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VHS
VIDEO HOME SYSTEM
(2010)

TECHNICAL DETAILS

HD video, 16:8, color, mono sound, 38 min,,
The Netherlands - Portugal

CREDITS

Written and directed by: Salomé Lamas
Production: Salamé Lamas
Cinematography: Salomié Lamas
Sound and mix; Bruno Moreira

Editing: Salomé Lamas

With: Cristina Lamas, Salomé Lamas
Support: Sandberg Instituut

THEATER OF THE WORLD
by Salomé Lamas & Monica Savirén
Edited by Stephen Broomer

MOMNICA SAVIRON “Tell me what you
want ma to be, how you want me to be. |
can be that. | can bae anything! You tell me,”
cries Gena Rowland's character to Peter
Falk In A Woman Under the influence (Jobhn
Cassavetes, 1874). Filmmaker Salomé Lamas
admits to be governed by such an authority
whan her mather video-recorded her as a little
@irl. Twenty years later, Lamas’ work is shown
at galleries and festivals around the world, It
subtly but fiercely rebels against conventions
of duratlon, rhwthm. supposed clarity, struc-
ture, visual convictions, assumed roles, and
rules. She exposes the cinematic language
as a tool not only for transgression, but also
for confusion. Her threa-channel installation
Theatrum Orbis Terrarum (2013, 26 min.), and
her videos Encounters with Landscape 3x
{2012, 28 min.). VH5 - Video Home System
(2010, 38 min.); and Fall § (2071, 1 min.} are ex-
emplars of aristic defiance. In this conversa-
tian, we will get to know more about her, and
tha literary, philosophical, and filmic referenc-
@5 that articulate her work.

The way | interpret your installations, but
also the rest of your video work, |s that they
problematize sesing as a way of knowing.
Merely |ooking, or doing so quickly, s nat
enough. We must continue working, ower
fime, to be able to see. At a tme when all
seems to be rushed and superficial, you make
us stare at time, at the passing of time. For
me, the complexity of your work frustrates the
presumption that recognition is simple, imme-
diste, and in the viewer's contral—as in Latin,
damnat quod non inteligunt: they condemn
‘what they do not understand.,

SALOME LAMAS | guess one

axhibition design. Today we
:nrf:imm;-mm the mako-believe, and the plauss
1AL SR languaipe of Mg ek & authanticity. Nonfiction cine-
languoge. | personally e to reflect ma, the of doo
what is at stake in that process. For me, wﬂhlﬂuﬁltmiuﬂ I" 'mh”
distinguishas an image from s

P TR e iy because it is construcied upon
logical sssance Is its historical mark, paaiity... f we are to build a brick wall srected

MS  What do you mean by that? [I

ent, containing on a higher level the mark of
the critical moment (borrowing fram Waker

reality, Images have extraordinary

qualities, and | believe that simultaneously present in fiction films.
less becoming gets extended hmﬂm““m;hh—
My work dwells on & couple tentions are the same, the way 10 address
One of these lines could be understood  reality is the same, only the formats and ex-
some kind of flexible account upon the * hibition displays are different. | usually invite
tion of fimit - border - margin. a designer to outline the gallery space. I'm
with crystal-images, and crystal-images Wy picky with bearmers and the mechinery
unpredictable. Images contain ; used, and try to direct and predict the spec-
se1 traps and many times we are asked if tators’ movements., etc. i is fun.
:nmmrrm“m.lhn i S
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' (Theater of the The tithe
el L s ' v
ing. basides being the work of & lines. that the author had drawn. This map
is 8iso an act of falth and that sach “"mﬂﬂw""‘:“’"‘""
able to communicate its duration in ju Abraham Ortelius in Beigium. He conclud

| also believe in honesty, and if your aim

1o challenge or even to trick the viewer, you
Mmmﬂ,:“'mmm,mmw“ i 85 of the ocean as @ medium that not only
brings objects to the surface, but also bumps
‘againgt the rocks on the shore, eroding them
over time, changing the sketching lines of
those divisions. Nothing is really defined or
dafinitive. | feal that in your work you like to
Present a situation or a landscape and ask.

“look, is this a map or a labyrinth?”

BL Maps, among other things, are pictori-
4l reflections of anthropocentrism. Like the
Colourful banners that bear the title of the
“&shibition, drawing homographs in the air.
Maps devise coded messages that are then
Exposed to the entropy of the elements.
‘The spaces dreamed up in Theatrum Orixs
3 act as a map made of Memories.

MS m:mmmmuﬂm..
great part, with form, | would say that your
videos and installations have a sofidly st

in half and placed discreatly ot both ands of
the map 50 that it would not frighten American
mmnmmmmm
of Geography in Moscow printed an

iy different map. On it in the middia, in the
central spot we would find the former Soviet
Union, which was so big that overwhelmed us
with its expanse; America on the other hand,
was cut in half and placed discrestly at both
ands 50 that Russian children would rot think:
“My God! How large this America is!” Thess
two maps have been shaping twe differsnt vi-
sions of the workd for ganerations.

MS | take it that. in this video, you criticize
archives as sites of resistance, that they are
not & reliable representation of the past. es-
pecially in colonial countries and other Jones
of conflict. | remember working as an archi-
val ressarcher for documentary flmmakers
in Europe. Often. these audios. texts. and im-
sges only existed in the archives of the politi-
cal parties, where the bureaucratic cbstacles
1o get to these materials were intermal. Once
you got sccess 1o the documents, if you did
not pay attention. one would never see that
the photographs had been, for instance, rad-
icalty manipulated in the dark room, and the
captions described the names of peopla who
were nol pictured, or vice Versa.

SL The winning parties’ archives. | assuma.
MS Al sides. | must admit.
SL What is entitled to be preserved?
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Wa cannot broak away history from trauma. (s being described by the only o
There are incredibly beautitul archive proj-  in the film. In Eidorado XXI, the
ects around the world. As o kid, and still tlo-  hour trance-like shot captures the
day, whanever | visit a foreign country | look  with ita orchestrated musical c
for the national archive, Accessibility differs  though there is actually no m
anormausly from country to country. Yot we, if  there is the sound construction that
thara is still & “we” to protect, cannot forget..,  itly creates spatial chambers
with a patchwork of personal
MS At some polnt in your work Theatrum  radio shows, etc. The genesis
Orbis Terrarum, the main character, inter- Mpl-c‘hduqummlhﬂlmm
prated by Portuguese actress Ana Maoreira  lation that the Serralves Museum o %
(Miguel Gomes™ Tabu, 20121 comments, “| duced for a solo show in early 2015 g
can't look st the sea too long, otherwise | location scouting in late 204, You n
lose interest in what happens on land"—as it me realize that in Theatrum Orbis
leoking ware misleading... thi soundurack is artificial and over the
we are editing the film Extinction, "
SL Working with Ana Mereira was incred- collaborate with composer Andraia P
ibly rewarding. Sha is first known by her Correla. Also recently, Pinto Correis e
acclaimed roles in Teresa Villaverde's films. upwmhidunflmnwlm =:
Thers were anly & couple of guidelines giv-  mono dramal, and thers might be a ¢l
en before the shooting, and we worked for  that | will be working on 8 etage work with
just two days. Ana's character is a witness. a symphonic archestra in a nearby future,

i wandarar. She works as a sort of shaman

figure, or an orchestra conductor in an imag- M5 In your video Encounters with
inary territory: first, at a geological museum  scape Ix, a three-part dislogue with nat
where she is preached to by a professor, you speak to yourself in the third person
casting @ spell on an unpredictable, alienat- through this strategy, you become & charas
od, voyage; then, at a decadent Tiki lounge.  ter in a play, Each story is a kind of game,
The sentence “| can't ook at the sea too long,  don't really know wio is filming, what ex
otherwise | lose Intarest in what happens on  is being filmed, and the video ends with &, °
land” is stolen straight out from Michelangelo  ba continued™, message. It is as if the
Antonioni’s Aed Desert (1865), For my char-  maker were giving away her powar. For m
acter the meaning might be about a strong  there is a question in this work about
desire for getiing last in tha maze... happens during the times (in the. story,

in lifa} when the image is & black screen,
MS  The way that you and your collsbora-  sound does not axist. The spectator neec
tors work with sound seems to also be a way  figure out how 1o arrange the puzzie.

chosen by those representing. Somehow, for  SL  The stories in this video take place ¥
ma, sound helps to translate visual demarca-  Azores, a Portuguese Island in the
tions into experiences, like in your installation  the Atantic Ocean. | recalled soma
Mount Ananea (5853) (2015), a silent exhibd- on the sublime, Ammwﬁmﬂ
tion except for two vinyl records that can be  scape, | realized that | coukd
played individually near the screens. If | got  preconceive the sublime, but could not fee
it right, the images of this show were part It.ﬂuthdmlniqumwlll'

of the documantation for your feature film of sensibility? The film deals with di
Eldorado XX! (2018). with the inscription of the human body in'

SL Thanks for pointing it out. | have a hard  reality as a playground. Also my hume

war. | always had, even when playing violin 1o fork into two dimensions, the slapstick
as a kid, for which | absolutely had no talent,  the highbrow, i
In opposition, | have slways been extremely  present in Encounters with Landscape =
visual. Maybe that is why | never recognized the first elemant. There are two €€

that sound might play a key role in my work.  sequences, and a third that is
Yes, you are right, i | quickly browse the hi:.uum-qi:n-mqm-—ifﬂ
works we have been naming here and also  tableaux contained fragile conmect
my two features, sound plays a decisive role. vul:anuhnd.h-n}upruuﬂll
Terra de Ningugm (Mo Man's Land, 2012 is  is an unaccomplished scene 1o be G0
Bﬁmmﬂuﬂdﬂdmwd:m lumuaqa, Am | decoding or encoding reality?

duc:ripu:m that might lead the wiewar
to violant images, even more viclent and MS It makes me think of Radl Rul
painful than if | had u.BIr what  Walter Benjamin: “A dust-cloud of med

“llmmﬁunﬂunuuhgm
equal the original is not fair. It is whan |
Image crystalizes, that it achieves the If
Sion of truth. Only then is the image non-named, and their sub-sequential trans-
d o be autonomous and in parallel lations. as many transistions as languages.
TPEtition with life. It is unique and etemnal, Can we ses my fall into the landscape in
reality can be banal.. | guess that the  Encounters with Landscape 3x as a fall into
% i more parfect as much as it is harder  language? Funny.
lify its original referent. A film is not a What about tha “tall of men™ being 2 fall
epresentation; it is the idea in transla-  into language? What about the Babel Tower?
mm‘mﬂnﬁ Well, Joyce was certainly busy with that...
& mistaken definition of documentary, Also where at times there is the idea that
" tha idea of film as mirroring is accept- i
% false. Jean Rouch, in an interview for the writer of] the language. Regarding your
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jess signs capable of conspiring against visu- Fim Comment magazine, exemplifies this
al convictions™ (Poatics of Cinema, Editions | go on the subway, | look at it and | note
p.m-awn.p 32). There is a book by Rutz  that the subway s dirty and that people are
fascinates me. in fact, it s bored-<that’s not a film. | go on the subway

two books in one: The Book of Disappear-  and | say to mysell ‘these people are bored.
#Jmhﬂﬂrmimuuk why? What's happening. what are they doing
Viir, 2005). One of the books procesds on  here? Why do they accept it? Why don't thay
tha right side or page, and the other on the  smash the subway? Why do they sit here go-
Jjaft. being this side displayed from the back  ing over the same route everyday? At that
farwards, and in-reverse image—just like film  momant you can make a film." The rise of

the Institute of Contemporary Art  and distant, binding the scene and the theat-
Boston. In the handout of the show, Ruiz  rical. contemporary documentaries push us
described its theme as “the total exclusion  to consider: what do | watch on the scene. do

share the same teritory.” MS | like the idea of gravity in your work,
| love that this was his first museum work,  of going against the current, Sisyphus’ strug-
ﬂmnhﬂhmmmm ghe, the interplay ol forces. Correct me if |
m&mmlmw&lﬂm am wrong, but | get the sense that falling,
n adition translated in English.

Rt is & baautiful book. Thank you for the git.  mentary on humankind that we can get from

pain during a fire at
h Mnm-hmﬂhcm

Instead, there is a humorous pirouette in
thasm, it ks falling as an act of iberation, more
in the spirit of Amy Halpern's films (Failling
Bve of 1734... The book doss not come with  Lessons, 1892). | would add that falling for
ny instructions, and the reader has 1o fig- you seems to be an active way ol saying
out how to read it. As a clue, enclosed “stop, anough, not this way, not everything
5 a foil mirror card. | know that you do  goes™ —atfirming one's own ife. personality.
directly refer 1o the concept of mirroring  and criteria. You seem 1o ask: why is falling
imerviewing characters in your work.  understood as failure, whenever not to fall
ken mirror might be a more appropriate
or, and parhaps that is why Ruiz only
half of the story. but | wes wonder- SL Yeah! Gravity, according 10 Simons
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last obsarvatlon about my considerations of
“thes fall" baing perceived as a desirable, yot
unknown or unpradictabile outcome: | guess
if wa would like to bring it down to earth, the
fall might also be linked to the pre-expected
accident, as | look for realities | can trap my-
sall into, and to an extent baing too late 1o go
back. Sometimes falling Is the only getaway.

MS  Your work refers directly to Bas Jan
Adar's films (Fall #, 18mm, 18 sec.; Broken
Fall forganic). 18mm, 1 min, 44 sec.). This is
a guote by him: ) want to do a piece whers
1 go to the Alps and talk to & mountakn, The
mountain will talk of things which are neces-
wary and always true, and | shall talk of things
which are sometimes, accidentably trus.”

SL | balieve, ke Ader might have, thst

MS In your work, you seem to challengs
urban and natural landscapes, and yet the
production value of your videos and instal-
lations Is remarkable, despite the difficulties
of warking in unfamiliar environments—defi-
nitely not the easiest settings one would have

Intact the sanse of adventure.

SL One must be very assertive, and con-
vince people to go along with you. Some
projects that we have baen naming here
start with a blufl. | guess that by now the
people | have been working with, and spe-
clally production, they are all already ax-
pecting the bluff... | am a very bad poker
player. You have noticed that already in my
fiims [laughs]. | am very grateful that in a
numbar of occasions, some facing mone

producer, It would not have been that unex-
pected If suddenly, while shooting Eldorado
XXT in the Peruvian Andes, | had to call up
the production company (0 Som e a Faria)
in Lisbon. to say that we must send the crew
hame. Honestly, this phone call was about
happen shortly after the second week of
shooting, but we kept gaing. and | found
another way out, thanks to the crew | was

g8

ty of the work, there is also something that

SL | guess that is the only possible way for
me to bear the fact that | make nonfiction
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They are responsible for their subjects, and
for their sutiences. There are always judg-
ments involved. Filmmakers need to weigh
thedr actions, and they should regard produc-
fion, representation, and reception as social
acts that bear athical conssquences. More
than simply asking it what we see and hear is
credible or authentic, we should think about
what interests a documentary serves, what
impact it might have on the spectators, and
whather or not it takes into account the wel-
fare of the psoples representad. Let's think of
the following vectors, and how they are re-
lated to the fimmaker: sponsors, subjects,
and spectators. What is the power voltage
containad in each of thesa inks? Are honesty
and fidelity equal to responsibility? No. There
are different ways of pursuing equilibrium, but
soeking 8 balanced methodology will only al-
I ths gap to be clearer. This gap has a place
1o ba, and it is precisely on nobody's and that
the film can exis! &5 &N SWONOMOUS plece. If
on one hand we might be tempted 1o examing
documentary as an exercise of political and
sockal power, on the other hand it doas not
maan that the filmmalosr is the wolf—and thes
Is precisely where it becomes imteresting, i
we regard power relations as productive as
they might be. As a filmmaker one should
be aware that a film allows the spectator to
‘know as much about the represented object
as about the maker itself. Therefore it is par-
tinent that the malker finds an suthorial and
-athical voice.

MS  Your vaice, in your performance for the
camera in VHS - Video Home System. gets
o echoing, i not a consaquence of editing,
a8 il in films from an avant-garde linsage.
Instead, it is a defiberate, hypnatic, inductive
Bction. This video makes me think of Karihainz
Stockhausen's musical piece Mantra (1970),
Wwhere there are two plano tones, one conso-
mant and the other one dissonant, playing to-
Dether. Tha same information starts once and

Bgain, it does not vary, only gets expanded and

wmwwm

Ris durationai—just as in your work, We see
YO 33 3 ittke girl repeating, “T'm slespy, I'm

Sleepy,” until you, apparently, fall aslesp. It is

because of this retelling, that the dramatic

Play of the girl becomes reality.

:' That brings us to how duration affects
AT perception of the mages, how the viewsar
Perceives

; repetition within the extended im-

892, and how that is linked with the notion of

would never go together excopt in the act of
transiating reaiity. “Tedl me what you want me
to be. | can be that! | can be amything. You tell
me,” Mdnical

Tha L L ol o e
THEATER CF THE WOMLLY idesn  inmstsdagien Wi gy
Safored Laergt organerid By Mdnca Sanletr har UssarDacs.
20 M A

DIALOGUE LIST

Fdon't want you 1o fitm me.
What do you need me for?

Why don 't you do it yourself?

We have similar voices.

¥our cowld do it anly as 8 soundtrack.
That way you wowldn 't need me.

SALOMELAMAS The idea is that we talk
about those images. The question is... How
old were you when you shot that?
CRISTINA LAMAS | don't remamber, but
| was in school. The bottie will fall.

SL Mo, it won't. Go away Uma. Take this.
And, don’t you remember how old you were?
CL No. | was young.

5L Comae on. how young?

waere tha one who found that. | don't know
whare. It was somewhere with a lot of the
stuff | had recorded.

SL Why did you ask me o repeat that |
was sleepy over and over agsin, during 40
minutes?

CL A1 that time my idea was 1o create a
tension betwean your will to sleep and the
Impossibility to do so... You would repeat that
santence until reaching exhaustion and fall-
ing asleap. Whether that's interesting or not.
I don't know, but at that time those were my
COnCarns.

SL  That didn't work out very well for you.
How could one fall asiesp while repeating that?
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MICHAEL BOBICK first traveled

to Transnistrla in 2008 and has returned

to tha region regularty, Ho sarned his PhD

In soclocutiural anthrepology from Cornall
University in 2012, and has taught a1 Cornall,
tha Amarican Linivarsity of Central Agla, and
tha Unbversity of Pittsburgh, His most recent
work locuses on legitimate and Hlegitimate
torms of political and legal autharity that
amarged in Eurasia aftar the dissolutian

of the Soviet Union. He has writtsn
numarous academic and popular articles

on Transnietria, soversignty, and separatism.

DEIRDRE BOYLE is a writer, film critic
and Asgociate Professor in The Scheal of
Madia Studies at The New School in New
York. She is tho author of numerous essays
and reviews lor publications like Cineaste,
Film Quarterfy, Frameworks, Mileanial Film

of Suffering (Sarkar and Walker, Routladgs)
and A Companton to D tary Film
{Juhasz and Labow, Wiley-Blackwsll,, amang
others, She is the author of several books,
Including Subject to Change: Gusrrilla
Talevision Revisited (Ouford University Prass}
and |s currently working on a book on the
work of Cambodian filmmaker and genocide
survivor Rithy Panh.

FILIPE FELIZARDO fives in Portugal,

He works In music, teit, and images,

and his work has taken the form of music
records, books, and land art. He is currently
working on a new book, 4 Conference

of Stones and Things Previous,

IREME FLUNSER PIMENTEL has a

B in history from Faculdade de Letras da
Universidade Classica de Lisboa (FL/UCL),
an M in contemparary history, 2 PhD in
institutional history and contemporary
politics from the Faculdade de Ciéncias
Soctals 8 Humanas at the Universidade
MNova de Lisboa (FCSHAUNL) (2007,

Sha is 8 researcher at the Institute of
Conternporary History at FCSH/UMNL and
wiag coordinator of the project “Political
Justice in the Transition to Democracy in
Portugal (1874-2008)." She is working now
on topics related to the extinction of the
Portuguese political pelics in the transition
to democracy. Sha is the author of several

and Portugal in World War il: Histdria da
Oposicio & Ditadurs, 1928-1974 (2014
Espides em Portugal durante a Segunda
Guerra Mundial (2013); 4 Cada um o sey
Lugar. A Politics Feminina oo Estado Nowa

(201): Cardeal Cersfeira. O Principe da
Igraja (2010} Fotobiografia de José Alonso
(2008-2010k A Mistdria da PIDE (2007
Mocidade Portuguesa Feminina (2007);
Biagrafia de um nspector da PIE (2008);

mmmmm-mmma

and Higtdria das Organizacdes Femininas
do Estada Novo (2000-2001). She is the
comuthor of several books. including
Bystanders, Rescuers or Parpetrators:

The Meutral Countries and the Shoah,

ed. International Holocaust Remembrance
AllanceMetropol (2018]; Mutheres
Portuguesas. Histdria da Vids e dos Direitos

& o Estado Nove (2008); O Corporativisme

om Portuguds. Estado, Poiltica » Sociedsde
no Salazarismo & no Varguismeo (2007); and
Vitimas de Salazar. Estado Novo & VioMnacla

Michaslis (1989):. Adérito Sedas Nunes/ICS
12007); Pessoa, Expresso and Linysis (2007);
and Seeds of Science, social and human
sciences category (2008),

PETER GALISON is the Joseph Pallegring
University Professor in the history of sclence
and physics st Harvard University. In 1967
he was awarded a John D, and Catherine
T. MacArthur Foundation Fellowship: he won
& 1808 Plizer Award (for image and Logic)
s the best book that year in the history of
sciance; and in 1888 he received the Max
Plarck and Humboldt Stiftung Prize. His
books include How Experiments End 1987k
Einstein's Clocks. Poincard’s Maps (2003);
and Ohjectivity (with Lorraine Daston, 2007).
His films include Ultimate Weapon: The
H-Boamb Diternma (with Pamela Hogan,
20001, and with Robb Maoss he directed and
produced Secrecy (2008), which premisred
at Sundance, and also Contaimment (2015).
about the need to guard radicactive
matarials for the ten-thousand-year future.
Galison collaborated with the South African
artist Wiliam Kentridge on the multiscreen
instaliation The Refusal of Time (20M12).
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JAVIER H. ESTRADA is & film crithc,

(2071 and “Amir Muhammad” for the
iternathonal film seminar Punto de Vista
i Mavarra, Spain (2012, In 2013 ha became
a programmaer for the Lima
Imternational Film Festival, Peru. He is 8
cofounder and head of programming of
FilMadrid International Film Fastival.

AMA JOTTA was born in Lisbon, whare
shes lives and works. She frequanted the
Escola Superior de Balas Artes de Lisboa
[ESBAL), Lisbon's fine arts school (1985
1868, and the Ecole d"Architecture at
d"Arts Visuels de [Abbaye de la Cambre
in Brussals (1888-1873). Then she worked
a% an actress and a5 a stage designer with
Produgdes Teatrais, Universidade Clissica,
Lisbon [1976-1978). Since the B0s she has
focused her activity on the visual arts. In
2005 sha had a retrospective axhibition
at the Museu de Serralves. Porto, Portugal,
entithed Rua Ana Joita. In 2014 she had an
woihckogly sxdeiNon ot Curgast, Lishen,
entitted A Conclusdo da Precedents.

JAMES LATTIMER is a film curator, critic,
transistor, and filmmaker based in Barfin.
He started working for the Berfinale Forum
in 2008 and became a membar of their

and was subsequently shown at Art of the
Real at the Film Society of Lincoin Center,
MNew York,

MHUNO LISBOA is the director of Doc's
Kingdom International Seminar on Documen-
tary Film.

JORGE MOURINHA hat baen a film
critic and journalist ot the Lisbon daily
newEpaper Pubico since 2005. He maintamns
tha film blog The Flickenng Wall, tweets

a5 PRIMourinha, and has contributed 1o

Proméging Filmmalker at the Ann Arbor Film
Festival, and has been screened at the
Toronto International Film Festival, the New
York Film Festival, Jihlava. Mar del Plata.
Ambulants, Edinburgh, Videosx, Taipei, and
other festivals. Her video installation work

Unhvarsity and in the BFA program in film
at Rutgers University. She i completing
her PhD in film. visusl studbes, and media
practice at Harvard University and is a faliow
at the Film Study Center and the Sensory

Ethnography Lab there.

of Contemporary Art, Porto, Partugal, He

Exhibition Awards (20082011 and of an
Emily Hall Tremaine Exhibition Award (20101
and his writing has been leatured in
numerous catalogues and publicatons,
including Artforum. Mousse, Afterali,
ARTnews, Friere, and ArtReview. His most
recant publication. In the Molocens, was
published try Stemberg Press in 2015,

MONICA SAVIRON is a writer, indepen-
dent curator, and sxperimental filmmalker
wha explores through her work the
cinamatic possibilities of sound and
avant-garde poatics. She is 3 consulting
editor for the film journal La Furia Umana,
and her essays about avant-garde and
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artists” cinema have been published
Internationally. As o curator, she has
organizad shows at Microscope Gallery,
MNaw York; Anthology Film Archives, New
York: and the Museum of the Moving Image,
Mew Yark, Her film Broken Tongue (2013)

is & tributa to the conceptual poet and
performaer Tracie Marris. Winner of the bast
film wwiard wt Frontoira Film Festival in Brazil,
it has baan shown ot mors than 50 major
fastivals and st vanues around the workd,
Her pravious video, To Begin With (2012),
had its world pramiers at the Experiments
in Cinemn Featival, Albuguargue. She s
ariginally from Madrid and currently based
in New York.

LAWRENCE WESCHLER attendod
tha University of Califormia, Sama Cruz,
and was n staff writer at the Mew Yorker
for more than 20 years (1861=-2002),
His wiriting for the magazine shutthed
batween political tragedies and cultural
comadias. He recently becamea director
amaritus of the Mew York Institute for the
Humanities at NYU, whers he was director
from 2001 10 2073, He ks also an artistic
director emeritus, still actively engaged,
with the Chicago Humanities Festival,
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