12.The Burial of the Dead (2016)

Technical details

Three-channel HD video installation, 2:39, color, three-channels mono sound,
90 min. sync in a loop, Peru — Portugal — Switzerland — France

Synopsis

There is no need to design or stage an apocalyptic landscape, for the earth
we inhabit is already in crisis and the apocalypse is now. Attempting to
redefine ethnographic film tradition, The Burial of the Dead is a video
installation set in the Peruvian town of La Rinconada, at an altitude of 5,500
meters on the edge of a gold mine; it captures a dystopian world that scarcely
seems possible in the twenty-first century. The cinematic triptych conveys the
extremity of its situation and the dimensions of its misery without having to
resort to graphic images. Indeed, it is a Dante-esque Escher-scape of
haunting beauty.

Credits

The Burial of the Dead is an original video installation by the artist Salomé
Lamas produced in the framework of the Biennial of Moving Images 2016
(BIM), Switzerland.

The project is coproduced by Centre d’Art Contemporain de Genéve with the
support of Fonds d’art contemporain de la Ville de Geneve — FMAC, Fonds
d’art contemporain du Canton de Geneve — FCAC, Faena Art, In Between
Art Film and HEAD.

The project is produced with materials collected in April 2015 for the shooting
of the feature film Eldorado XXI (2016) by Salomé Lamas, produced by O
Som e a Furia and Shellac Sud with the support of Instituto do Cinema e
Audiovisual — ICA, Centre national du cinéma et de Iimage animée,
Ministére des Affaires Etrangéres et du Développement International — Institut
Francais — CNC, EURIMAGES—Council of Europe, and the additional
support of FIDLab2013 FID Marseille, Rockefeller Foundation Bellagio Center,
Berliner Kuenstlerprogramm des DAAD, The MacDowell Colony, Bogliasco
Foundation, and Yaddo.

Shooting of Eldorado XXI(2016), April 2015
(Credits for other production stages of Eldorado XX/ excluded)
Written and directed: Salomé Lamas
Producers: Luis Urbano and Sandro Aguilar
Coproducer: Thomas Ordonneau

Associate producer: Maxim Holland
Cinematography: Luis Armando Arteaga
Sound: Bruno Moreira

Production director: Raquel da Silva
Production manager: Lali Madueno

Fixer: Niche Neceforo, Leon Quispe Huaranca
Drivers: Edwin & Nercy




Catering: Juan Quispe
Sound and image equipment: Screen Miguel Nabinho
Insurance: Gras Savoye, Riskmedia

Portugal, O Som e a Furia

Production: Joaquim Carvalho, Cristina Almeida, Fabienne Martinot, Sofia
Bénard

Accountants: Aline Alves, Amadeu Dores

France, Shellac Sud

Coordination of production: Francine Cadet
Assistant: Marion Schreiber

Administration of production: Cyrille de Laleu
Assistant: Elodie Latriglia

Peru, Tambo Films
Coordination of production: Celine Wald
Accountant: César Egoauvil

Additional credits for The Burial of the Dead (2016)
Editing: Salomé Lamas

Editing assistant: Rita Quelhas

Intern: Henrique Real

Sound concept and design: Miguel Martins
Sound mix: Miguel Martins

Sound studio: Sunflag

Color correction: Caique De Souza

Lab: Filmfactory

Original music: Joao Lobo and Norberto Lobo
Exhibition design: Fernando Brizio
Translations: Gloria Dominguez

Switzerland, Centre d’Art Contemporain de Geneve

Head of exhibitions and registrar: Maxime Lassagne

Head of communication and special projects: Natalie Esteve
Assistant to the director and external relations: Priscilla Gonzalez
Administration: Régine Gorgerat

Technical coordination: Benoit Delaunay

Education department: Frédéric Stordeur

Biennial of Moving Images (BIM)
Artistic direction, curators: Cecilia Alemani, Caroline Bourgeois, Elvira
Dyangani Ose, Andrea Belini

Video installation guidelines

Artist’s first name and SURNAME: Salomé Lamas
1. TITLE [WITH SUBTITLES WHEN NECESSARY]:



THE BURIAL OF THE DEAD (2016) 90’
Three-channel HD video installation, 2:39, color,
three-channels mono sound, 90 min. sync in a loop,
Peru-Portugal-Switzerland-France

sound, 90 min. sync in a loop, Peru-Portugal-Switzerland-France

http://vimeo.com/95149950
PW: salomelamas

2. DENOMINATION/GLOBAL CATEGORY

(painting, sculpture, object, engraving, drawing, installation, video installation,
projection, etc.)

Video Installation — 3 screens projection

3. DOES THE WORK CONSIST OF AN ENSEMBLE (A WHOLE) OR A SERIE? IS THIS
SERIE OPEN (STILL IN PROGRESS) OR CLOSED?

IFIT IS A SERIE WITH DIFFERENT PARTS, DO THESE CAN STILL BE CAN THESE STILL
BE EXHIBITED SEPARATELY?

In case of a serie, thank you for providing assembling instructions.
Closed.

4. DATE |/ EVENTUALLY INDICATE A PERIOD OF TIME IF THE WORK WAS REALISED
OVER A YEAR

4b. Date of creation, if different from the date of realization

(for example: for a photography, date of shooting and date of print; date of reduced-
scale model, or matrix, mould, or date of publication, etc.)

Date of shooting: April 2015

Date of production: 2016

World premiere: 2016

5. TECHNICAL DETAILS

Three-channel video installation, HD, 2:39 color, three-channels mono sound, 20 min.
sync in a loop, Peru — Portugal — Switzerland — France

a) Materials

Three-channel video installation, HD, 2:39 color, three-channels mono sound
MASTER LEFT CHANNEL 1 HD Mov. / Apple Pro Res 4444 / color / 2:39 / Sound
Mono

MASTER CENTER CHANNEL 1 HD Mov. / Apple Pro Res 4444 / color / 2:39 / Sound
Mono

MASTER RIGHT CHANNEL 1 HD Mov. / Apple Pro Res 4444 / color / 2:39 / Sound
Mono

English subtitles incribed



b) Material for base or background (linen, aluminum plate, type of paper, pedestal,
etc.)

Check installation build up plans.
When possible respect the instructions and exhibition design:
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A.Walls and Bench Painted




Color Ref: NCS S-5500-N

a ) Bench option |




b ) Bench option Il

Argila natural para moldar da Sio -2
16 unidades de 12,5 Banco/ White

fornecedor: hitps://www.pontodasartes.com

Banco para The Burial of the Dead de Salomé Lamas

tubo de ago quadrado 45 x 45 x 330 mm
chapa de ago 4 x 370 x 3.090 mm

~N)
> /- cantos da chapa
arredondado

deveri ser passada lixa
nas arestas do tampo
(chapa ) para se evitar
zonas cortantes.

Estrutura do banco para The Burial of the Dead de Salomé Lamas

d ) Floor



Stone image reference

B. Sound specs
3 — speakers;

C. Image specs
a) 3 — projectors (Equal Model-Ref. / Lamps Oh / New if possible — for color matching

between screens)
Minimum projection area 391x220 cm

b) 1 — Media Player for perfect sync
(Bright Sign https://www.brightsign.biz for perfect sync between the 3 channels,
Matrox, or other system)

If using Bright Sign player / recommended encoding of MASTER files
.MP4 files

Codec H264

Max. bit rate 25-30 Mbps

FAQ / Support:
http:/ /support.brightsign.biz /hc/en-us/articles /218065707 -Which-quicktime-mov-
mp4-file-types-do-BrightSign-players-support-

D. Text accompanying the work should be printed and made available to the public.
Included in the materials delivered - at the end of the doc.

c) treatment(s) /product(s) in case of restoration (p.ex : silicone for latex). Please indicate
the name and address of (the) firm to contact.

For preservation materials should be copied and updated to newer formats in order
not to become technologically outdated. There should be a back up of the MASTERS.
Film Factory http://filmfactory.fr/ or similar service provider.

6. PLACE OF REALISATION (exact address):

Shooting

April 2015, La Rinconada y Cerro Lunar, Ananea, Santo Antonio de Putina, Puno —
Peru

Post-production

Editing: Abril 2016, Lisbon — Portugal

Sound Editing: May 2016, Lisbon—Portugal
Color Grading: May 2016, Paris — France
Deliveries: September 2016, Lisbon — Portugal




Premiere
November 2016, Geneva — Switzerland

7. DIMENSIONS

(height x width x depth / or diameter, without frame) and other measures necessary,
in centimetres (duration should appear in minutes/seconds)

> dimensions with frame (height x width x depth)

Three-channel video installation, HD, 2:39 color, three-channels mono sound, 20 min.
sync in a loop, Peru — Portugal — Switzerland — France

Minimum projection area 391x220 cm

8. AUTOGRAPH SIGNATURE (date, justification, etc.)

Please indicate if the work signed, dated, titled, or any other inscription. Thank you for
the transcribing exactly as these inscriptions appear on the work (eg. a monogram).

a) Emplacement of inscriptions on the work

Please refer to credits inscribed in the work.

b) Technique of inscriptions

Digital - Three-channel video installation, HD, 2:39 color, three-channels mono sound,
Q@0 min. sync in a loop, Peru — Portugal — Switzerland — France

9. BIBLIOGRAPHICAL REFERENCES

SALOME LAMAS: PARAFICTION (Selected Works) by Mousse Publishing, Milan - Italy
BIENNALE DE L'IMAGE EN MOUVEMENT 2016: AN ANTHOLOGY by Mousse
Publishing, Milan - ltaly

10. PREPARATORY WORK(S)

2016 - Eldorado XXI

HD video, 2:39 color, Dolby 5.1 sound, 125 min., Portugal-France-Peru

Production: O Som e a Furia, Shellac Sud, Tambo Films

Support: Instituto do Cinema e Audiovisual (ICA), Centre National du Cinéma (CNC),
EURIMAGES — Counsil of Europe

Development awards: FIDLab 2013 FID Marseille (Le prix Sublimage, Le prix Vidéo
de Poche).

Development Support: DocStation 2014 Berlinale, Rockefeller Foundation Bellagio
Center, Yaddo, Bogliasco Foundation, Berliner Kinstlerprogramm des DAAD, Critical
Media Practice — Workshop (WIP), Harvard University

Distribution: O Som e a Furia, Shellac Sud

11. REPRODUCTIONS

For our documentation, thank you for sending us, for each work, a colour reproduction
Installation views / Documentation, Video Stills — please refer to additional
materials.
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SALOME LAMAS
b.1987, Lisbon, PT. Lives and works in Lisbon, PT
Ina s land, L

istory, while
istorically
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radition i * project

analtitude of
sibl

haunting beauty.
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Salomé Lamas

In conversation with Jodo Ribas

JORORIBAS

t0 go beyond any strict definition of fiction or documentary
or distinctions of genre, such that your films exist at a limit

SALOME LAMAS

For rt of a rabbit hole. Another thing
R

There is also a tension in films like Eldorado XXI between

what we associate with the documentarist image and the

nessing are ntertwined.  SL

is the notion of parafiction. Today we welcome make-be-
lieve and plausibility ageinst authenticity. The limits of documentary

reality. If we build a brick wall upon the real, with its foundations on
iy the wall

will Grumble, 50 we do need these fctional bricks to believe in what is
placed in the scene. Therefore we end up reflecting on how we might
d history.

iqui play with,
How can we reveal these mechanisms? There is no clear judgment or
i i proposals

to be considered by an audience.

9
The ethics of representation. S
|

ing the language of things into a graphical language. | personally like
to reflect upon what s at stake in that process: what distinguishes an
image from its phenomenological essence s i
present is determined by its synchronous images; each “now” is a
“now" of categorical reference. One in which truth i filled with time

with the truth born of istoricl time. The image i the suspended di
i d present,

of the critical moment (to borrow from Walter Benjamin).

PRIVX ] B —

films, and to accept that

making
Kind of balance. And that is also why sometimes my presence in one
work is more noticeable than in others. Every filmmaker who wor
fou cannot
be separated from the way you inhabit the world in general, the way
you shape your rlationships and your moral behavior.
i tthey

bjects, nces i

Filmmakers need to weigh their actions, and they should regard pro-

ducti tion, and reception as social i

sequences. More than simply asking if what we see and hear is credi-

ble or “authentic.” we should think about what interests a documentary
rve i i whether

Let's think of the following vectors, and how they are related to the
i biects -

each of ? equal to
i but

ponsibilty?
seeking a balanced methodology will oy allow the gap to be clearer.
This gap has a place, and itis precisely on nobody’ land that the film

Jodo ibas Salomé Lamas



]
So the films are in some sense portraits. The structure of a
lot of your work stems, | think, from how personal biogra-
phy or experience intersects with larger historical, political,
or economic narratives, telescoping out from the individual
experience of one person and how that lfe is a vector for a
larger context. Take for example the protagonist of No Man's
Land (2012).

]
The films also revolve around a set of relations, in that they
ereate a space fora narrative to emerge.

betempted
to examine documentary as an exercise of politcal and social power,
n the

This i pocisl whoro Hings bocome ntareting. i we rogard power

object as about the maker. Therefore it i pertinent that the maker finds.
an authorial and ethical voice.

s
What s entitled to be preserved? How can ordinary people or researchers access this patrimony? Who owns it? Why are

some sections confidential? Who determines confidentiality? How
high are the preservation and storage costs? What is lost when the
Library of Alexandria burns down? It is humanity’s duty to collect, and
to rememb limited, and i

b aw ane an epresent theaua, Someting that s both ufor
gettablo and unmermorable—sr t a process of desir? There aro
A

today, whenever  isit a foreign country | ook for the ton s,
Accessibiliy differs enormously from country to country. Yet we—if
there is still a “we" to protect—cannot forget. No Man's Land focuses

™~ mm'my forces during
e GAL (Aniterrorist L
denn Squad llegally Snablshed by he Span govermentto ami-
 the CIA
in € Salvador. ather han bong nforestd n afming e veray of
ihe historial ecord o mproing an oficilnrtate, No N Land

memory.  tried

‘and affirmes as history one's own personal truth,

IR
This has an interesting relation to cinematic time. There s for
example the long take in Eldorado XX

Blonnalo do lmag on Mouvement

with rys-
tal-images” are unpredictable. Imsges contain riddles, ey st aps
an illusior
ke to oy th card out i ron o e vowr, o play 3 i Game,
but I'm also forcing the viewer to be active in their reading. One has
to cherry-pick the way one wants to perceive what s being presented
on-screen, and struggle with one's own preconceptions, ethics,judg-
ments, and so on. Itis never about the edges the black and white. Itis
about the gray areas. Lazy peaple are a dra

Sowsit s isoa constant iy racice That s akay question:How
long do | have to wait unti reality becomes extraordinary? Sometimes
Hcomes to:How muchime canthe prductionbuy?
I

besid
being the work o shoemaker, is also an act of faith and that each
image is able to communicate its duration in juxtaposition with what
comes before and after. | also believe in honesty, and if your aim s to

9
youare doing (even if you just reveal it inthe end).

Jodoibas Stlomé Lamas

sL
Thtbrings s 10 how duration afectsou percepion of the images,how the Vi perceives repton with the extendedimage and

W,

Tell me about your interest in particular places and land-

scapes: Tansisti, & Peruvan Mine, a holdy caming
s

site, and s

232 233

Ido not have an easy relationship with borders. They frighten and unnerve me.

Bionnal demage n Mouvement

w that is linked with the notion of becoming. How duration within

a uamcmar image is also unveiling the creative process, the waiting
the fal

vould nove gotogether exceptin the act of translating reality.

oll for two hours, in fact) while dozens and then hundreds of miners,

i
some heading up and others down the narrow, stoep mountain path,
the scene starting out n thin twillght and persisting into pitch black
(by the end allwe sec are thecrsscrossing beams o the workers'hard
hat headlamps). the soundrack consisting of the crunch of their boots

of radio banter. Lawrence Weschier descr
Dantesque Escherscape, Mabian Sisyphi
trompe [l

ied it s *a human ant file,a
*1lke to think of it a a fake

1 have been searched, provoked, delayed
ime and time again for having had the senselessness to cross a few
meters of land. Borders are bureaucratic lines, authoritative and

enemy.
who portray them s hostile acts of exclusion. Nonetheless, in a world
pe to? i h

1 usually address realities that present some kind of discomfort,

“No man's land" s the natural land of the imagination. It s in that non-
place that we arm ourselves to withstand the immaculate silence of
the
succumb to pure panic and to the threat of dissolution.
the abyss that is foreign to us but to which we also belong. e vt
of us is abandoned to pure possibilties, unsubdued obsessions of any
form, the inertia of fear, from which we falsely protect ourselves by
convention.

Besides the seriousness and the honesty of the work, there is also

intentions, but that deep down also serves your self-obsessed needs
ugh, but
when you look back at them, you realize that you have grown more

tations, partners, and of it matter the o
of the project, | am there first and foremost for the ide.  guess | can
o longer distinguish life from what | do. | am happy 'm not working
on Wall Street because | would have a shorter ie. Lets just say that
creation arises from a fact that s intolerable o suppose: that what is
the most precious in the world should be given a chance.

nel drift commissioned by Centre d’Art Contemporain Genéve, are
indeed great examples. At 5,100 meters (16,700 feet), the sprawiing
i Rinconad:

corner of Peru, is the highest-elevation permanent human settlement
the world, the vast

ers there are “informal,”a term that critics consider a euphemism for
i ¥ I benefits, but work

as thirty days of unpaid work followed by a single frantic day in which

9 3
It all started in 2013, before the premiere of No Man’s Land in Berln

Jodo ibas Salomé Lamas




one word,"La Rinconada';one thought,that | wantbe make it up there;

that | know the altitude
challenge and the outlaw nvate ot s s Bt o try to find the
resources, let’s give it a try, and Il bring back a film—easy. Anyhow, it
dosome-
thing up there. They want to look for the social drama. Not even once
didit cross my mind to oreate a social drama.

R
You pocess isvery ntimate in a way, working with o smal
scape you are trying to depict. o
One must be very assertive, and convince people to go along with you. Some projects start with a bluff.
uess that by now, the people | work with are expecting the biuff. | am
Tam very
siog o s and

a bad poker player.
grateful that on a number of accasions, some fi
nprediabity han othors,the crow natonly
tripled the bet. Lets see how long | can keep up o s ik ik
that in most cases it is clear from the beginning that things can “go
‘wrong”and we accept those concitions as part of the project.

suddenly, while shooting Eldorado X1, had to call up the production
campary--0 Som  u Frl In Liskon-tusey the w must send the
crow he st
o sasami o of shooting, but we kept going, and | found another
‘way, thanks to the crew.
Thepojce e iffeent scales and commitments,crow and bu-

gotwi
Guce o s say ht,n he and. | am extremely pragmatc n wyto
scenarios and You have to
bo honest lucid . and find the right p
Youve worked in both the gallery context and more cine-
matic contexts. Are there qualites particular to ithar that
interestyou?  SL
but
it s were crasning th exact same work n bth scenarios,the por-
p e
lat thespi
Their st
are different,

lery spaces lead to different experiences, which lead to different out-
comes, which lead to different ways of reaching an audience.
Al

planned display for that particular space.
Iniboththe gllery and the theter space,the ntenions reidonticl

outine th gallryspace,and togtherwo ry o directand prodic me
spect It

o now th taton ehotd b st up; | would rather d:slgn a
project that suits the available budget or conditions.

Tl TheBurislofthe Dead

Technique. Thoe-channel videoinstallaion,
23, hrs-channel

Duration 00:90:00

Courtesy  thearist

Blonnalo do mag on Mouvement Jodo Ribas Stlomé Lamas

Salomé Lamas
En conversation avec Joao Ribas

JORO RIBAS
11y a dans votre travail un intrét certain pour le récit, qui

taire. Vos films existent ala croisée de plusieurs genres.

SALOME LAMAS

Pour moi,la para-fiction, ly 8 is trés attache, cest cele d
Tedon Aujourhu, ona tndance b peBdgrl mocsamot, o o
qui ost simplement plausibl, au détriment do Fauthenicits. La lmi
G cnéma dorumentate, dos imo qu o documeniar et
construit sur la réalité. S on construit un mur de briques sur e réel,
un mur dont les fondations reposent sur la éalié, et qu'on enléve une
ou deux brigues fictionnelles & ce mur, il va scrouler : on a besoin de
ces bouts de fiction pour croire & ce qui est placé dans le champ. Ce
qui nous pousse a rfléchir & comment gommer la frontiore du récit,
d souvnis, ot de Mitoe, Comment 5o dabarassard s ot

elle

nismes ? On ne p 3 o
Suraralte 1y  sesloment un montage de propostions oot fap-
préciation du public.

JR
Dans des films comme Eldorado XXI (2016),ly a aussi une
que fon associe &

gnage sontintimement liés. S

D: stimuli visuel fléchi & deux fois
avant de créer une nouvelle image. Lorsquon crée des images, on tra-
duit en quelque sorte le langage des choses en langage graphiaue.
Personnellement, jaime bien interroger ce qui est & Ieuvre dans ce

ses images synchrones. Chaque « maintenant » est un « maintenant »
de référence catégorique, dans lequel la vérité est remplie de temps,

cide avec la vérité née du temps historique. Limage est a dialectique
> du ter . prinir

runter a Benjamin).

JR
Léthique de la représentation.  SL

moi, st iz le fait que jo ot d
cepter que cest un sale boulot. Méme sil est possible d'y trouver une

dans cert

Tous les vezhszleurs mn font de la non-fiction sont confrontés a d'im-

SALOME LAMAS portntes questions ethiques. Nous sommes obigés d teir compta

1987, Lisbonne, PT. Vit et travaille a Lisbonne, PT de la fagon dont nous habitons le monde en ﬂsnﬂval dont nous fagon-
Vs land, son tr aané: & nons nos relations aux autres et notre posture morale

mentire et fiction, Ta elation i i . tout Les réalisateurs de non-icton sont responsables de co quils repré-

en utiisant lmage en o é 6 histo- sentent, parce qu'is soumettent des affaires personnelles au débat

ement invisible, d public Iis sont responsables de leurs sujets, et de leur public. L juge-

ment st jamas lfn, Cas réasateurs doven bien Soupesr eurs
d

‘THE BURIAL OF THE DEAD, 2016 actes,
lest o ds lors. i comme utan dactes oo 20 implications
marals. Ao d splement s dmaner si o que on v o que

dans i ion vidéo tourné a Ton ent .on devrait pl
¢ La Rinconada. é [ @ | i ses specta-
possibleau 21 sizcle. Ln é 8 teurs, ou encore sl prend en considération le bien des personnes quil
é i donne a voir
dune beautd envoltant o rappelant s euvres d Escher 4 ces dléments : i ts et spectat

[IES—— PRI XL R — - Soomdamas



]
Les films sont donc, en un sens, des portraits. J crois que la

large de IHistoire, de la politique ou de économie. Ele jailit
de co télescopage entre lexpérience individuslle d'une per-

Prenons, par exemple, le protagoniste de No Mans Land
(2012).

Quest-ce qui 2 Comment I

2 Chonn
omim plan que la responsabilits ? Non. Il existe diffsrentes fagons.
detrouver

el film ne peut absolument pas exister indépendamment de s ¢
ment. i onpeut i et denvisager ¢ documentire comme un

quelo réalsatour est dans o ol du mechzm loup - el Gost I, pr

"
réalisateur, on devrait avoir conscience qu'un film permet au specta-
teur den savoir autant sur Fobjet représenté que sur celui qui a fit e
film. Par conséquent, il est pertinent que e réalisateur trouve une.

morale qui fasse autorité.

 ce patrimoine 2 A qui appar-

R
Vos films tournent aussi autour d'une série de relations, en
ce sens quilscréent un espace oi un récit peut émerger.

s

d s cherch d
tientil? i i

2 Qui 2 Co
bien cottent la conservation et e smnkuge 2 Quest-co qui disparat

e, confies  uelun ou e nstituton o partuler
raumatisme. Cela

i st 3 1a 1 moublible ot immémari pas [a un pro-
cessus de désir ? I existe  travers le monde des projets darchives.

je vais dans un pays étranger, je cherche les archives nationales. Lac-

Y3 encoroun «nous »  protégor - 1o pouvors pas ublir: o Mans
Land est i

les guerres coloniales portugaises, e role quil a jous au sein des GAL

(Groupes. anttemoristes do Ibaaton, commandos paramiares

crbds dane (gt pre govemement apagnl o inr s
ETA,

e mmme el s Savadi. A interroger sur a véracits
de la mémoire historique ou dessayer de confirmer un récit officiel,
No Man's Land se penche sur le moment du témoignage, sur lespace
habité par la mise en ceuvre d'un souvenir. Jai essayé de recréer un
décor ou une scéne ob Finformation ou le document sont périphé-
riques et oi lessentiel est la fagon dont quelquun joue et affirme en
tant qu'Histoire sa propre vérité personnelle

Mon traval expl delle estla

~ frontiére - marge, targe. Je i

X
contiennent des énigmes, tendent des piéges, et trés souvent, nous.

Jaime jouer cartes sur table avec le spectateur, franc-jeu, mais je
\; foea s 3o lcturs st On doit choisir comment on veut
qui est présents & [cran, ot se battre avec ses propres
& o 5a morle 50 jugements, . Co oo pas une aueston 4o

Jodo ibas Stlomé Lamas

. par rapport au temps du cinéma. Par
st

Cst
exnmnle e Innqun prise, dans Eldorado XXI..

240 241

oraros

franche opposition, de noir et blanc. Plutat de zone grise. Les gens
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Salomé Lamas & Joéao Ribas

Jodo Ribas: There is in your work a strong interest in narrative that seems to
go beyond any strict definition between fiction or documentary, or any such
distinction of genres, such that your films seem to exist at the limit of where
one begins to take over or supersede the other....

Salomé Lamas: For me non-fiction is a sort of a rabbit hole. | guess also
another notion I’'m very much attached to, is the idea of parafiction. Today we
welcome the make-believe and the plausibility against authenticity.

Indeed non-fiction cinema interests me, the limits of documentary filmmaking,
this idea that we believe in the documentary because it is constructed upon
reality...let’s say if we are to build a brick wall erected upon the real, with its
foundations on reality, but if we are to remove one or two fictional bricks of
this wall, the wall will crumble down, so we do need these fictional bricks to
believe in what is placed in scene. Therefore we end up slightly reflecting on
how vectors such as storytelling, memory and the concept of history...how
can we erase these vector’s borders? Once again, how can we liquidate the
border between fact and fiction? How can we play with it? How can we reveal
these mechanisms?

There is no clear judgment or statement being drawn on reality, there is an
assemblage of proposals to be thought by an audience.

JR: There is also a tension in films in like El Dorado between what we
associate with the documentarist image, and the narrative power of social
reality, where storytelling and witnessing are intertwined...



SL: | guess one should think twice about imprinting a new image because of
the overall saturation of visual stimulus in contemporary societies.

When we create images we are somehow translating the language of things
into a graphical language | personally like to reflect upon what is at stake in
that process. What distinguishes an image from its phenomenological
essence is its historical mark.

Each present is determined by its synchronous images; each ‘now’ is
a ‘now’ of categorical reference. One in which truth is filled with time until its
explosion. This explosion is the intentio death, which coincides with the truth
birth of the historical time. The image is the suspended dialectic between past
and present, containing on a higher level the mark of the critical moment
(borrowing from Walter Benjamin).

JR: The ethics of representation...

SL: | guess that is the only possible way for me to bear the fact that | make
non-fiction films, and to accept that making non-fiction is a dirty job. Although
there are ways to seek some kind of balance, and that is also why sometimes
my presence in the work is more noticeable than in others. Every filmmaker
that works with non-fiction film has to deal with core ethical questions. The
way to deal with it cannot be separated from the way you inhabit the world in
general, the way you shape your relationships and your moral behaviors...
Non-fiction filmmakers are responsible for what they represent, while turning
personal affairs into public discussion.

They are responsible for their subjects, and for their audiences. There are
always judgments involved. Filmmakers need to weigh their actions, and they
should regard production, representation, and reception as social acts that
bear ethical consequences. More than simply asking if 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 whether or not it
takes into account the welfare of the people represented. Let’s think of the
following vectors, and how they are related to the filmmaker: sponsors,
subjects, and spectators. What is the power voltage contained in each of
these links? Are honesty and fidelity equal to responsibility? No. There are
different ways of pursuing equilibrium, but seeking a balanced methodology
will only allow the gap to be clearer. This gap has a place to be, and it is
precisely on nobody’s land that the film can exist as an autonomous piece. If
on one hand we might be tempted to examine documentary as an exercise of
political and social power, on the other hand it does not mean that the
filmmaker is the wolf—and this is precisely were it becomes interesting, if 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 pertinent that the
maker finds an authorial and ethical voice.

JR: The films are in some sense portraits...

SL: Non-fiction tells you as much about its subjects as it tells you about its



maker.

JR: The structure of a lot of your work | think stems from how personal
biography or experience intersects with larger historical, political or economic
narratives, telescoping out from the individual experience of one person and
how that life is a vector for a larger context...take for example the protagonist
of No Man’s Land..

SL: What is entitled to be preserved? How can ordinary people or researchers
access this patrimony? Who owns it? Why are some sections confidential?
Who determines confidentiality? How high are the preservation and storage
costs? What gets lost when Alexandria’s Library burns down? It is humanity’s
duty to collect, and to remember, but collections are limited, and someone is
curating.

We cannot break away history from trauma, and the question raised could be
how can one represent the trauma? Something that is both unforgettable and
unmemorable, isn’t it a process of desire? There are incredibly beautiful
archive projects around the world. As a kid, and still today, whenever | visit a
foreign country | look for the national archive. Accessibility differs enormously
from country to country. Yet we, if there is still a “we” to protect, cannot
forget...

‘No Man’s Land’ focuses on the testimony of Paulo de Figueiredo where he
narrates his involvement as a hired killer for special military forces during the
Portuguese colonial war, the part he played in the GAL (Antiterrorist Liberation
Group), a death squad illegally established by the Spanish government to
annihilate high officials of ETA, and his work as a mercenary for the CIA in El
Salvador. Rather than being interested in affirming the veracity of the
historical record or in proving an official narrative, ‘No Man’s Land’ dwells in
the present moment of witnessing, the space inhabited by the performance of
a memory. | tried to create a set or a stage where information or document are
peripheral to the question of how one plays out and affirms as history his own
personal truth.

JR: The films also revolve around a set of relations to be filmed, in that they
seem to create a space for a narrative to emerge.

SL: My work dwells on a couple of main lines...one of these lines could be
understood as some kind of flexible account upon the notion of limit — border —
margin. | tend to flirt with crystal-images and crystal-images are unpredictable.
Images contain riddles, they set traps and many times we are asked if we are
not only casting an illusion.

| like to lay the cards in front of the viewer, to play a fair game, but I'm also
forcing the viewer to be active in its reading. One has to cherry-pick the way
one wants to perceive what is being presented on screen, you must struggle
with your preconceptions, ethics, judgements, etc. It is never about the edges,
let’s say, black/white. It is about the grey areas. Lazy people are a drag.



‘To wait’ is also a constant in my practice. There is a key question: How long
do | have to wait until reality becomes extraordinary? Sometimes it comes to:
How much time can the production buy?

I’m not mystical but | have strong convictions that filmmaking besides being
the work of a shoemaker it is also an act of faith and that each image is able
to communicate its duration in juxtaposition with what comes before and
after...l also believe in honesty and if your aim is to challenge or even to trick
the viewer you should be explicit about what you are doing to people (even if
you just reveal it in the end).

JR: This has an interest relation to cinematic time...There is for example the
long take in Eldorado XXI...

SL: That brings us to how duration affects our perception of the images, how
the viewer perceives repetition within the extended image, and how that is
linked with the notion of becoming. How duration within a particular image is
also unveiling the creative process, the waiting methodology, the falling,
unveiling freedom and fidelity—two concepts that would never go together
except in the act of translating reality.

In ‘Eldorado XXI’ there is a take close to one hour, fix, (I let the camera roll for
two hours in fact) while dozens and then hundreds of miners, groaning under
the weight of their burdens, trudge by in squeezed files, some heading up and
others down the narrow pitched mountain path, the scene starting out in thin
crepuscule but persisting into pitch black (by the end all we see are the
crisscrossing beams of the workers’ hardhat headlamps), the soundtrack
consisting of the crunch of their boots played off against stray wisps of audio
testimony and wafting passages of radio banter. Lawrench Wescheler
described it as ‘A human antfile. A Dantesque Escherscape: Mébian Sisyphi.’
— | like to think of it as a fake trompe l'oeil.

JR: Can you talk about your interest in particular places and landscapes:
Transnistria, a Peruvian Mine, a holiday camping site...

SL: | do not have an easy relationship with borders. They frighten men and
they unnerve me, | have been searched, provoked, delayed time and time
again for having had the senselessness to cross a few meters of land.
Borders are bureaucratic lines, authoritative and enemy. Their existence is
routinely criticized by academic geographers that portray them as hostile acts
of exclusion; nonetheless, in a world without borders, where would we escape
to? Where would it be worth going to?

| usually address realities that present some kind of discomfort, nowhereness
places, or territories hard to describe in one blow.

No man’s land is the natural land of the imagination. It is in that non-place that
we arm ourselves with to withstand the immaculate silence of the universe
that goes beyond our own imaginations, so that we do not succumb to pure
panic and to the threat of dissolution. Silence from the abyss that is foreign to
us but to which we also belong to. In this part of us that is abandoned to the



pure possibilities, the unsubdued obsessions of any form, the inertia of fear,
from which we falsely protect ourselves by convention.

Besides the seriousness, and the honesty of the work, there is also something
that you might be tempted to mask with idealistic and noble intentions, but
that deep down also serves your self-obsessed needs for challenging
experiences. Some of these interactions are tough but, when you look back at
them, you realize that you have grown more capable of enduring the next
challenge. It is a way of visiting this strange place we all call reality. Of course
there are work commitments, expectations, partners, and further
responsibilities, but no matter the outcome of the projects, | am there first for
the ride. | guess | can no longer distinguish life from what | do. | am happy
because I'm not working on Wall Street or | would have a shorter life... Let’s
just say that creation arises from a fact that is intolerable to suppose, that
what is the most precious in the world should be given a chance.

‘Eldorado XXI' (2016) and the ‘The Burial of the Dead’, the 3-channel drift
commissioned by Centre d’Art Contemporain Geneve are indeed great
examples of these. At 5100 meters (16,700 ft.), the sprawling Andean
goldmining encampment at La Rinconada, in the southeastern corner of Peru,
is quite simply the highest-elevation permanent human settlement in the
world, encompassing a population of close to 30,000 souls, the vast majority
of them desperately unfortunate. Nearly all the mines and miners there are
‘informal,” a term that critics consider a euphemism for illegal. Most don’t pay
salaries, let alone benefits, but run on an ancient labor system called
cachorreo. This system is usually described as thirty days of unpaid work
followed by a single frantic day in which workers get to keep whatever gold
they can haul out for themselves. — It all started in 2013 before the premiere
of ‘No Man’s Land’ in Berlin — one word ‘La Rinconada’ — one thought | want
be make it up there — one request, | know there are no guaranties (the altitude
challenge, the outlaw specificities of the site equipment) but let’s try to find the
resources, let’s give it a try, I'll bring back a film — easy — anyhow it would be
a very long story to tell you know...it has come to my understanding that the
National Geographic wants to do something up there, they want to look for the
social drama — not even once it had crossed my mind to create a social
drama...

JR: You process is also very intimate in a way, working with a small crew and
being present within the literal landscape and thematic landscape you are
trying to depict...

SL: One must be very assertive, and convince people to go along with you.
Some projects start with a bluff. | guess that by now the people | have been
working with, are already expecting the bluff. | am a very bad poker player.
You have noticed that already in my films. | am very grateful that in a number
of occasions, some facing more risks and unpredictability than others, the
crew not only “paid to see,” but also tripled the bet... Let’s see for how long |
can keep up with the trick! I think that in most cases it is clear since the
beginning that things can ‘go wrong’, and we accept those conditions as part
of the project. We also build up strategies to reinforce multiple backup plans.



For me that is also what it means to work with a good producer. It would not
have been that unexpected if suddenly, while shooting Eldorado XXI, I had to
call up the production company (O Som e a Furia) in Lisbon, to say that we
must send the crew home. Honestly, this phone call was about to happen
shortly after the second week of the shooting, but we kept going, and | found
another way out, thanks to the crew | was working with. These projects have
different scales and commitments, crew and budget wise. There are smaller
scale projects that | self produce or that | co-produce. So let’s say that, on top
of all, | am extremely pragmatic, and do try to predict all case scenarios, and
possible consequences. You just have to be very honest, lucid, play an open
game, and find the right partners.

JR: You've often worked with both the gallery context and the more traditional
cinematic context, is there something particular to either that interests you?

SL: | would rather tell you that each project encounters its own space and that
some of my work has the flexibility of fitting both; but we should be aware that
even if we were screening the exact same work the perception of the viewer
would be different in each case. The codes on how to circulate, occupy and
behave in the space of the white cube vs. the black box are different. It’s
tradition, history and social impact is different. | mean that notions of
expanded cinema or video installations on gallery spaces lead to different
work experiences that lead to different outcomes, that lead to different ways of
reaching an audience.

Also one thing are single-channel works that travel easily from space to space
another case is a brand new video installation, multi-channel, usually site
specific or with a carefully planed build up and display in the space that is
taking.

In both the gallery and the theater space, the intentions are identical, the tools
and means to address reality are the ‘same’, and only the formats and
exhibition displays are different. | usually invite a designer to outline the
gallery space. I’'m very picky with beamers and the machinery used, and try to
direct and predict the spectators’ movements, etc. It is fun, and | tend not to
compromise on how the installation should be set up budget wise, (I would
rather design a project that suits the available budget or conditions).
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