with you.  
And it 's  true what you say about these two f i lm fest ivals ,  Edoc that 
has been around for several  years,  i t 's  the longest last ing f i lm 
fest ival  in Ecuador to date.  And Camara Lucida is  a  smal ler  fest ival  
that just  started s ix  years ago and there are overlaps and then 
they're also differences in the programming of  these fest ivals  and 
it 's  very excit ing to have them both as f i lm spectators.  So I  had 
mentioned to you before that I  wanted to center this  conversat ion 
around the topic of  f i lmmaking and as i t  relates to writ ing.  

 L ibertad Gi l ls :  But f irst  I  would love to ask you to please tel ls  us about your 
beginnings in f i lmmaking and what drew you to f i lm in the f irst  
place,  because as I  understand it ,  you did not exact ly  mean to 
study f i lm or you were actual ly  quite resistant to i t  at  f i rst ,  but 
then you discovered that f i lm could also be much more than just  
c lassical  Hol lywood f i lmmaking.  And there's  an interview where 
you say that you discover that c inema could be a personal  art ,  l ike 
paint ing,  poetry or photography.  So please tel l  us more about your 
f irst  encounters with experimental  c inema and how you knew that 
i t  was something you wanted to make.  

Lynne Sachs:  I  would say that probably the f irst  t ime that I  ever saw what you 
might cal l  an int imate experimental  f i lm was in the early  1980s,  
and I  was l iv ing in New York and I  actual ly  was working for a 
documentary f i lmmaker answering the phone and doing a bad job 
at  that,  I  was also doing a lot  of  copying and doing a mediocre job 
at  that.  So I  was just  trying to f ind my way.  And I  discovered there 
was a place cal led the Col lect ive for L iv ing Cinema, and there was 
another place cal led Downtown Community Televis ion.  And that 
they,  there were these spots in the world where you could go and 
gather and be with other people even in a very smal l  group,  and it  
wasn't  about a theater with popcorn,  though of  course I  love 
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popcorn,  i t  was about being in a space and then talk ing about the 
work afterwards.  

Lynne Sachs:  So in that period,  I  had the chance to see Maya Deren's  f i lms,  I  
a lso discovered Bruce Connor's  f i lms.  So we have one sensibi l i ty  
that 's  very much about bringing our dream world out to a screen,  
and then we have another sensibi l i ty  that would be Maya Deren,  
and a very feminist  one at  that.  And then we have someone l ike 
Bruce Connor,  who is  a renowned found footage f i lmmaker,  who 
was making a commentary on culture.  And I  saw the works of  
those two people,  and I  thought,  this  is  real ly,  shal l  we say,  spicy,  
unpredictable,  expressive,  spontaneous,  maybe I  could do that.  

Lynne Sachs:  So those were probably the very earl iest  experimental  f i lms that I  
saw. Then a l i tt le bit ,  a lso around that period,  or  a l i tt le before 
actual ly,  I  saw the feature f i lms that were very personal  and 
introspective as wel l  by Chantel  Ackerman and Marguerite Duras,  
that was during the year which I  was l iv ing in France,  but those 
were bigger f i lms.  So it  was a sort  of  discovery that you could 
work in this  very accessible way.  You could shoot something with 
your own Super 8 camera,  which is  what I  had access to at  the 
t ime, just  seemed real ly  possible and real ly  excit ing to me. 

 L ibertad Gi l ls :  That's  great that you mentioned these,  especial ly  women 
f i lmmakers that have inspired your work in the beginning,  and I  
had read about that f i lmmaker,  Gunvor Nelson,  was your f i lm 
teacher when you began sett ing f i lm? And there's  an interview 
where you say that,  "She asked us to embrace the bumps,  holes,  
and other r isks of  the road to rel ish in the form, rather than 
sett ing our s ites in the more predictable pleasure of  character and 
confl ict .  In this  process,  we can discover meaning within the 
frames of  formerly adventurous experimental  f i lm."  So I  thought 
that was real ly  interest ing that Gunvor Nelson taught you to 
embrace these happy accidents that could occur during 
experimental  f i lmmaking.  

Lynne Sachs:  Yeah,  I  love the idea of  a happy accident because we have to 
admit,  the f irst  few days,  we cal l  i t  tragic,  when things happen 
that you don't  want to happen.  And then you feel  l ike you can't  do 
it  again,  or  you don't  have the funds for i t ,  or  that part icular  event 
wi l l  never happen,  wi l l  never occur as i t  did before.  But the thing 
is ,  most of  us don't  make f i lms with a very frozen scr ipt.  So the 
scr ipt  has to fol low us rather than we fol low the scr ipt.  And I ' l l  
never forget,  I  was actual ly  talk ing with the man named, do you 
know George Kuchar's  f i lms? 

 L ibertad Gi l ls :  Yes.  

Lynne Sachs:  Yeah,  and I  love his  work,  and I  remember he was shooting a f i lm 
and he got a whole rol l  of  f i lm back that was very,  had been 
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exposed by the l ight,  and so you could barely see anything.  And he 
said,  "Oh,  no problem, we' l l  just  cal l  this  the fog scene."  So it  was 
kind of  a whimsical  go with the f low. But then those kind of  
adjustments I  later learned that i t  can be more conceptual  and 
more daunting.  And then the material  speaks back to us,  when 
accidents happen,  we eventual ly  f ind out that maybe they were 
meant to be.  And then we're lett ing the incidents,  our 
relat ionships to real i ty  guide us in some way that we can't  control .  
And maybe that's  what dist inguishes experimental  and 
documentary f i lm from narrat ive f i lm, is  an acceptance of  a lack of  
control .  

 L ibertad Gi l ls :  I  would l ike to show a c l ip from your beautiful  f i lm, "Carolee,  
Barbara,  and Gunvor",  from 2018,  and specif ical ly  the sect ion 
where we meet Gunvor Nelson through your eyes and through your 
lens.  And this  f i lm is  in the retrospective,  so for people watching,  
l ike you can see this  f i lm in i ts  entirety after the talk.  And there 
are three portraits  here of  three f i lmmakers who were very c lose 
to you,  who have been very c lose to your work,  Carolee 
Schneemann, Barbara Hammer,  and Gunvor Nelson.  So we're going 
to watch that f irst  c l ip.  Is  i t  being shown r ight now? 

Lynne Sachs:  Oh,  i t 's  up.  

 L ibertad Gi l ls :  Okay,  good.  

Lynne Sachs:  Perfect.  

 L ibertad Gi l ls :  Oh,  i t 's  up.  

Voice of  Gunvor. . . :  After seeing a few of  Bruce Barley's  f i lms,  I  understood that I  a lso,  
as a s ing art ist  could try.  I 'm sure I  knew that t ime was the basis  
for al l  the events that could happen throughout the f i lm. I t  was 
excit ing to discover the choreography and especial ly  the 
development of  al l  the aspects that one could use,  l ike color,  black 
and white,  l ight and dark,  soft  to sharp contrast,  distance and 
close up,  as wel l  as al l  the other elements of  story and concrete or 
abstract  images.  I 'm st i l l  very much drawn to f i lm, but plan to only 
complete three more f i lms,  no more.  The 60 minute f i lm "On The 
Fence" is  about ready.  And another,  a  short  f i lm that I  cal l  "Trying 
To Be Me" is  halfway ready.  The last  short  f i lm is  in a planning 
stage.  The technical  digital  dimension is  diff icult  for  me now, 
especial ly  s ince I  l ive in a smal l  town in Sweden, where no such 
support is  avai lable.  I 'm looking forward to only working with st i l l  
images.  

 L ibertad Gi l ls :  So I  think that now we can get into the subject of  writ ing and 
f i lmmaking,  because it  seems to me that as far  as your work is  
concerned,  this  relat ionship is  very much intersected by your 
discovery of  experimental  c inema. And when seeing "A Fi lm About 
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A Father Who",  I  found,  so I  think that we can get into the subject 
of,  when seeing "A Fi lm About A Father",  who I  found it  real ly  
interest ing that in a moment in the f i lm, you and your s ibl ings 
attempt to def ine each of  your parents in relat ion to grammar.  
Your mother,  you say is  points and commas,  whi le your father is  
only exclamation and question marks.  You also say that your 
mother taught you that grammar was worth understanding,  
because as you say,  once you had grammar,  you had total  
transparency.  So I 'd l ike to show this  c l ip and then maybe you talk 
about in your f i lms relat ionship between writ ing and f i lming.  

Lynne Sachs:  Could I  just  say one thing about Gunvor Nelson? 

 L ibertad Gi l ls :  Yes,  please.  

Lynne Sachs:  Yeah,  sure,  so I  met Carolee,  Barbara,  and in Gunvor with a 
complete lack of  intention,  I  just  wanted to spend t ime with these 
three women I  admired so much,  who had taught me, not always in 
the tradit ional  ways Gunvor did as a professor of  mine in art  
school,  but as role models,  as people I  watched in terms of  how 
they engage with their  community,  with young people,  through 
their  pract ice as they traveled with their  work,  I  just  wanted to 
have t ime with them. And I  asked each of  them if  I  could come to 
their  home to spend t ime with them, we actual ly  ended up having 
a couple of  different s lumber part ies.  And then at  a certain point,  I  
decided to put i t  a l l  together.  So it  was not a plan,  but i t  was kind 
of  l ike a gift  to them to be in the same structure.  

Lynne Sachs:  But I  wanted to say one thing about Gunvor Nelson,  who is  a  
Swedish f i lmmaker,  she's  actual ly  the only woman of  the three 
who's  st i l l  a l ive.  She's  in her early  '90s now. She l ived in the 
United States for 40 years and then she was invited to go back to 
Sweden by the Swedish Government.  And they said,  come back to 
Sweden, we' l l  support you,  we' l l  g ive you a house in the town 
where you grew up and you can continue to make your art .  So I  
went v is it  Gunvor with the intention of  spending t ime with her and 
shooting with her.  And I  just  wanted to share a couple of  things 
that I  learned from her,  I  was writ ing a note to myself  about i t  as  
you chose those c l ips.  

Lynne Sachs:  F irst  of  a l l ,  I  asked her i f  I  could shoot in her garden.  So I  was sort  
of  fol lowing her hand as she moved the plants and was touching 
different f lowers.  And then she said to me, "Lynne,  why are you 
always shooting the l iv ing f lowers? The dead ones are so much 
more interest ing."  And it  was l ike this  revelat ion to me, i t  was l ike 
a parable for everything that you should do.  You shouldn't  be 
drawn just  to the birthday part ies in people's  l ives,  you should be 
drawn to the moments in which they're driv ing from their  school  
to their  home after a long,  hard day or just  a l l  those in between 
moments where people reveal  things or where you feel  loss,  not 
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just  where you're showing your best  s ide,  l ike a f lower shows its  
best  s ide in vase,  but what about those other t imes? So that was 
something I  real ly  learned from her.  And I  a lso wanted to say 
something about shooting with Gunvor was also chal lenging in a 
way,  because she wasn't  real ly  comfortable being in front of  a 
camera at  that point in her l i fe.  

Lynne Sachs:  So it  wasn't  so much that I  had to convince her,  I  had to respect 
her as an art ist .  And once she had the camera which you saw at 
the end of  the scene,  she was taking pictures of  me, there became 
more of  an exchange,  a k ind of  correspondence between the 
lenses.  So she was doing something about in a way,  and I  was 
doing something about her and we were equals,  and that's  been a 
way of  working that I 've tr ied to maybe model  ever s ince,  to ask 
people who are in front of  my camera to give something of  their  
spir it ,  their  intel lect,  their  contr ibution to the process.  And it  was 
only in that way that I  began to actual ly  have the abi l i ty  to see her 
face and to see her not just  as my subject,  but as a person in the 
same moment of  observation as I  was.  So I  just  wanted to share 
that about the c l ip,  the real ly  interest ing c l ip,  interest ing,  because 
she was so hesitant and I  had to f ind a way to reach her.  

 L ibertad Gi l ls :  Thank you so much for sharing that.  And It 's  real ly  very interest ing 
that you can learn not just  from your teachers,  but also the people 
that you f i lm, in this  case,  she was also your teacher and a subject  
of  your f i lm, i t 's  someone that you f i lmed. And so we also learn 
from the people that we are f i lming.  I  think that 's  real ly,  wel l ,  i f  
we're making f i lms in this  way as you do,  which is  l istening and 
real ly  paying attention to how the subject  is  responding to the 
camera,  to our presence.  This  makes me think about something 
that 's  a lso in "A Fi lm About A Father Who",  before we watched this  
c l ip that I  had selected where your father's  f i lming you,  and he 
says,  "What are you working on?" And you said,  wel l ,  before I  
made a f i lm about looking inward,  then a f i lm about looking 
outward,  and now I 'm doing l ike a l i tt le  bit  of  both,  or  both at  the 
same t ime or something.  And so I  think that 's  interest ing because 
you have f i lms that are l ike very personal  and then ones where 
you're looking outward.  And it  seems that looking outward also 
makes you look inward as a f i lmmaker.  

Lynne Sachs:  And actual ly  the looking inward f i lm is  in the Camara Lucida 
program, it 's  "House of  Science".  "The House of  Science:  Museum 
of False Facts"  was al l  about my diar ies and my body,  and also 
other women's experiences as women in the world.  But i t  was very 
introspective,  i t  was my most v isceral  f i lm ever.  So I  k ind of  
needed to escape looking at  me, me, me, and I 've thought,  wel l ,  
look at  somebody else who's  also important to me. And so it 's  
real ly  perfect  t iming that you mentioned that c l ip,  that 
conversation I  had with my dad,  because I  shot that scene 30 years 
ago r ight when I  f inished "The House of  Science".  
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 L ibertad Gi l ls :  Oh,  so you were speaking about that movie in part icular? 

Lynne Sachs:  Yes.  I  was speaking about that movie,  exact ly.  

 L ibertad Gi l ls :  Now let 's  see this  c l ip from "A Fi lm About A Father Who",  which is  
Lynne's  most recent f i lm, and is  avai lable r ight now in Camara 
Lucida.  

Voice of  Lynne . . . :  Dear mom and dad,  i t  is  now 10:00 PM, and I 'm real ly  t ired.  I  went 
to school  from 6:00 to 7:30 and then ate dinner.  Then I  had a lot  
of  work to do at  the off ice,  and I  came back here unti l  now. This  
was real ly  a busy day,  so that I  could have peace in my family to 
be,  please don't  mention anything more about l inens,  pi l lows,  et  
cetera.  But I  move into an apartment with Diane next August and I  
am missing anything at  the t ime, I  would appreciate those gifts .  

 L ibertad Gi l ls :  So I  think that the c l ip maybe was not able. . .  I t 's  going to be f ixed 
so we can watch it  in a couple of  minutes,  because I  think we 
could hear i t  but we couldn't  see it? Maybe whi le we wait  for  the 
c l ip to be ready,  maybe you could tel l  us a l i tt le  bit  about your 
decis ion to make this  f i lm. 

Lynne Sachs:  Sure.  

 L ibertad Gi l ls :  Precisely that question about looking inward and outward,  because 
I  feel  l ike many t imes when we f i lm our own family  members and 
our brothers and s isters,  because real ly  your whole family,  your 
entire family,  a l l  of  your brothers and s isters,  a l l  seven of  them. 

Lynne Sachs:  Actual ly  nine.  

 L ibertad Gi l ls :  Nine of  them. I  felt  l ike I  was missing a few. 

Lynne Sachs:  Wel l ,  no,  no,  but I  thought i t  was seven for a long t ime. 

 L ibertad Gi l ls :  Yeah,  exactly.  So i t 's  you say seven I  think many t imes in the f i lm, 
but i t 's  nine? So sometimes when we're f i lming our own family,  i t 's  
a  l i tt le bit  of  looking outward and inward,  because they're so much 
a part  of  us and who we are.  And so to speak about a family  
member,  so to speak about ourselves in a way.  

Lynne Sachs:  So there's  both a convention of  shooting home movies that people 
have been doing s ince the invention of  the camera,  i t 's  this  idea of  
creating a souvenir,  something that gives you usual ly  access to 
those happy turning points in l i fe.  And most of  us don't  
necessari ly  want to savor something that has caused anguish or 
something that is  l ike steeped in ambivalence.  L ike,  I  don't  real ly  
know what this  means,  but I 'm going to go to bed tonight and 
hopeful ly  i t  wi l l  be better tomorrow. But i f  you're using a camera 
at  a l l  those different points,  then you actual ly  are able to stop 
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analyzing the rhetoric  of  every event.  And you just  think the 
camera is  an extension of  my eye,  of  my presence.  

Lynne Sachs:  So I  was basical ly  f i lming al l  the t ime. I t  meant i f  we were at  a 
family  dinner,  I  would sometimes be a l i tt le  resentful  against  
myself  because I  couldn't  eat dinner because I  would be f i lming.  
And there were so always something that I  thought I 'd rather be 
doing.  But after a couple of  decades of  shooting al l  the t ime, I  
thought I  just  have to f inish this ,  we have an expression,  get i t  out 
of  your system. And I  didn't  real ly  think that i t  was going to be a 
f i lm that would travel  as much as i t  has.  Now, I  actual ly  f inished 
the f i lm in 2020,  and then it  had my f irst  ever feature f i lm 
distr ibution,  and it  was during the pandemic,  so it  was in v irtual  
c inemas,  but i t  was in maybe 40 different theaters around the 
United States and in Europe,  now it 's  in Ecuador.  Excuse me. 

 L ibertad Gi l ls :  Bless you.  

Lynne Sachs:  But I  didn't  ever antic ipate that.  And perhaps one of  the lessons 
I 've learned is  that i f  you try to think too much about your 
audience and wi l l  there even be an audience,  then you start  to 
censor yourself.  So instead I  just  said this  is  something that I  need 
to do in a very immediate way,  I  need to do it  so that I  can actual ly  
move from being a chi ld and a daughter,  to being an adult ,  even at  
this  age.  I  want to keep thinking about being a daughter,  but I  a lso 
need to c lose that period of  my l i fe and recognize that I  found a 
k ind of  maturity.  And so that 's  why I  actual ly  a l lowed myself  to 
write,  as you said,  to write about both forgiveness and rage,  and I  
have versions of  this  f i lm that have both.  Or no,  excuse me, that 
have mostly  one or mostly  the other,  and I  had to al low for that 
ful l  gamut of  experience.  And I  think that 's  been one of  the 
reasons people have connected with this  f i lm,  because al l  of  us are 
trying to grapple with,  you used the word,  the grammar of  this  
hermetic  space,  which is  our family.  

 L ibertad Gi l ls :  And so how many versions of  this  f i lm did you have? I  think you 
mentioned- 

Lynne Sachs:  I  worked with a wonderful  woman who had been a student of  mine 
and that now she's  a great art ist ,  I  think and editor,  her name is  
Rebecca Shapass.  So once we started working together,  she 
insisted that I  stopped censoring myself  a l l  the t ime. L ike,  "No,  we 
can't  put this  in."  Or "Oh, this  part  is  so bad."  Or,  "Oh,  I  need to 
explain this  part  al l  the t ime."  And once I  started to just  look for 
more conceptual  relat ionships between the scenes and the ideas,  I  
think we probably had 36 or 37 versions of  the cut,  but I  spent one 
year edit ing the f i lm as i f  i t  were 12 experimental  f i lms.  That's  why 
it 's  so t imely that I 'm showing it  at  Camara Lucida.  So we created 
something that worked in three minute bursts.  Now I 'm wondering 
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i f  maybe,  oh,  do you know if  he's  able to show the f i lm yet? Or do 
we know? 

 L ibertad Gi l ls :  I 'm not sure.  

Lynne Sachs:   

 L ibertad Gi l ls :  I  think so.  Yes.  

Lynne Sachs:  Okay.  

 L ibertad Gi l ls :  Yes.  

Lynne Sachs:  Now we're going to show a scene in which I 'm talk ing with,  I  think 
i t 's  the one where I 'm talk ing with my brother and s ister about 
grammar,  but everybody,  when you hear the word grammar,  you're 
probably yawn, but i t 's  more about how we communicate with 
each other.  

I ra ( in f i lm cl . . . :  Had a bal last  of  our very stable,  very tradit ional  mom, who was 
providing an example that was much more l inear to them. 

Lynne Sachs ( in. . . :  And stable.  

I ra ( in f i lm cl . . . :  And stable.  

Lynne Sachs:  There were no quest ion marks when you were in that house.  And 
when dad's  there it  was al l  quest ion marks,  we didn't  know what 
could happen. When with mom, there was a sense of  l ike even,  I  
was obsessed with grammar,  but that was grammar was worth 
understanding because once you had grammar,  you had total  
transparency.  And mom understood the grammar- 

Dana ( in f i lm c. . . :  Dad's  l ike,  there's  no grammar,  wel l ,  there's  was punctuation.  

Lynne Sachs ( in. . . :  Exclamation marks.  

Dana ( in f i lm c. . . :  And quest ion marks.  

Lynne Sachs ( in. . . :  Exclamation marks and quest ion marks,  and with mom, we knew 
were periods and commas and the comma, l ike gave you a sense 
of-  

Dana ( in f i lm c. . . :  The pause.  

Lynne Sachs ( in. . . :  Yeah,  you knew where things went and they were. . .  But the thing 
was,  you had the commas and pause and they were exquis ite,  they 
were just  r ight.  And you felt  aff irmed. 

Dana ( in f i lm c. . . :  Wel l ,  she was steady.  And she would keep things in discreet 
pieces,  l i fe  was very,  you knew where the boundaries were.  And 
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his was always opening up into something,  l ike a colon opens to 
something else,  the semi colon- 

Lynne Sachs ( in. . . :  Dad had his  own language and we were expected to speak it .  I  
loved him so much that I  agreed to his  syntax,  his  set  of  rules.  

 L ibertad Gi l ls :  Okay.  So yes,  this  scene,  this  scene seems pointed to me in 
relat ion to your work with words and images as a writer  and 
f i lmmaker.  Your f i lms often feel  free and unbounded, even as 
they're beautiful ly  held together by the edit ing and montage,  i t  is  
as though you have taken both from your mother and your father 
in your personal  use of  f i lm language,  both the support and the 
transparency that you said that grammars permits,  and at  the 
t ime, the possibi l i ty  of  keeping things open,  surpris ing,  and free.  
So I  was wondering i f  this  is  something that you were thinking 
about whi le you were edit ing this  f i lm in part icular,  but also how 
conscious you are as you make a f i lm of  the relat ionship between 
f i lm form and writ ing i tself,  so for example,  do you think about 
punctuation when you're f i lming and edit ing? Do you f i lm for 
punctuation or is  i t  something that you discover more in the 
edit ing process when you look over your footage? These are things 
that I ,  that I 'm wondering after seeing your f i lm which I  enjoyed so 
much.  

Lynne Sachs:  Thank you.  So one of  the things that I  think great things that 
happens in any kind of  photography pract ice,  is  that you are 
capturing an image,  but you don't  a lways know what i t  means.  And 
that's  one of  the things that stops us,  is  we intel lectual ize before 
we col lect.  And i f  we just  a l low ourselves to col lect,  but in a very 
aware state,  then we can take that material .  And the edit ing 
process,  and sort  of  shift  i t  over to,  I  used the word rhetoric  
earl ier,  but to another k ind of  rhetoric,  in this  case,  i t  is  both 
conceptual  and anthropological .  So yes,  you're thinking about your 
family  members,  but you're also thinking about in a,  let 's  say a 
meta way,  how is  i t  that men and women talk,  or  how is  i t  that we 
talk  across generations? How is  i t  that we develop a l inguist ic ,  
let 's  say,  terminology that is  very,  very specif ic ,  not to one 
country,  not to a region,  but to this  entity which is  cal led one 
specif ic  family.  

Lynne Sachs:  And I  saw this  as I  was making the f i lm, for  example,  there's  an 
expression that we use in Engl ish,  which we cal l  white l ies,  so do 
you know that expression,  a white l ie? A white l ie  is  an untruth,  
but you tel l  a  white l ie  to protect the person to whom you're ly ing.  
So that is  a  l inguist ic ,  cal l  i t  a  trope,  l ike an anthropology,  a trope 
that we develop with almost everyone in our l ives.  I 'm going to tel l  
you a shade of  the truth,  because I  love you.  And I  love you so 
much that I 'm going to protect you from your own real ity.  And we 
do it  a l l  the t ime. And it 's  not l ike i t 's  a  bad thing,  i t 's  just  part  of  
our mode of  communication.  
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Lynne Sachs:  And so in thinking about that and thinking about secrets being 
told,  secrets are a k ind of  addit ional  level  of  l inguist ic  exchange.  
We keep one secret from one person,  but we tel l  another,  so is  i t  
real ly  a secret or  is  i t  just  transact ional  communicat ion? I 'm 
sounding real ly  cold.  But so with my mom and dad,  people ask me 
this  quest ion,  I  bet you've been asked a hundred t imes or a 
thousand to yourselves,  l ike how are you a l i tt le  bit  a  part  of  your 
mother and how are you part  of  your father? And often we're 
asked that quest ion in terms of  DNA, wel l ,  I  have my father's  nose,  
but I  have my mother's  chin or something kind of  physical .  But 
also it  k ind of  runs deeper than that.  And we're always cult ivat ing 
that,  how am I  composite of  these two human beings? And it  can 
take a long t ime to f igure out.  And also sometimes we don't  want 
any part  of  one parent,  we're trying to c leanse ourselves of  that.  

Lynne Sachs:  So I  didn't  real ly  understand that unti l  I  was s itt ing on that bed 
with my s ister,  Dana,  and my brother,  Ira.  And actual ly  my husband 
Mark was f i lming.  And I 'm basical ly  dressed in my pajamas because 
I  wasn't  even intending to be in the f i lm, I  was going to just  f i lm 
with my s ister and brother.  So they look very nice and I  look real ly  
shabby,  but I  had to kind of  go with the f low. And as we were 
talk ing and gett ing that energy together,  I  think the camera made 
us f ind something new about our relat ionship,  l ike f ind out,  oh,  
mom is  periods commas,  and semicolons.  And dad is  l ike a colon 
and then our big announcement and a. . .  So found it  out there,  i t  
was often [ inaudible 00:44:58].  And yeah,  I  think it 's  a lso a 
ref lect ion of  my interest  in writ ing.  And you mentioned the word 
punctuation,  which I  love,  and it  made me think about Roland 
Barthes,  seems very t imely s ince he wrote a book cal led Camara 
Lucida.  

 L ibertad Gi l ls :  Yes.  

Lynne Sachs:  That was bri l l iant.  And he used that word punctum. So in the 
punctum is  the thing that sparks you,  that takes you out of  just  
recognit ion or are cognit ive,  acknowledgement that something 
exists  and it  reaches into us,  cal l  i t  into our soul .  And I  think that 
can be shaped through,  you cal led it  punctuation [ inaudible 
00:45:54]. . .  I 'm going to come back to the text  and the same is  
true with a f i lm, part icular ly,  I  think an experimental  f i lm. Because 
for me, experimental  f i lm does not rely  on exposit ion.  I 'm very 
opposed to exposit ion in either documentary or experimental  f i lm, 
as in this  is  the cause and this  is  the effect,  and this  is  the 
context.  I  k ind of  always hope I  don't  have to give al l  that,  I 'm not 
responsible for  i t ,  i t  comes through the material  in a more 
generative and act ivated way.  And I  think documentary in 
part icular  feels  an obl igat ion to exposit ion,  which makes many 
documentaries feel  a  l i tt le  content dr iven rather than formal ly  
radical  or  expressive in terms of  the material .  
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 L ibertad Gi l ls :  And to not have that pressure for exposit ion f i lm also al lows for 
the f i lm maybe to begin r ight away in a sense,  get r id of  a l l  that-  

Lynne Sachs:  I  love that,  I  love that.  I  actual ly  I 'm going to remember,  I 'm glad 
you said,  how can you make a f i lm that begins r ight away? And i f  
you begin r ight away,  I  think you create a k ind of  paradigm that for 
involvement and for pre l ike real ly  extreme presence from your 
audience,  because the audience has to be in k ind of  col laboration 
with you in the process.  

 L ibertad Gi l ls :  Yeah.  Wel l ,  that 's  actual ly  something that I  learned from 
[ inaudible 00:47:58] in his  workshop.  He's  saying,  you have to 
start ,  you just  have to start  i t  and just  forget.  Also,  when we would 
explain what f i lm we were going to make as students in his  c lass,  
and everybody always gives excuses or a big introduction to the 
f i lm that they're making.  And he said,  no,  just  tel l  me the f i lm. So 
it  was just  l ike cut r ight to what i t  is  that you are trying to do in 
the movie.  So yeah,  speaking about experimental  c inema, in 
relat ion to more maybe conventional  documentary forum, I  think 
that i t  was,  i t 's  very interest ing to hear you speak about that every 
f i lm creates i ts  own idiom. And you say that the viewer of  an 
experimental  f i lm wi l l  not necessari ly  speak the language prior to 
entering the theater.  But once the f i lm is  over,  and he or she wi l l  
have been introduced to this  unfamil iar  mode expression.  And you 
cal l  these vocabulary lessons.  

 L ibertad Gi l ls :  And I  real ly  l ike that idea that the spectator is  not necessari ly  
speaking this  language before the f i lm, and the f i lm starts  to 
create this  language as a vocabulary lesson.  I  was wondering how 
do you go about f inding the idiom for each f i lm? Well ,  that 's  a 
very big question I  know, and it  depends on each f i lm. But also 
how is  i t  possible to sustain the language produced by an 
experimental  f i lm? Or is  i t  something that is  reinvented each t ime, 
because you speak of  a c inematic  memory,  which I  real ly  love that 
concept,  I  think it 's  very interest ing to think about.  And I  think 
that you also speak about i t  in relat ionship to the f i lms of  Gunvor 
Nelson,  something that she had spoken about how you create 
c inematic  memory in a f i lm. But what about creating c inematic  
memory across and between f i lms,  is  i t  possible that pneumatic  
memory bui lds over t ime and from one f i lm to another? What do 
you think? 

Lynne Sachs:  Wel l ,  I 'm going to actual ly  speak about a couple of  f i lms that are 
in the program, the Camara Lucida program, because I  came up 
with an idiom that's  actual ly  in "Fi lm About A Father Who",  but i t  
f i rst  started in my f i lm, "Photograph of  Wind".  And that was that 
there's  this  extreme energy between the camera lens and the 
person being photographed, as long as you al low the person being 
photographed to look deeply into the lens,  as i f  the lens is  a  
channel  to your head,  the f i lmmaker's  head.  And so I  started 
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shooting with my adults,  my daughter,  Maya,  when she was s ix  
years old.  And I  asked her to run in c irc les around me. So you 
could say,  i f  you ask your chi ld to run in c irc les around you,  i t 's  
k ind of  l ike having a leash on them. And you'd say,  oh,  you're l ike a 
l i tt le dog running in the c irc le around me. But i t 's  a lso creating 
this  vortex between us,  this  l ike k ind of  momentum, this  very 
physical  act iv ity.  And also I  got very,  very,  very dizzy,  so I  lost  my 
gr ip,  let 's  say,  or  my stature as mom, and she sort  of  gains control .  

Lynne Sachs:  But that f i lm I  made in 2001,  and I  never thought I 'd make it  again.  
But I  fe l l  in love with the process,  I  fe l l  in love with this  idiom of 
asking to people to run in c irc les around me, because I  got to 
think about f i lmmaking in a more epistemological  way,  I  would say.  
To think about f i lm as an act iv ity  in which you were documenting 
t ime in a moment,  but what i f  I  were to do it ,  which I  did in the 
second iterat ion in 2006,  I  f i lmed her at  16.  So then she's  both 
aging and staying the same. And it  became this  big k ind of  
possibi l i ty  of  thinking about the c laiming of  a documentary 
pract ice,  the c laiming that I  was there,  I  witnessed my daughter as 
in any old home movie that you do.  But then I  witness her again,  
not just  because she's  s ix  and 16,  but because she's  moving in 
motion,  we cal l  that horizontal  t ime,  but we're also thinking of  
vert ical  t ime l ike this  notion of  a daughter and the same daughter 
again.  

Lynne Sachs:  And you're thinking about this  associated t ime between a mother 
and her chi ld.  So there's  lots  of  different constructs around t ime. 
And then I  f i lmed it  again.  And the third t ime, which was when she 
was 24,  and I  cal led it  "Maya At 24",  gave me another opportunity 
to think about the medium of f i lm as running 24 frames per 
second whi le just  being a series of  frozen images.  So that was 
actual ly,  and as you used the word idiom, which I  loved,  that was 
l ike a language that we played with,  I  probably was thinking about 
Michael  Apted's  "Seven up",  l ike the notion of  seeing a person 
grow up through the frame. But then there's  another k ind of  
energy,  which is  between a mother and her daughter.  

 L ibertad Gi l ls :  Thank you so much for introducing that because we to show "Maya 
At 24".  So I  think that would be a good,  I  mean,  we could show al l  
three,  I  would love to see al l  three r ight now with everybody,  but I  
think that we should show "Maya At 24",  because it  includes the 
other f i lms in i t  as wel l  in a way.  But i t  is  a  new f i lm. So we wi l l  
see the entire f i lm, which is  f ive minutes,  we wi l l  show it  in a few 
seconds.  

Lynne Sachs:  Fantast ic .  

 L ibertad Gi l ls :  Okay,  thank you.  So before going into one of  the f inal  questions 
before taking questions and comments from the audience.  You 
have cal led "Photograph of  Wind" a c inepoem, and can you talk 
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about what is  a  c inepoem to you? What is  c inepoetry? I  real ly  l ike 
this  term. 

Lynne Sachs:  Oh,  thank you.  Okay,  I 'm trying to come up with a def init ion for 
that doesn't  just  s imply address the obvious,  which is  the length 
of  t ime. But I  think for me, a c inepoem is  an immersion in a k ind 
of  engagement that is  sort  of  l ike a mult i  cut gem where you see 
things from different perspectives,  but you aren't  trying to take it  
into trying to come up with a. . .  Oh gosh,  I 'm kind of  at  a loss for 
words in a way,  because sometimes I  make work that is ,  I  cal l  a  
c inepoem, and it 's  very much addressing poetry,  i t 's  using the 
language,  you hear words,  this  is  one kind of  c inepoem for me. 
And you hear words and the images are in conversation with those 
words.  But other t imes a c inepoem is  completely nonverbal  and 
it 's  suggest ing the kind of  ideas that we often give over to words 
and we say,  wel l ,  the words aren't  necessary in this  case,  we can 
go into a layered space,  layered series of  emotions or responses 
that are completely out of  the verbal  mode of  communication.  

Lynne Sachs:  So it 's  just  a way of  working for me, that is  not dr iven by story,  
let 's  say that.  I 've never real ly  this ,  I  hate to def ine myself  over,  
but I 'm not,  but I 've never real ly  been drawn to storytel l ing for my 
own work,  I  love reading a good novel .  Right now, I 'm reading 
"Pere Goriot"  by Balzac.  I 'd read it  in col lege and I  wanted to 
return to i t .  And it 's  a  fabulous story,  and it 's  very ful l  
descript ions.  But my work is  more about impressions and 
associat ions and not story dr iven.  And so it 's  an al legiance I  have 
to poetry.  Though,  I  don't  l ike in the Engl ish language that when 
we say something is  very every day,  we say i t 's  prosaic,  meaning 
it 's  not subl ime the way poetry is ,  and I  think prose can be 
fantast ic .  So this  is  just  a place where I  feel  at  ease with my work.  
And then especial ly  in the last  couple of  years,  I 've been working 
with a lot  of  poets who maybe I  write a poem or they make an 
image,  or  they make a write a poem and I  make an image,  and 
there's  a k ind of  lovely,  unknown in which we arr ive with 
something new. 

 L ibertad Gi l ls :  I  real ly  l ike that idea about the prosaic  also being beautiful ,  but 
that could also be [ inaudible 01:03:35] of  beauty.  You sort  of  
mentioned it  at  the beginning of  your answer about what would be 
the most obvious thing to not speak about the duration,  but I  
think i t  is  interest ing to speak about the duration of  many of  your 
f i lms.  The other day,  you told me that four is  your favorite number 
and you have a few f i lms that last  four minutes.  And then in the 
f i lm, "A Fi lm About A Father Who" is  a  f i lm that's  about 70 
minutes,  i f  I 'm not mistaken or-  

Lynne Sachs:  74.  
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 L ibertad Gi l ls :  74 minutes.  So here in the context from where we are as a f i lm 
fest ival ,  sometimes you do feel  l ike that there is  certain resistance 
to the short  f i lm format,  for  example,  the national  f i lm funds here 
now exclude short  f i lms from their  categories for funding.  And just  
in general ,  i t 's  perhaps viewed as a forum more for students than 
for f i lmmakers,  there's  a resistance and there's  a lot  of  prejudice 
against  this  short  f i lm format,  and so I  was wondering i f  you could 
tel l  us more about your interest  in the short  f i lm or in the f i lm 
that can last ,  whatever i t  needs to last ,  and what place it  occupies 
in your f i lm making.  Also,  how you're making of  short  f i lms differ  
from your making of  longer f i lms,  including quest ions of  f i lm 
forum, but also perhaps in terms of  f inancing and distr ibution.  
And just  in general ,  why make short  f i lms today when so many 
people seem to think that short  f i lms are not actual ly  f i lms? Or 
there's  a l l  this  resistance? 

Lynne Sachs:  I  real ly  wi l l  say,  honest ly,  I  hope I  never grow up and grow out of  
the short  f i lm, because the f i lm that is  a  few minutes long is  a lso 
as c losely associated to poetry as i t  can be.  And it 's  a lso a k ind of  
test imony to how powerful  just  a few images can be,  that nothing 
is  wasted.  Every image counts and every image has to hold its  own 
weight.  And so I  wi l l  a lways f ind joy making these f i lms of  these 
lengths.  And I  can also say that i t  can be painful  to make a feature 
length f i lm. And it  can be l iberat ing to make a short  f i lm. And 
these days I ' l l  just  say in a pract ical  sense,  there are so many 
places to show short  f i lms because of  the internet,  what happens 
with a shorter f i lm is  that you learn to see your f i lm become 
something new in context of  a program, i t 's  l ike seeing a paint ing 
in a group show in the gal lery,  i t  starts  to pick up through osmosis,  
this  sort  of  [ inaudible 01:06:51],  r igor on f i lm. Al l  of  those things 
happen because the f i lm gives space for other things to happen to 
occur.  

Lynne Sachs:  Now, I  actual ly  just  recently  started working with a woman named 
Maria Vera,  who has a boutique f i lm distr ibution company.  And it 's  
cal led Kino Rebelde.  And she's  actual ly  from Argentina,  but is  now 
working out of  Portugal .  And an Ecuadorian f i lmmaker,  Alexandra 
Cuesta,  who might be on this  talk,  but I  don't  know, both of  us 
have our f i lms there.  And what is  so fantast ic  about Kina Rebelde 
is  that i t  doesn't  just  advocate for the f i lm feature f i lm, i t 's  sort  of  
saying that groups of  f i lms,  for  example,  I  worked real ly  c losely 
with Kino Rebelde on sett ing up this  program at Camara Lucida,  
but i t 's  looking at  the body of  work of  an art ist  she does.  And also 
looks at  how these shorter f i lms can be in communication or 
conversation with other makers around the world.  And so it 's  been 
super excit ing to have found her work,  which was almost a year 
ago,  exact ly,  that I  found Kino Rebelde.  And it 's  been such a great 
f i t  for  my work because of  exact ly  your quest ion,  because it 's  not 
just  the feature,  which takes up a whole evening experience,  i t 's  
about these other k inds of  c inematic  gestures.  
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 L ibertad Gi l ls :  Or the way that these f i lms are screened and how, but i t 's  a  short  
f i lms often shown with other people's  short  f i lms with other short  
f i lms,  so there's  a k ind of  community that can also be created 
through this  f i lm programming as wel l  and the distr ibution of  
these movies.  Just  a f inal  quest ion before going to the audience is  
I  wanted to just  ask you,  a lso because of  the context in which 
we're speaking today,  which is  onl ine,  v irtual ly.  And so I  was 
wondering about this  thing that you've cal led the thingness of  
c inema, that is  what is  essential ly  specif ic  to c inema, for example,  
watching movies in a movie theater and how this  thingness has 
changed for you,  i f  at  a l l .  I  think it  has from what you've just  
mentioned of  Kina Rebelde over these past  almost two years with 
the pandemic.  For example,  today,  as I  said,  we're able to speak 
this  way onl ine and audiences are l istening in not only from 
Ecuador,  but from around South America and al l  other countr ies,  
and also the f i lm fest ival  i tself  is  great in streaming onl ine r ight 
now. So I  was wondering i f  you could talk  a l i tt le  bit  about this  
experience that you've had and maybe how that thingness is  
changing or for you.  

Lynne Sachs:  That is  a  real ly  good and t imely quest ion because the last  two 
years has been so daunting for al l  of  us.  And we could say i t 's  true 
that we've been very,  very isolated,  but in other ways,  we've had 
the opportunit ies to create these virtual  communit ies that are 
very,  very,  very deep,  l ike you and I  knew each other's  work,  
probably I  would say through the internet,  but then we actual ly  
met in person in a cafe in Brooklyn.  And then there's  a f i lmmaker 
from Trinidad who was actual ly  working in Boston,  then our work 
at  – his  name is  Che Applewhaite –and our work showed at  the 
Sheff ie ld Documentary Fest ival .  And then he happened to come to 
New York,  so we took a walk on the Highl ine.  So there was l ike that 
in-presence experience as a result  of  the virtual ,  I  actual ly  wrote 
an essay for the Brooklyn Rai l  about the thingness or about my 
missing the object,  l ike the fact  that I  want to make an object,  l ike 
a paint ing that f i ts  in my hand and then s its  on a shelf  l ike my 
book,  "Year by Year poems".  

Lynne Sachs:  But there's  a lso something,  l ike a magic carpet that I  can send my 
f i lms to you or to a f i lm fest ival  by pressing a button,  and then I 'm 
sharing my spir it ,  my worries,  my fai lures with you.  And there's  
a lso the teaching that 's  happened,  because I 've read in your bio 
that you worked with Christopher Harr is .  And Christopher and I  
met each other,  at  f i rst ,  he wrote about a f i lm I  made in 2001 
cal led " Invest igat ion of  a F lame".  Then we actual ly  met in person,  
now we're actual ly  in the process of  working with some emerging 
curators through Canyon Cinema. So al l  of  that,  did you meet 
Christopher in person or did you meet v irtual? 
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 L ibertad Gi l ls :  Chris  in person Because I  went to screening on his  f i lms at  NYU. 
But hardly in person,  and then onl ine in a col lab through 
UnionDocs.  

Lynne Sachs:  Yeah,  so we're al l  learning to accept,  I  would say the warmth that 
can happen through the virtual ,  not to just  see it  as the last  
choice,  but to see it  as a very immersive experience that's  a l l  
about speech.  I 'm sort  of  saying,  oh,  I  make c inepoems, and we 
don't  depend on words,  but this  real ly  depends on speech.  I  
art iculate an idea and you hear i t .  And when I  think about Spanish,  
when you learn the difference between [foreign language 
01:12:59] and [foreign language 01:13:01],  l ike what is  the 
difference between l istening and hearing,  or  l istening,  which 
means to understand and l isten and just  to hear and be aware,  and 
we do both.  And I  would say through the virtual ,  we've learned to 
acknowledge that we give that back to each other,  the very act ive 
receding of  other people's  work and the engagement with i t ,  and 
that i t  happens on mult iple levels.  Actual ly,  i t 's  funny because I 'm 
notic ing that I 'm speaking to you with my hands a lot,  which 
people l ike on CNN, have you noticed they never used their  hands.  
L ike this .  So I  feel  l ike I 'm speaking to you as i f  you're just  s itt ing 
across the table in the cafe in Brooklyn.  

 L ibertad Gi l ls :  Yeah,  in Cafe Lulu.  

Lynne Sachs:  Yes.  

 L ibertad Gi l ls :  So we have also a surprise for  the audience that Lynne and I  were 
speaking before about opening up these f i lms that Lynne made in 
South America.  So "Con Viento En El  Pelo",  a  f i lm that Lynne 
f i lmed in Argentina in 2010 wi l l  be avai lable onl ine.  And we wi l l  
put the l ink in the chat for today.  And the other f i lm, I  think that 
we wi l l  a lso share,  because these are both f i lms that are f i lmed in 
Spanish language.  And so wi l l  be of  a special  interest  for our 
v iewers in Ecuador,  in South America.  Is  a  f i lm that you made in 
Uruguay in a workshop.  And "Caudro Por Cuadro",  I  can't  recal l  the 
t it le  r ight now. 

Lynne Sachs:  I  think i t 's  "Caudro Por Cuadro".  

 L ibertad Gi l ls :  "Caudro Por Cuadro".  

Lynne Sachs:  Is  that frame by frame, is  that a good- 

 L ibertad Gi l ls :  Frame by frame, yes,  made in Uruguay,  so hopeful ly  one day we 
wi l l  have a f i lm of  yours also made in Ecuador and that would be 
wonderful .  So I  don't  know r ight now, i f  we can take some 
questions or comments from viewers watching.  

Lynne Sachs:  So they' l l  write them on Facebook,  is  that correct? 
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 L ibertad Gi l ls :  Yes.  

Lynne Sachs:  Okay.  

 L ibertad Gi l ls :  So one second to see- 

Lynne Sachs:  Aren't  we high tech.  

 L ibertad Gi l ls :  Let  see,  so that people can feel  a lso that they are a part  of  this .  I  
had seen some comments,  yes,  so there are many hel los,  l ike just  
people-  

Lynne Sachs:  Ola.  

 L ibertad Gi l ls :  . . .  saying hi  to Lynne,  including Bruno Varela,  a  Mexican [crosstalk  
01:16:01].  

Lynne Sachs:  There's  a tr ibute to Bruno's  work r ight now. And because of  
Camara Lucida,  we've now watched each other's  work,  that 's  l ike a 
perfect  example of  the virtual  br inging us together,  we kind of  l ike 
wrote each other in this  sort  of  Facebook message way,  and then 
we decided to send each other our f i lms.  And so i f  you send the 
kind of  f i lms that we make to each other,  you're entering someone 
else's  head very quickly,  immediately l ike Kera [ inaudible 01:16:34] 
said,  "We're just  thrown r ight in."  

 L ibertad Gi l ls :  Actual ly  the idea for this  talk  came to us whi le we were s itt ing 
with Bruno in a cafe,  and we were talk ing and we were thinking 
that we should do this .  And then we said,  okay,  let 's  just  do this .  
The presence is  a lso important sometimes for that k ind of  
inspirat ion that can happen.  But I  know that there was a reading,  
there was a [foreign language 01:17:03] from Alexandra Cuesta,  as 
you mentioned.  And also Lucia Romero,  another f i lmmaker from 
Tito,  and Lus Arana.  So people are very excited to-  

Lynne Sachs:  Wel l ,  something about Alejandro's  or  Alex's  or  whatever you might 
say,  Alexandra f i lms,  because she spent a lot  of  t ime in the United 
States.  And that's  a lways a gift  when you see someone from 
another country who has immersed herself.  So for such a long 
period of  t ime, and to see,  in this  case,  the West Coast,  
part icular ly  Los Angeles,  she has a way of  seeing Los Angeles,  
which is  so different from the way that is  shared to the rest  of  the 
world through Hol lywood, i t 's  a  k ind of  confrontat ion in a del icate 
way,  with the more conventional  images of  what is  culture in 
America.  I  real ly  would love her very observant eye,  her sensit iv ity  
to those people who don't  have access to al l  the gl i tz  and gold and 
big houses and fancy makeup that people associate with Beverly 
Hi l ls ,  and Los Angeles,  and Hol lywood. And I  feel  l ike her work is  
k ind of  opened up to her v iewers,  her audience,  a way of  seeing a 
part  of  America,  in this  case,  the West Coast,  the Southwest,  in a 
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real ly  reveal ing and beautiful ,  I  mean,  beautiful  in a compel l ing 
way,  beautiful  way.  

 L ibertad Gi l ls :  Those kind of  crossovers between countr ies and ways of  looking at  
each other at  one another from different point of  v iews is  very 
interest ing.  So I  just  want to thank you so much,  Lynne,  for  your 
t ime, for your generosity,  for  just  l ike your joy,  because it  comes 
through in your f i lms and it 's  coming through r ight now in this  
conversation.  And I  want to thank Francisco Alvarez,  and the 
director of  Camara Lucida for organiz ing this  conversation.  And 
also for being l ike behind the scenes r ight now, putt ing al l  the 
c l ips in order and doing al l  of  that we're not actual ly  seeing,  we're 
not seeing the behind the scenes,  but he's  doing that I  know. 

Lynne Sachs:  I  could say something about Camara Lucida,  and Francisco's  work.  
Yes,  the f i lm fest ival  is  based in Ecuador and the streaming part  of  
i t  is  accessible to people in Ecuador,  but in our,  cal l  i t  g lobal  
experimental  f i lm community,  this  fest ival  is  so respected and so 
important in the ways that we look,  i f  we look at  the website for 
example for Camara Lucida,  we see what's  going on al l  over the 
world.  We see what people are concerned about,  what people are 
doing with the 16 mil l imeter hand processing,  l ike your work.  We 
see al l  the adventures and the r isks and the radical  ways that this  
f ie ld is  being pushed in so many different direct ions.  

Lynne Sachs:  And again,  because each program at Camara Lucida is  curated,  i t 's  
not just  programmed, i t 's  curated to create relat ionships and to 
bring out the best in each f i lm as i t  relates to the other f i lms.  So I  
just  want to say that I 've admired this  fest ival  for  years,  so i t  is  
such a l ike real ly  profound gift  to me to have so many of  my f i lms 
avai lable.  And now you and I  have just  added two that we' l l  e ither 
put onl ine or we' l l  just  share the l inks for those f i lms,  the one 
shot in Argentina and the one shot in Uruguay.  So thank you so 
much for al lowing me to be a part.  

 L ibertad Gi l ls :  Thank you so much,  Lynne.  Also,  I  just  wanted to say that there 
wi l l  be a talk  tomorrow with Bruno Varela at  seven o'c lock,  a lso on 
Facebook L ive for the f i lm fest ival .  And yes,  just  thank you so 
much.  And you're always welcomed to Ecuador,  and we hope that 
you can come soon.  I t  would be very nice to. . .  You are also doing a 
lot  of  teaching,  a lot  of  workshops and poetry and f i lmmaking,  
which is  very interest ing,  and it  would be nice to share that also 
with the viewers,  perhaps in the l ink,  we can extend whenever 
there's  a workshop,  I  think that would be very interest ing.  

Lynne Sachs:  That would be great.  We should do something together,  I  real ly  
love the f i lm that you made with the birds and the textures.  And I  
just  got a chance to see L ibertad's  work,  so this  has real ly  been an 
exchange,  next t ime I  get to ask you questions.  
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 L ibertad Gi l ls :  That's  a  deal .  And yeah,  I  would love to make a f i lm with you,  
that 'd be an honor for me. Thank you so much,  and thank you to 
everybody who has tuned in to l isten to us and watch us today.  
And we remind you that Lynne's  f i lms wi l l  be avai lable unti l  Sunday 
in Ecuador.  And many of  your f i lms are also avai lable on Vimeo and 
on your website.  So this  is  an invitat ion for everybody watching to 
continue to enjoy and to see Lynne's  work.  

Lynne Sachs:  And i f  you have quest ions about any of  the f i lms or just  thoughts,  
you can also actual ly  write to me via my website.  

 L ibertad Gi l ls :  Great,  thank you for that.  

Lynne Sachs:  Bye,  bye everybody.  

 L ibertad Gi l ls :  Bye.  
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