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INTERVIEW VWITH PAUL LEDUC
(The following interview was <conducted in English by Doreen
Bartoni end Christine List on 8/21/87 in Chicago. The interview
has been subsequently edited and condensed by List and Bartoni.)

LEDUC AND THE MEXICAN FILM INDUSTRY
BARTONI: Mow long have you been a filmamaker?

LEDUC: $ince the sixties Dock in Mexico, There were only very
few examples of independent films at that time. It wos not even
@ movement. It wos not Llike in Broazil where you hod fifteen or
twenty filamokers sltogether doing films, organizing the
producing and distributing companies at the political level, in
Mexfco 1t wos Like o group of people loving films, trying to do
films, not being oable to do films becoauvuse it was too expensive.
It wos impossible. You needed at that time more than one hundred
thousand pesos to make o film. To get that money from anybody,
you had to belong to the wunion. And to get into the union you
had to have made a film. $0 you never break the circle. It wos
an industry that used to be very big and strong. Ve still had
all the structure from the fortfes and all that, It was in a big
crfisfis ond ft storted to fall down from that moment. Yzhon there
came the contest, for experimental films (First Competition for
Experimental Cinema in 1965) which 1 cntoroé?] But there were
still problenms., [30 many filmamakers of my generation left the
countr{} I went to France. Just o few years after that o liztle

bit younger generatfon went to London. Ve had to go6 out becauvuse



ft wos the only woy to learn. There were no film schools ot
that moment, There were no shore lll-s,[}o television. It was

impossible.
BARTONI: And this woes before the Super 8 group got involved?

LEDUC: Yes. Super 8 storted four or five years later when 1

came back to Mexico. Even o Little DIt loter, '68, '69.

BARTONI: Oid you come back with the intention of getting things

gofing sgain?

LEDUC: In '67 1 was part of 8 group that made & contract with
the Olympic Committee to moke o certoainm oemmount of shorts.
Alberto Isaac was head of this committee. At thet moment we were
alll very much into cinema verite. Ve wanted to nake
documentaries ~but we -odse saw the possibility with the 1é6an
Eclofr system, to moke flction films without the wunion and ot
lower budget and with the same quality. S0 we made this group

that was called Cine 70 and we started doing short films.

BARTONI: How would you describe the state of the Mexfcan filas

fndustry right now?

LEDUC: Catastrophic. But first of oll §t's port of o larger

coatastrophy, the cinema catastrophy all over the world, 1 think



cinema's dying. 1 don't know §f thet's good or bad but it's o
fact. In Brezil they're etoa!ng?-ovlo houses e¢och day and in
Italy, they went down from 75X to 25X in the time Itolfan “ilm
wos screened weekly. $0 we're not so exceptional. For wvus ({1t
could be more difficult in o woy. The only thing peculfar is our
geographical position. We still have ovur f{(ndustry thot ®makes
ceighty or ninety films o year, films made in Mexican pesos zhat
are distributed to eorn dollers imported for Mexicen workers
here, at least up to & couple of months ago becouse now with the
immigrotion lows ond all that. With this condition of very low
budget, very commercifal, and very boad kind of films, with Mexican
songs, mexican jokes standing for Mexico. But still the wunfen
has the same asttitude because they still think that things are
90oing great. Although they have problems which mokes {1t worse,
1 mean they don't wont people to 9o §in and join. so for
instance, | might go {into the Union but ay crew that 1 worked
with on FRIODA for instance, connot go fnte the wunion. $o 1'¢
rather stay out.

But so far in MNKexico you heave verfous weays of producing
films. You have ;Ikg kind of film which is private enterprise.
Ve had during the Echeverrfio perfod from ‘7076 the szate
producing films and it hod o policy on films. 1t didn't discuss
ft, but it had a8 policy. When Lopex Portillo came in in '76,
everything diseppeared. He was so0 clearly ogeinst films oand

ogoainst whot wos going on that he even put some people in joail,

pgot out. Everyone was innocent. And now with De Ls Madrid
Ml zw\\\



with the “onolory and, the state has started to disasppear. It
storted loast yeor with Alberto Ilsooc, who wos the heosd of =the
Instituto Mexicano Cinono(ogr.lf&. resigning. The problem wvas
net hoving cinemo o3 o priority with the governments of Latin
Americe. $o there's no Llenger 3 solutfon and you have
Independent filmmakers who, during the Lopez Portilleo ers, made
about twice or three times more films than what the government
industry and the private enterprise made together, considering
all Kkinds of filas, short films, long films, documentary and
fiction. And that's where the most interesting things happened.
But now with the economical crisis which s hord wvpon Mexico,
things have become very difficult, Kodek goes with the dolliar.

Laboratories go wmith the dollar. $o ft is very different now.

BARTONI: Is there o Lot of co*producing still going on? 1
noticed that your film ETHRNOCIODE: NOTES ON MESQUITAL was c¢co-

produced by the Conosdion government.

LEDUC: It's difficult to do co-productions because you have to
find the subject that has o Llogfic for the production. In the
Unfted States since we're c¢close oand we hoave the possibitlity of
the common market, it mokes sense. Yet, there's never a real co-
production. It usually becomes an Amerfican production with o
Mexican crew. It becomes lower budget for the Americans oand the
Mexicoans Llose control, especially for the money that comes bock,

the distribution and all that. $0 ft's eosier sppoarently to look



for co-productions with Evurope or other Latin Amerficen countries.

$0 there are many projects.

LIST: What wes the function of the Instituto which wos heoded by

Alberto lIsaac?

LEODVUC: It was like the government office in charge of everything
concerning cinems, It also woas connected with the school, but
the name of the school s Centro de c.pocitocign cInQQQQoorolicQ.
There fis another school that's coalled Centro Universitario de
Estudios Clno.otoor;wicos wuhich belongs to the University. But
Alberto l1seec was something like Echeverria during the Echeverria
period. He was the heod of the film industry from the
government's point of wview, Rodolfo Echeverrio wos the head of
the Banco cino-atoor:f;leo. To be thot, he woas the chief of the
bank, because it was the moment when what the government did was
mainly give money to make films, to make distribution companies.
It becoame something of e state monopoly during the Echeverria
perfod. But sfince there wast no more money ¢they <created an
fnstftute, which even the word s o Little bit omdbiguous. Whoat
ft woes for was never too clear. They tried to produce, but
didn't have the money. Tried to change things, bDut didn't have
the political suppore. $0o finally, Alberteo resigned because of

that.

LISTY: What options are ovoilable for the new filmmakers coning



out of the film schools?

LEODVUC: There ore so0 mony new filamokers. 1 don't know whoat =hey
are going to do In Life. And s8¢0 you have Dboth problenms, You
have the problem of having big groups now trying to meke fi.ms.
And you have the problem of very go00d people trying to do things
in & system that's ogeinst them, I mesn even from the very
beginning in the school, they have to learn that everything is
against thenm. It's difficult for them to find the money, to find
distribution. I don't know what's going to happen with there.

And of course you have my genersation end even older gencerations
end we oll have the some prodblems, money. And of course video
now., It's storting to bo“o problo-? In Mexfco ¢ty violence is
also starting to be » problenm. People don't go out, so you have

empty movie houses.

LISTY: Is there much video cassette rental?

LEDUC: It's starting to be o bDoom,. It's been there for quite

some time, but now ft's really starting to become competition.
LIST: Do you think that filmas that ere less commerciolly
orfented could get distributed on video tape eventually and

thereby create o bigger market?

LEDUC: Well, 1 doen't know if you heard of 2Zofro, which is oa



distribution compoany thet wos crested by o Qgroup some ten years
sgo for maeinly 1émm alternative distribution. Little Dy LlLitzle,
they brought in Americen independent films. They brought Latin
American films. $0 now they have a cataslog of more than M{\{Q
hundred films. For o <certafin aesmmount of time that wos the
solution for vus, but not en economic one. This film thot | made
with Canadas wos Llargely seen in the country because of 204ro.
But the money theat came back wes nothing, not encugh to pay for
another film, for me or for enybody working in the system. SBut
at least our films were seen. Now with the economfic crisis their
work is getting to be very difficult. $o s part of the same
group, Jotgo Sanche: started @& new thing, Macondo Cine Vvideo,
which started just this year to distribute video. 1 think ft hos
s long way to go, but it's gofing to be the scolution, But also at
the same time not the economical solution. Ihoro.uro pirates all
over the world. In Mexico, the small amount thet goes inte

video, the Mexican producer never sees (t.
BARTONI : Con you support yourself mainly by filamaking?

LEDUC: It's & very oabsvurd sfituation. fFor many vyears | was
supporting myself by doing documentaries or other kind of fi.ms.
1 could moake o Lliving out of ¢that. Now that's over. $0 now
sapparently, they're paying me not to shoot films,. For » year and
o half or two 1've been Living on writing scripts. In some cases

it's & very oabsurd situation. 1 meon they c¢oll me and say why
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don't we moake o script for o Y.V, serfies on Flores Magon. | know

that from the beginning it would moke o greot serfes. But I know

that in the political sftuation of Mexico, that's it's

impossible. 1t's an expensive project, because they don't call
me for a film. They call me for fourteen chapters. It's o
period story, ®many characters fnvolved. You write it in the

leost expensive monner. I don't woent to waste my time, sO0 ! say
why don't we do somethinmg else? They soy Nno no we want te do

this. It's gonna be great. They pay me to make the script., It's

absurd."\\el.( \\Q{e( P(Oéﬂ-ad '\\NQ (6{\*-9‘, t){' CONS e -
\

BARTONI: There's a lot of screenwriters in Hollywood who have
never had o credit on film and they've made 8 very good Lliving

writing screenploays.

LEPUC: Vell, if you're & scriptwuriter, then you can be very
heppy, but {f you're o flilmmoker, then it's aesbsvurd. You don't

Like it so much.
BARTONI! : Your next project will be o film on Tine Modotti?

LEDUC: No, that's ean old project. It could happen one day but
I1'm not working on that now. The same co-producer of FRIDA wants
me to do oen old project oend 1'm not so sure ft's gofng to be
possible. It's based on o short story by Alejo Carpentier. It's

colled *Conclierto Barroco™. It's & very short story oand we have
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to expand it very much because fit's for three hours worth of
television and a shorter version for film. That would be a2 co-
production with Spoefin, Cubs oend NMexico. It would be shot one

chapter, one hour in Mexico, one fn Cubas and one in Spain. And

sccording to the producer, 1'm gofing toe stort thoet n Jonvary.

FRIDA AND THE NEW LATIN AMERICAN CINEMA MOVEMENT

BARTONI: Do you have any speculastions on why Fride Xahlo's so
popular now? There's o play that was done here in the Spanish
erces of Chicego, ond there ore ort retrospectives on her. The

biography was quite popular...

LEDUC: Vhen we made the filem the only things thet were done wos

the exhibition that went oall over Europe and New York, *Tinoa

Modotti and FfFrida Xahlo.™ The museum woas always thorob but it
: 7o mate Ave G
wos not crowded. One of the roolonl{'ucs becavuse she Nas

forgotten. WVWe thought it wes finteresting for her to c¢come bDack,.
At the some time, | bDelfeve that this finternastionsl recognizion

hoppened becoause of the exhibition., She becoame well known in

Sweden in London or New York,. People start writing books or
writing plays at the same time. (At Lleast outside of Mexico
becavuse in Mexico we knew about her.) And | imagine, for

instance, in Berlin, she became o flag for the Feminist Movemant,
In San Froancisco, I think something Ulike that happened oa.s0.

When 1 went there lest year you <could find tee shirts oand
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parophenaslie about Frida, not because of the ffilm but becausc of
herself. And ! think ft's mainly because of the Feminfise
movements oll over the world that took her or were interested in
her which is quite logical. I'm afraid that now, at leasast in
some coases, she can become mythifled., In Berlin, 1 remember in
the days ofter the film o strong feminist radical asked me why 1!
didn't show all the struggle thot she had to live through from an
economic point of view - her proletoarian orfigin. 1 had to
answer, Dbecause there wos no proletarian origin end becosuse she
didn't have economic problems, Diego gave her money to Llive.
That's not too feminfist and maybe the Feminists don't like =hat
srgument, but ft's & foact. She had Diego supporting her,. And
slthough she didn't sell much, she sold enough. She woas quite
well known, even {f she wasn't ot well known as now. She needed
lots of money for her operstions and all thet and it came from
Diegeo. I don't think ft's a big crime to soy it, especially if
ft's on Mhfstorfcoal fact. I mean the problem doesn't chonge the
image of Frida. $0 these smoll details, or not so small details
made me afrofd that she could become mythified or altered in some

direction or another.

LIST: What do you think s the connection between her art and

the proletarian movement?

LEDUC: Well she woas interested in the proletarfian fdea and the
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possibilities of @ revolution oend she lived {fmn o country <that
just coeme out of o very large revolution with s millfon people
dead. It changed the whole country. $he woas In the middle of
thot ond the uvprisings of the left with the Communist Party, and
the problems with the Communist Party splitting in & moment when
it was very strong and the left wos very strong in Mexico. She
wos in the middle of 8 very lorge oand very fmportont cultural
movement, the most well known aspect being the muralists, but it
hod musficions oend writers also. 1t was Ulike Nicoragua now but
even on the Llerger scole bDecoause it's o larger country. You had
people coming from all over the world to see whoat woas going on.
$¢ it was 8 rich movement and of course she wos interested in all
thoat. But the fact that she wos interested in the revolution and
she wds & revolutionary doesn't mean she wos from proletarian
origins, She woes o middlecloss intellectual, the daughter of a
photographer, o poainter, » student etc¢...e%¢...Mho was interested
in politics which is not better or worse than anything else, it's

jJust her sftuation.

BARTONI : What about your personal views on polfitics and art, the
relationship? Po you feel ¢there's o commitment by ertists to

deal with social concerns?

LEDUC: The word commitment, ot leost if 1 trenslete it to
Sponish, sounds Llike {f you're forced to do something. 1 think

that ft's not only myself. 1 think thet for Latin American
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filamokers moinly the people from my generation, a Llittle DBIit
older and younger, ft's not commitment. It's peart of our
everyday preoccupations. Ve're surrounded by politiceol problems.
Vhen we storted with the moment of the Cuban revolution, then up
to now with Nicorogue, Chile, Broezfl, then chenges in Mexfco and
all over the world. AllL over the world, we've been involved more

aS
or less, not necessorily with o porty o militents but we're
involved in politics. We ore politicoal minded. Even (f we're
making o love story, we're interested in the political concern of
how to tell the love story,

For some time in Letin Americe, there wos this moment of the
"Third Cinemo*™ with the g¢ine querilly of which some films 1
might Like, but the theory ftself -+ cinems befng o guerills -+ 1
think it's absurd. I think it's o very petite bourgeois notion.
1f you want to be o gyuerills you can go and be o guerfila. 1t
yYyou want to make flilms, you oaccept thet you want to make films,
and that you c¢an do » politicel work, whotever thet s, but with
the limitations of » film., S0 there wos much exsggoeration about
the influence that some films had on the sudience. The
statfistics of some films ++ this film was seen by | don't know
how many mfllfifons of workers -+ {it's not true. The foact s =hoat
mony of those films were seen Dy fintellectuals ond pezxite
bourgeois filmmokers themselves becouse ft wos the only svudience
aveilable. I don't want to exeggerate. Kany films were seen
olso by workers, olso by peasonts, olso by unfons but they didn't

hove the some effect sometimes. And some people realfzing the
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change tried to have feed back with this reality and some people
Just mode o myth thet they were bDecoming heroces. But still 1

think that most of these Latin Americean films are the best films

thot have been mode. "V\ oJf WMoY € n '\ -

LIST: 0o you think Trotsky's wuritings on art have had an

influence on you or any other MNexican filmmakers?

LEODUC: Not on me, Hoaybe on somebody else bDut not on me., I mean
not particularly. I meen maybe...for instence in this filma 1'm
not 0 Trotskiist. 1 even disagree a lot with Trotsky's
sttitudes, but I hod to deasl with the charascter of Trotsky. In
Mexifco, the Trotsky oassosination in 1940, wos on f(mpoact thoat the
Left has not recovered from. If not from the political incident
ftself -+ the murder -+ from the political consequences and the
way ft was done. The Communist Party was split at that time: the
group thaet said we hoad to do what MNoscow safid even {f it's
kitling Trotsky or whoatever, ond the group thot sofd we must do
vhatever must be done (n Mexfco and we have to have fraternal
relations with the Soviet Party but if they want to kfill Trotsky,
ft's nmnot ovur problem, But this prodblem (s stfll not solvec in
Mexico, so it's a political subject. In this film I don't think
we deol with thet reolly. But ft's something thet ’}”I?,ﬁ" szl
discucsté. in Mexfco. Still there are some reactions to the
filem, There ore Stalinists who only to mention Trotsky fis Like

hell. It wes mainly to talk asbout this that we dealt with the
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subject...more or less.

LIST: Kave you had any objections from leftists obout you file

being too personal?

LEOUC: 1 had some objections from some leftists. Some old
Stolinists, especially ort critics felt that not only because of
Trotsky, but also that Frida, Diego, Siquerocs were thefir domain
ond nobdbody should touch thefir socred fimoge. Vith younger people,
no. With younger people maybe even the fact that they found it
more personal woes not necesserily considered o problem but as
something that should be done that way. No in general 1 don':t
think that was & problem.At least nobody seid it or wrote it if
they d1d think that way.The fect that the fits wes"not poputer,
wes the subject of debate and criticism. But 1 think <that oat
least when 1 did the film, now fit's chonging, bDut...This joke
that | mentioned ™“Let's do whotever we want, Nobody's going to
see the film," we knew otherwise how to get our money back
etcetera. Ve knew that small crowds oll over the world cou;d be
interested in this film, Let me put it this way, when 1 went
into films, films were » popular means of communication. It wos
like dofing popular wmusic. You were addressing or tryfing to
eddress o large osudience. You thought you were able to do irt.
Now films are becoming like chamber music. I don't know {f it's

good or bed, but {it's a fact. 1 don't think it's so bad to

address it to o smoall audience. Especiolly §ff ft's » fact =hoat
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you're not really oaddressing workers of the world bDut you're
sddressing people from e‘nono.“&”&s-

S0 what happened to Fride was that 1 found out, end 1 <can
prove to myself, that smell esvdiences con moke o lorge asvdience.
You ¢on also address o larger svudience, maybe even larger than we
did when we were trying to make films addressed to o Llarger
sudience. $0 it's very poresdoxfcoal and not 8o eosy. But people,
maybe in the Lleft, still think you would have to deal with other
subjects and treatments or ways of telling the story in order to
be wunderstood obviously by the osudience. But I don't think

that's necessorily true.

LISV : Often those who are tryimg to wunderstand Third Cinema
still cling to the fdeas of the manifesto by S$olanas and

Getino...

LEDVC: But Solenes hoes chenged...! think ft's in meny ways
similar to myself. You start with documentaries, trying to be in
the center of the ntrugglo addressing all the militants and then
you find out you're not really resching them, Vhat they did to
resch them -- the phenomenon of cinema and video -+ f§is changing
slso. And you think again what your own work s end what you
have to do and you do it n another way. 1'd don't think Solanas
is less good or LlLess political {in TANGOS than in HORA DOE LOS

KORNOS, just different, He talks about o different thing and a

different problem and & different avudience. He made a different
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film, ]I think ft's much more politicel then to try to find one
formula which twenty years 0go0...1t"'s what's happening in
politics, The whole politicel conception of everybody n the
socfalist countries, the capitalist countries and the third world
is changing. OQur problenms, fdeoclogical, politicel, social,
economic problems ore quite different now then they wvsed to be
tuenty years ago. I mean {if we don't think about what is going
on and what we have to do then we're not doing politics we're

dofng ! don't know, masturbotion, political masturbdation...

BARTONI: There is o surprisingly minimal esmmount of dialogue in

FRIDA...

LEOUC: There s o Tina Modottf project that 1 haven't done vyet,
that 'Ll do some Jdoy. Ve were working and just asbout to make
that film with Ofelia Medina as an aectress, os & complezely
silent film bleack and white film. There woas some sort of o
challenge. Tina wos o photogrepher ond 1 woented to tell <the

story ©of o photograepher.

BARTONI : $0 somewhot mimicing her medium with the Dloack and
white?

LEDUC: 1 woanted to see §f ft wos possible to sey ft without
words. Also I had the problem of the Llanguage, she being

Italian, if she wos going to speak with or without an accont.
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It's a Ulittle bit of on oeabsurd problem, but the whole thing
started like that. $0o it took quite some time. It was difficult
to make the script for o silent film, no words ot all for Tina
Modottl, We were going to stert shooting ¢thet the day =:hat
nothing could get started, the doy of the devaluation of <the
peso, the first of September in '82. S$o in August, Jjust before
that, the country wos full of rumors - coup de etot, devoluozion
80 the whole production stopped for s moment. I knew that
Ofelfo woanted to moke something on Frido, which §is normal. Te
see herself in the mirror, she woes obsessed by the chesrascter. !
wos very finterested in the subject. | thought that there was the
danger of doing o cheoap melodramae, o scop opers full of tears and
nothing more wes too much in theat project. $o 1| didn't want to
g0 into the Ffrido project. But once we had the situatior of
postponing the Tinms Modotti project, David Vined suggested, why
don't we start working on the {dea of Ffrides. Then he went back
to Argentine so0 I didn't work with Ahim on thoiﬁghipt. But all
the work that wos done for fi(megining o sfilent film woas very
useful for FRIDA. FRIDA hod more elements bDecause ft was not
only her work but ft wos o grephicel way, o grephicel language of
the way she dressed, locations. I thought that was one of the
tricks to avoid melodramae, the lack of dislogue. The other one
was this unorthodox narrastive, not to tell » story but to give
some images, flashbocks, | meon whotever you want to see and to

suggest more than to explain.
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BARTONI: When I first watched it, there wos something very
different about the editing of FRIDA. And it seemed that you
would cut into her memorfies and get to a cork.ln point to where

you'd expect more and then you'd cut it...

LEDVUC: 0f course ft's eoediting, bdut I think it comes more f‘roe
the script because of the sftuastions that are chosen. Usually
what you show in the film is the moment after not the beginning .
The idea wos to make people think about the whole thing. 1 mean
not to show it in o very troeditional woy. It's peculior Decouse
ft's vsuelly fn the Unfted Stoetes thot I've found this reesczion
and 1 think it's normal because of the kind of movie thinking
there s in the VU.S. It's more disturbing here. We want it to
be frustroting ond disturding in that poarticular areas. It's for
thea to finish ¢the film. Ve had the problem from ¢the very
beginning of the conception of the script, Vhom are we
sddressing: the people that know about Frida or the people that
don't know anything about Fridae? $0 what we wanted to do s o
film thet could resch both especiolly because we felt Frida was
starting to be known by more people. The thing fs that {f you
know about Fridae, 1| ¢think that in the very beginning you Eknow
that we're doing something else, Llfke the Trotsky letter. The
Trotsky letter doesn't exist os it is in the film but we are
certain that such a letter can exist. It's based on o collogeo of
Trotsky's fdesas and Trotsky's ¢text. Trotsky wrote to his wife

telling her sbout the offair with Frida and some part comes “rom
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this letter. And {if he wrote to his wife telling her obout
another womon §t's sure thoat he wrote to this other women and we
know that he wrote her because he had o meeting out in the woods.
$¢o it's more or less reol DbDut ft's not o biogrephy, not o

documentary,

BARTONI: I1'm just wondering 1f that's indicative of her own art
where you don't know what's true, what was §in her imagination and

whot wos toking place.

LEDUC: The other thing s that we also wanted to make a film for
people not knowing anything about Ffrida aend then f§t's just o
particular woman who happened to paint etceteras, etcetars,
People that don't know enything ebout Fride oere not so mnuch
disturbed because they have to reconstruct the whole thing
without any other thing but the film. Vether they Llike it or
they don't, fit's the film thet's giving them the elements to

follow the story.

LIST: It olso mopde me wont to 9o ovut and find out more about

her, verify the film.

LEDVUC: Right. And when poeople kEnow about Frida then they are a
Little bit troubled by the facts. Was It really like that and

who's this guy? It's not important.
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LIST: Pid you always concefve of the film with so0 much canmera

movement?

LEDUC: No, when 1 g0 to the set | don't know exectly what I'®m
going teo do. 1 have & general f(deoa. 1 Like moving the camera in
general and it's also & solution for production problems. it's
casier to make one or two shots o day and | g9et bored with
reverse shot set-ups. Alsoe the cutting room s something thot |
lLike but not for too many doays. The shorter the better. I was
conditioned for my work before, maybe not the work that you know,
but mafnly by 8 certain smmount of documentaries that | made. |
wos using & Lot of comers movements. In this story in particular
you have the problem of » charscter that doesn't move normally.
Sometimes {ft's o wheel choir, sometimes it's o bed, sometimes
ft's a cene and also to try to show her point of view to c¢create
this atmosphere that we're going in her house Like breaking the
intimacy, coming out of walls and all <thoat. There were many

reasons. Most of them | realfze In interviews and after.

BARTONI: There weren't oll thet moeny pofnt of view shots “rom

Frido's perspective,

LEDUC: I think there're none. 1 don't Like subjective camera. 1
don't think there's one shot in the film thet's subjective
camera. It's like suggesting a» way of Lloocking. 1 don't know,

That's for file crfitics.
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BARTONI!: $0 you feel that ft geers the osvdience too much f it's
from the character's point of view, that ft's telling the

svudience whoat to see?

LEODUC: I think ft's fmpossible. I think that the camera can
only shoot whoat your eye con see. You ¢on not 9o through =the
mind of the character. Alsain Renasis ¢tried to do that with

pemory. In NIROSKIMA MON AMOUR for instance, fit's different than
when he did it in MARIENBAD, Thot didn't work, 1 don't think
that film worked but ft's & very interesting film that had to be
done fn & certoain moment. The bDig lesson from American films s
that the comera can only shoot concrete things, gloss, windows,
people, conversotions, whotever. When you try to shoot
fmogination, you oalso heve to shoot concrete things. ] never
like it when a c;-oro pretends to see what 8 character sees and
then goes out to see what the director sees or another character

tees. It doesn't work.

LIST: It scemed teo be the eppropriate style to show her

paintings.

LEDUC: Yes, oalso you're not trying to do » documetary. It's
Lfke taking him to & gallery. You're tryfng to tell the viecwer
something else about that painting and you have to choose what

part of the peainting or what rhythm you want == to moke o ‘ilm
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eut of it and not just a8 postcoeard of the gpollery. Especially
since we're going to deal with silence and musfic and all that we

needed. ..

DISTRIBUTION

BARTON! : Your film FRIDA which was shown at the Chicage Loazine
Film Festival {In June Mhes been well recefved. It had three
screenings that first night when it was here. People were Llining
Up on the streets and | wunderstand (It did quite well in San

francisco. Vhat's your distridution plan for the film?

LEDVUC: Well ¢the film Mhes bDeen distributed in olmost all of
Europe except France. Now ft's sterting in the United States. 1
understand it's going to open in New York in Jenuary or something
like that. It's been distributed in some Lotin American
countries. It's going to start in Argentinas. I think §t's going

to stort in Brozil, Colombia. $o0 Little by Llittle...

BARTONI: Vhat sort of distridbution hos Fride had in Mexfco?

LEDUC: In Mexico, ft's had normal commercial distribution. Ve
were surprised it wes 8 big success, becoause ft's o difficult
film. When we made the film, we had & Jjoke. When we were
shooting, we sefid nobody s going to see this film anyway,

becauvuse we knew about the distribution problems and we knes we
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wmere doing a difficult film. Ve thought a small group would sece
it in Mexico. We were surprised because many many people saw it.
It storted in five movie houses fn Mexico end it went up to six
and to seven for meny weeks then ft went boeck to six end to five,
ond finally went away. Ve were puzzled because part of =the
reason could be because Ofelia Nedina is quite popular in Mexico,
but it wes more then <thot. $0 we did some research of =the
svdience through friends and others. Ve went to the movie houses
eand telked to the people, Mony people soid thet they were tired
of garbege in television, tired of garbasge in films. The “fact
thot the film woas difficult and made them think was gratifying
for then as an sudience. 1 think ft's fmportent for vse
filemmoakers to think ebout this bocousowuuuolly ousuno;‘rhe(‘

Bmust produce for the lowest common denominator.

LIST: What s the situation with the distribution of your o=xher

films?

LEDUC: I know that ETHNOCIDE hes been shown in the VU.S., byt I
don't know where or how. KISTORIAS PROMIBIDAS DEL PULGARCITO, a
film on ELl Salvador has a problen ulgh the distribution because
it was mainly distributed with EAFRA in Mexico for cinema goers

and politically by the Salvadorfians themselves. $0 they took o

A oW wats L\.w( :
copy here and then they took it someploace else
2“" eM 1 don't know where, but | know ft's been shown in the

United States.
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KISTORIAS PROKIBIDAS DEL PULGARCITO was & film thot the
Salvadorfians asked me to do for many purposes. It weos some yooars
890, five or six. Kow everybody more or less knows what's going
on in El Salvador, but in thoet moment it woas not so clear. $o
they needed o film for politicel use which could eddress people
fgnoring where EL Salvedor is and what the whole thing s abdout,
It ¢could be used as part of an aggitation campaign, in 8 union,
fin the middle of o speech, to roefse funds... $0 what 1 tried to
do was, first of all it wes on four reels. $0 sccording to what
Ny .
tho.é‘sﬁ(o\m, they could choose to show the whole film or the
first reel or the third or the fourth or whatever they wanted to
do. And each reel was divided in choapters with titles oég black,
t0 even §if they wanted to re-edit this film and make whatever
tho‘gugntod to with the film, they could. The problem wos, =hey
never did 1it. Usvally, the whole thing which was too long, two
hours and something, was shown oltogether and I couldn't conzrol
that. But the ides wos to make them think in o way oend vse thoat
information as they wanted according to the circumstances.

In ETHNOCIOE, | trfied to do the seme thing. It wes ot the
end of the Echeverrias perfod. Ve knew that we could produce the
film that we wanted, but we were not sure how the film was going
to be distributed. We thought we could have probems. $o0o the
idea wos to make @ short film for each Lletter of the alphabe:t
from : to 1. for instance, the "G* which was the government, fs

a short film about efght minutes, that you c¢an c¢cut out of the

film and use oas propaganda or whotever, or you could relate o»
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combinsation of Lletters ond do one film for pessants and esnother
film for workers, another film for cineclubs. But ft didn't work
also. They usually show the whole film.

My other films, except FRIDA, ore distributed in Mexico
through Zafroa. Kere, Noew Yorker has JOKN REED: MEXICO INSURGENT

and FRIDA.



