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(QJ: As I'm sure vou remember, MEMORIES OF UNDERDEVELOPMENT met
with great success upon its theatrical release in the U.S. in 1973, How would
vou evaluate U.S. film critics’ response to the film?

A: I am not fully informed of critical response to the film in the U.S., because
the only thing I can base my assessment on is a file of clippings which the film's
U.S. distributor, Tricontinental Film Center, has sent me. Naturally, the reviews
range from good to bad to mediocre, but in general, I would say that several of
them are extremely interesting. The tendency to interpret the film as a subversive
act was not as manifest in the U.S. as, for example, in England. Sight & Sound
which published an absolutely sinister article which began by comparing the film
to Buiivel’s VIRIDIANA—made under Franco's very nose and proceeding to
blow up in his face—and ended up comparing me to Solzhenitsyn. It was ob-
vious that the intention was to misconstrue both the film and the circumstances
under which it was produced, for the actual situation had nothing in common
with the version put forth in the review.

It seems to me that MEMORIES was in general much better understood and
cvaluated in the U.S. because people perceived the attempt to criticize a bour-
geois mentality which, understandably, persists in our society despite the many
changes we've gone through.

Q: It also seems, however, that there were many critics who articulated that
critique much less vociferously than what they perceived in the film as a critigue
af the revolution itself,

A: Yes, of course, such a critique is also implicit in the film. But what was the
nature of that critique? What I'm saying is that most of the U.S. critics were on
target in that they realized that in contrast to the bourgeois mentality represented
by the protagonist, the film reveals an entire people in the process of being
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bormm—with all the problems and difficulties which that involves, but with enor-
mous vitality as well. This new world devours the protagonist in the end, That is
the image we wanted to convey with the film, and judging from the reviews |
read, it seems to me that U.S. critics grasped it more clearly than their counter
parts in other countries.

Q: I have shown and discussed the film with many audiences in the U.5., and
one siriking thing is the tremendous urgency and persistence with which they
search for a shred of optimism regarding Sergio’s fate. Because they identify so
completely with him, they desperately want to believe that he is somehow “saved'
ar the end. Surely Cuban audiences view the end of the film very differently.

A: Yes, they do. The film had a very good response here, relatively speaking.
In fact, something happened with this movie which [ had never seen with either
my own films or anyone else’s: many people went to see MEMORIES more than
once, and some returned as many as four or five times. That does not happen with
many movies. It makes me think that the film hit its mark, which was, first and
foremost, to communicate with the Cuban public—not with audiences from
other countries. It achieved its goal in the sense that it disturbed and unsettled its
audience; it forced people to think. When they return to see the film again, it
means that it has kept on churning around inside them even after they leave the
theater. As far as I'm concerned, this is the most important thing.

Q: It's true that the film seems io achieve a remarkable growth in depth and
coherency between the first and second viewing, and thus has a great deal to
teach people abour the possibilities of cinematic expression. The first time
around, the film might seem a bir disconnected, but with the second viewing there
is clearly nothing disconnected about it. On the contrary, all the implications
and motivations of the interwoven documentary and fictional sequences begin 1o
come clear,

Though it is guite conventional for a feature film to be based on a novel, the
particular adaptation process by which MEMORIES was generated has always
struck me as somewhat unique. Would you comment on the collaboration of
novelist Edmundo Desnoes on the production of the film? To what degree was he
involved in the actual filmmaking process?

A: Well, obviously, the film was based on a novel which he had written and
which 1 found o be extremely suggestive. My work with him was very good
because it was an extremely creative process. We did not attempt to ‘translate’
the novel into cinema. For me it twrmed out to be much easier, but for Desnoes it
perhaps demanded a much higher level of violence against his own work and
against himself, because at a certain point his novel was to be betrayed, negated,
transformed into something else. He was fully conscious of this and worked over
his novel as if it were raw material, not like something already fully achieved
which was going to be ‘translated’ into cinema. Because he maintained this
attitude, which is, of course, the only one to have if you are going to do this kind
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of thing, our work together was very fruitful. He often attended our shooting
sessions, and made many excellent suggestions.

The original screenplay which we worked out together kept being transformed
in the actual shooting process. There are cven several scenes—and this is very
significant—which carry great weight in the film but were never anticipated in
the original screenplay. There were also details, The telescope, for instance,
which becomes a very important image, a symbol of Sergio’s alienation from his
environment, didn’t occur to us until the first days of shooting, almost at the last
moment. Or scenes like the one where Sergio is returning home and comes across
a group of people marching in the opposite direction on their way to a political
gathering. The scene is very significant, because Sergio is always heading in the
other direction from everyone else. As an image it functions very well. The
sequence was filmed almost coincidentally, and at Desnoes’ suggestion, because
we just happened to come across a group that was preparing for a May Day
demonstration or some such celebration. It was his idea that we take advantage of
that situation, and I think that it tumed out very well because we were able to film
it very spontaneously. We simply had the actor begin walking through that group
of people. There were no extras involved, no preliminary preparations.

Q: Whar about entire sequences which did not appear in the original version of
the novel, like the one which takes place in the Hemingway musenm? Were these
developed at your initiative and only later incorporated by Desnoes in the subse-
quent English version of the novel?

A Yes, he later included these scenes in the revised version of the novel on his
own initiative. The fact was that I felt the need to say other things than those
included in the original novel, and thus he would write something at my request
which I would later expand and rework. But I think that even the second version
of the novel is quite different from the film.

In my view, the Sergio character is very complex. On one hand, he incarnates
all the bourgeois ideology which has marked our people right up until the triumph
of the Revolution and still has carry-overs, an ideology which even permeates the
proletarian strata. In one sense Sergio represents the ideal of what every man
with that particular kind of mentality would like to have been: rich, good-look-
ing, intelligent, with access to the upper social strata and to beautiful women
who are very willing to go to bed with him. That is to say, he has a set of virtues
and advantages which permit spectators to identify to a certain degree with him
as a character.

The film plays with this identification, trying to insure that the viewer at first
identifies with the character, despite his conventionality and his commitment to
bourgeois ideology.

But then what happens? As the film progresses, one begins to perceive not
only the vision that Sergio has of himself but also the vision that reality gives to
us, the people who made the film. This is the reason for the documentary
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sequences and other kinds of confrontation situations which appear in the film.
They correspond to our vision of reality and also to our critical view of the
protagonist. Little by little, the character begins to destroy himself precisely
because reality begins to overwhelm him, for he is unable to act. At the end of
the film, the protagonist ends up like a cockroach—squashed by his fear, by his
impotence, by everything.

So then what happens to the spectator? Why does it trouble him or her to such
a degree that s/he feels compelled to see the film again? Because the spectators
feel caught in a trap since they have identified with a character who proceeds to
destroy himself and is reduced to . . . nothing. The spectators then have to reex-
amine themselves and all those values, consciously or unconsciously held, which
have motivated them to identify with Sergio. They realize that those values are
questioned by a reality which is much stronger, much more potent and vital. _

I feel that it is in this sense that the film carries out an operation which is the
most revolutionary, so to speak, the most dialectical with regard to the spectator,
The film does not humor its audience; it does not permit them to leave the theater
feeling self-satisfied. The importance of this phenomenon lies in the fact that it is
the precondition for any kind of transformation.

Q: It is interesting to observe how well the character of the film's protagonist
corresponds to a whole stratum of not just Cuban, but Latin American intellec-
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tuals from the haute bourgeoisie. What has been the response to the film among
Latin American audiences?

A Unfortunately, it has not been widely shown, but it has enjoyed great suc-
cess in the countries where it has been seen, according to the news which I've
received. For example, it was shown in Chile during the Allende period, and [
received very positive responses by word of mouth. Unfortunately, before the
reviews could be assembled and sent to Cuba, the coup occurred and they were
lost,

Q: Speaking of the need that the audience feels 1o see MEMORIES more than
once, in vour most recent film, THE LAST SUPPER, and in other films which
we've seen here in Cuba, it seems that the narraiive line has become flatter,
more chronological, more linear. Do vou see this change from a more nar-
ragively fragmented and ‘deconstructed’ kind of filmmaking as a current tenden-
oy within Cuban cinema, or have [ begun ro draw conclusions from oo narrow a
base?

A: It’s not really a matter of identifying a tendency since it seems a little risky
and potentially premature to draw such conclusions. I believe that we are guilty
of having over-indulged our interest in historical topics despite their great impor-
tance at this stage in our national development. We are very much involved in
reevaluating our past. All of us feel the need to clarify a whole series of historical
problems because that is a way of also reaffirming our present reality. It is a
genuine necessity. It has, however, led us to neglect our contemporary situation a
bit. Clearly the challenge which we now confront is to develop a penetrating
vision of our contemporary situation, and to make more films dealing with cur-
rent problems. . . .

Q: . . . I would like to ask how you see the evolution of the Cuban cinematic
process in the last decade. What do you see as the major influences on Cuban
Sfilm activity—not only in thematic and stylistic terms, but in terms of the mode of
production as well, that is, the process by which Cuban filmmakers organize
their filmmaking activity?

I know, for instance, that the influence of Italian Neo-Realism in the early
vears was substantial, and you are in an excellent position to evaluate its impact
since you studied in Italy and have subsequently witnessed the whole evolution of
Cuban filmmaking first hand. Then, of course, there are other influences as
well—early Soviet cinema, the French New Wave, Hollywood films, other films
from Latin America. . .

A: Perhaps | won’t be able to answer your question with as much depth and
precision as [ would like because I am not very clear about the most recent years.
As a matter of fact, at this particular time I am in the process of trying to analyze
and weigh the various factors influencing this situation, but I have not as vet
developed a full analysis.

However, one thing is obvious. From the beginning of the Revolution, our
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artistic foundation was in fact essentially Italian Neo-Realism. Very obvious con-
siderations account for this, and not only the fact that Julio [Garcia Espinosa]!
and 1 had studied in Italy during that period and were pretty permeated with that
mode of approaching filmmaking.

I have to say that when we returned we continued to hold a very positive
estimation of that experience in an historical perspective, but when it came to our
evaluation of Neo-Realism as an aesthetic we were no longer so positive, be-
cause we had conclusively seen all the limitations to which it was subject. What
we were looking for was something else. However, Neo-Realism was our origin,
and we neither are able nor want to deny it.

Q: Could you be more specific about the aesthetic limirations you mentioned?

A: At the time it appeared, Neo-Realism sprung up apparently spontaneously.
It reflected a very confusing reality—that of postwar Italy. To the degree that it
did this accurately and honestly, it was, of course, very constructive, because it
allowed the essence of that reality to be shown. It was a very transparent kind of
reality, since such convulsive historical moments virtually express themselves,
Because everything seems so apparent at such times, the requisite analysis turns
out to be much easier. Since film is a good mediom for capturing apparent real-
ities, the Neo-Realist experience is a very constructive one. That reality per-
ceived by the camera in and of itself conveyed a situation full of contradictions;
the act of documenting that historical moment could not in fact avoid bringing
them to the forefront.

In our view, as that particular reality began to evolve and to change, Neo-
Realism began to lose its early driving force. It did not evolve in a parallel or
proportionate way, but instead began to deteriorate, to accommodate itself to a
commercialized concept of film as simply merchandise. Thus only those spec-
tacular elements of Neo-Realism which were capable of maintaining a hold on
the public continued to be exploited. We saw this very clearly.

What happened to us, then? We date the beginning of our filmmaking here
from after the Revolution, since EL MEGANO is nothing more than a forerunner
which, if you like, reveals our concerns but without yet integrating them. So
when we began to make films in a post-revolutionary situation, that Neo-Realist
mode of approaching reality was very useful to us because in that carly stage we
needed little more. First of all, we were not developed enough as filmmakers to
posit other approaches. Secondly, our own national situation at that juncture was
convulsive, very transparent, very clear. All we had to do was set up a camera in
the street and we were able to capture a reality that was spectacular in and of
itself, extremely absorbing, and laden with meaning. That kind of filmmaking
was perfectly valid for that particular historical moment.

1. Julio Garcia Espinosa, founder and vice president of ICAIC since its inception, has made feature
films (THE ADVENTURES OF JAUN QUIN QUIN, 1967) and feature-length documentaries
(THIRD WORLD, THIRD WORLD WAR, 1970}
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But our revolution also began to undergo a process of change. Though cer-
tainly not the same as that which occurred in postwar ltaly, the meaning of exter-
nal events began to become less obvious, less apparent, much deeper and more
profound. That process forced us to adopt an analytical attitude toward the reality
which surrounded us. A greater discipline, a much more exact theoretical criteri-
on was then required of us in order to be able to properly analyze and interpret
what we were living through. We, of course, retained the clear intention of pro-
jecting ourselves toward the future, of fulfilling the social function of cinema in
the most effective way possible,

I'm not sure that this is really a complete answer to your question. [ should add
that subsequently we have had access to the entire gamut of world film produc-
tion. We have obviously been influenced by the French New Wave. Naturally this
produced a few flawed efforts, since the concerns of the New Wave filmmakers
had in fact very little to do with our own reality and with our own approach to it,

Godard, for example, has exerted an inescapable influence. Since he is such a
brilliant destroyer of the cinema, he offers many challenges. From this distance, |
think that the Godard phenomenon can begin to be properly evaluated, noting his
limitations as well as his successes. His intention was clearly to make the revolu-
tion in the realm of the cinema before making the revolution in reality. However,
his endeavor has a very constructive force because he succeeds to a certain extent
in making us see, in making us question the degree to which we might be at the
rear of the revolutionary process rather than in the vanguard.

Owr role is to be united with the revolutionary process. Thus our language as
filmmakers has to evolve parallel with the revolution. It is important to be con-
scious of this, because one can accommodate oneself very easily to stereotypes,
to comfortable ways of doing things. Let’s face it, there is a tendency sometimes
to resist change, don't you think? So that I think Godard’s work has been useful
to us in this sense. Besides, as long as you look at that phenomenon from within
the revolution, it seems to me that you see it much more clearly. This permits you
to be on guard against its limitations and false steps. What condemns godardian
cinema in the last analysis is its own incommunicability. If it doesn’t reach the
people, it is of no use. For us, genuine communication is absolutely fundamen-
tal, s0 we must avoid falling into this syndrome at all costs, However, as I've
been saying, to the degree that Godard provoked the destruction of an entire
series of models of bourgeois cinema, his work has been very valuable.

What other influences have we felt? There's the *marginal cinema,” with which
we are only partially familiar. We have seen very little of the North American
underground cinema, for example, so I am unable to evaluate it,

We are familiar, though, with the kind of alternative cinema which is being
produced in several Latin American countries (Venezuela, for example): a mili-
tant cinema which aims at the poorest sectors of the country and seeks the kind of
response that will spark a toma de conciencia about the social and political prob-
lems which those people face. It is a kind of filmmaking which I believe is
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valuable 1o an extent, a necessary kind of cinema, but one which must not forget
that the cultural struggle must also be waged and won on the commercial screens.
In making that kind of *marginal’ or alternative cinema, you can obviously not
compete with the kind of Hollywood spectacles shown in commercial theaters,
the kinds of films which attract, among others, that very section of the population
which the militant filmmakers are trying to reach. It is thus also necessary to try
to reach the commercial screens with a kind of cinema which is essentially differ-
ent from, for example, JAWS. (Actually, I haven't yet seen JAWS, but I imagine
that it is a fitting example of the Hollywood film-as-spectacle. )

Q: Your emphasis on the importance of a commercially viable alternative cin-
ema makes me think of the Brazilian Cinema Nove movement, because of the
effort Brazilian filmmakers made throughout the 60s to ensure and expand their
access to a broad national public in commercial theaters. Has the Cinema Nove
movement exerted any influence on Cuban cinema?

A: Yes, Brazilian cinema also had an impact here. It was a kind of revelation
for us. Primarily, the early works of Glauber Rocha, although a great deal of
Brazilian cinema has been shown in Cuba.

In fact, we see an extremely broad range of films here. Of course, our situation
is very different from that of most film-producing countries. This is due to the
fact that in addition to controlling production, we also control the movie screens.
That is, what we see is in fact what we choose to see. This is another way to
educate the public.

This process of training the public taste is very interesting, Obviously, we
made a revolution here, we won, and that revolution developed and was radi-
calized quite rapidly; in the process we became conscious of what socialism was.
All this happened very fast, at an almost dizzying pace. But during this very
fervid time, the Cuban public continued to see Hollywood and Mexican films—
until the time when the U.S. imposed the blockade [1961], when it was no longer
possible to continue to see the new Hollywood films, though the older ones
continued to be shown with great success. Mexican movies also stopped coming,
even though diplomatic relations with Mexico were never severed, once the Mex-
ican film enterprises which existed in Cuba had been nationalized by the revolu-
tionary government,

Initially it seemed that this cutting off of the feature film supply was a disaster.
Our public was thoroughly accustomed to those films. But [ think it was actually
a great boon for us. Traditional Mexican cinema—apart from a few exceptions
and some interesting things that are currently being done—is absolutely dismal.
It conditions the public to respond to the worst commercial motives and devices,
just as Hollywood films do to a very large extent (I don't mean to say that every
Hollywood film functions this way, but certainly the vast majority do).

So what happened when the supply was so abruptly cut off? The film-going
public, despite being at that time in full support of socialism, ready in fact to give
their lives in order to preserve the revolutionary system of government which was
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being implemented here, and unreservedly enthusiastic about the revolution, was
reluctant to go to the movies to see the films which we were able to show at that
time—>3Soviet films, Czech films, in short, what was then accessible to us—
because these films represented a new kind of film language for them, one that
was oo alien.

There's another thing which should be noted. Because of the film shortage, we
were compelled to import films rather indiscriminately, without a careful selec-
tion process to determine which films were more adaptable to the taste and needs
of our people. Instead, it was necessary to bring in whatever we could because
we had to fill the screens of our theaters. So, many things that were in fact quite
mediocre (because mediocre films are produced everywhere) were brought in.

Subsequently, film exhibition became much more diversified. A great deal of
European production was brought in. All the films imported from the socialist
camp were subjected to more of a selection process. Currently, the film-going
public in Cuba—well, you can see it for yourself—is massive, It's really very
impressive. They have come to accept and understand other film languages, other
approaches to filmmaking. I think it’s very interesting that the evolution in the
awareness and sophistication of our viewing public, though it was forced upon us
by circumstances beyond our control, turned out to be very positive.

Q): Have there been studies here in Cuba of audience response to various kinds
of films?

A: It's an area that we've just begun to work in. Personally, I think it is of
cardinal importance. It grows out of something we were discussing before, of the
necessity which all of us feel to delve deeper into the theoretical criteria with
which we confront our cinematic task. As ['ve said, up until now these have been
quite spontaneous and circumstantially imposed, but now—in our current stage
of institutionalization®—theoretical inguiry must acquire a new level and a new
dimension.

Q: Do you think it's possible to identify specific characteristics of Cuban cin-
ema—not so much of the production process but on the level of the films them-
selves? :

A: 1 take it that you're asking whether there is an identifiably Cuban film
‘language.” Well, let’s see. Since our entire initial stage was marked by im-
provisation and an emphasis on what was feasible, it may have been somewhat
slow in its utilization of expressive resources and whatever, but it certainly man-
ifested itself in a very fresh and direct way. It has continued to consolidate a
certain style which seems to mark each of us equally. This has been to our advan-
tage. At this stage, the idea is not to abandon that style, but rather to take advan-
tage of it—of its popular, authentic, organic elements. 1 think the formation of a

2. 1977 has in fact been named the Year of Institutionalization. The First Party Congress, the inaugu-
ration of popular elections throughout the island, the founding of the Ministry of Culture, are but a
few examples of the breadth and importance of this current stage of consolidation.
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certain style, a tendency or direction which marks us all is inevitable. But still
there is a certain dispersion as well; many different styles and concepts continue
to exist. We're still in a period of quest.

When it comes to trying to generalize as to the nature of this style, it is clear
that our Neo-Realist foundation has not totally disappeared. Despite all of its
ideological and political limitations, despite our own evolution which has gone in
a different direction, one thing is sure and continues to condition us: our film
production must of necessity be inexpensive. We do not have the means to under-
take super-productions. So the kind of cinema which adapts itself to our interests,
fortunately, is a kind of light, agile cinema, one that is very directly founded
upon our own reality. We have never lost sight of this. In fact, I think that the best
of our cinema, the most fully realized works, are achieved through a very direct
link with our particular circumstances. You must have seen this in DE CIERTA
MANERA, for example. The film seems a bit careless, a little awkward. almost
as if it had been let loose on its own, but it also succeeds in penetrating our reality
to an uncommon degree, producing an impact which is somehow charged with
poetry. | think that it is there above all that our reality is shaped. . . .

Q: With regard to your future plans, will assisting in the development of
yvounger directors be your primary activity?

A: In fact my intention is to keep alternating between making films myself and
assisting developing filmmakers. This year 1 plan to make another film. I'm
already so involved in the undertaking that I have to give this project priority
when it comes to deciding how I will allocate my time. My second priority will
be to continue working with that group of younger directors.

What | am also extremely interested in is to continue developing a level of
theoretical activity. This is one of the things that most concerns us, because now,
at this particular stage, we realize that we must dedicate much more attention to
theoretical work, to formulating our concerns on a much more profound level.
We have to analyze all that we have done in order to plan for the future with a
greater awareness instead of leaving everything to spontaneocus solutions, which
is more or less what we have been doing up to now.

I should clarify that our work was never totally improvised; there have always
been theoretical investigations, but never with the degree of discipline or insis-
tence which we should now be able to achieve. It is not that this work is just
beginning now. In fact it began some time ago, but these theoretical inquiries
have to continue to expand. [ think that now we will see increasing emphasis on
this kind of work.

This is not likely to produce immediate results, but I'm committed to it even
though I know it’s a long-term process. ['d like to define more clearly all that we
have done here at ICAIC. I've begun to work on the question of the relationship
between the film as spectacle and the audience. Specifically, what are the differ-
ent levels of relation between film as pure spectacle and a cinema of ideas?
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Clearly, these are not mutually exclusive poles, but rather both kinds of filmmak-
ing must be employed simultaneously because each fulfills an important social
function. I'm interested in how audience response is produced and in the uses to
which this knowledge can be put. My aim would be to achieve an even greater
effectiveness in the socially-committed, revolutionary propositions which can be
made through film.

Q: As a final area of discussion, I'd like to ask whar vou see as the personal
advantages of the kind of state-owned film production system that currently exists
in Cuba, in contrast to the Hollywood system, for example, or to conditions in
fraly when you studied filmmaking there in the early 505,

A: I imagine that this is a very difficult thing for the majority of people in a
nonsocialist country to understand, because they're clearly marked by bourgeois
ideology, and they find the idea of giving up certain limited bourgeois freedoms
to be a very painful one because they are unable to conceive of freedom in any
other terms. For me, their point of view has very grave limitations,

To the extent that we are part of our revolutionary process, to the extent that we
believe in it and (to ground the discussion in our specific situation here in Cuba)
to the extent that we realize that for the first time we are in control of what we're
doing, of our own actions, we are exercising a much greater freedom than that
which can be exercised in any country where conflict between different classes
continues to exist, For a social system based on unequal exercise of power and
influence always works in favor of the most powerful, who sometimes grant
some scraps of apparent freedom to those whose lives they dominate, However
these always turn out to be more illusory than real.

In contrast, the freedom that we feel here—I'm sorry if this sounds a little
abstract, but it's hard to express—derives from that fact that we are very aware
of working together toward a common goal. We feel united around an idea and
involved in implementing it together.

I'm not sure whether I've succeeded in conveying to you the full measure of
our feelings and point of view. This freedom which we feel in working together is
a completely different experience from the purely individual creative freedom so
precious to people in capitalist society.

We too have to undergo certain contradictions. We discover things which we
feel we have to fight against. But it is on another level. For example, the struggle
against bureaucratization is one which we know we will win. It is not that de-
spairing fight that reduces you to a state of frustration. On the contrary, we here
have to be optimists. Not because anyone requires us to be, but because our real-
life situation imposes that optimism on us in indicating to us that we are on the
right track.

A state-owned, centralized production system like the one that we have is very
different from what an ‘independent’ private company, for instance, might be. |
put ‘independent’ in quotation marks because under such a system one is always
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dependent to some extent on those in power. When you attempt to free yourself
from that dependence, you are reduced either to impotence or to total incom-
munication. So you see that there is really no means of comparison.

Q: I remember in 1973 when there was all the commotion about the U.8. Stare
Department’s refusal to allow you to artend the National Society of Film Crirics'
awards ceremonies where you were to receive a special award for MEMORIES
OF UNDERDEVELOPMENT. [ think it was in the speech that Andrew Sarris
gave as president of the organization where he lamented that you had not been
allowed to make another film here in Cuba subsequent to MEMORIES. Fven
though the assertion was false—you had already made A CUBAN STRUGGLE
AGAINST THE DEMONS—it is typical of strong desire abroad to view you as a
prisoner of the Cuban regime. Their idea is that you are a great director who
should be putting out a film a year. If you are not, it must be because vou are not
allowed to.

A: That was in fact the most unfortunate statement to be found in all the
articles which I read, because it is evident that the man had a personal stake in
giving his own interpretation, despite the fact that it had no connection with the
actual situation. His lack of information was such that one suspects a kind of
tendentious ignorance, if such a thing is possible. It's hard to know in such cases
where ignorance leaves off and stupidity or malice begins.

The fact is that 1 have been dedicating a lot of my time to the kind of work
which I was describing to you before—the process of acting as advisor for other
companeros—which | view as being just as important as my own personal
achievement as a director. For someone like Andrew Sarris it must be extremely
difficult to understand, but I have to say that for me what 1 might achieve as an
individual director is no more important than what the whole group of us here at
ICAIC achieves together. | have no desire to stand out more than the others
simply in order to fulfill my own creative needs at the expense of my fellow
filmmakers. Individual fulfillment is not everything. In a situation like ours, the
collective achievement is just as important as the personal one. This assertion
does not grow out of any attempl to appear more generous, less egotistical, but
rather from my firm belief in what we as a group are doing.

In order to be completely realistic, in order to avoid appearing saintly, like
some extraterrestial being removed from all personal interest, I would like to
state that in order for me to fulfill my individual creative needs as a director, [
need for there to be a Cuban cinema. In order to find my own personal fulfill-
ment, | need the existence of the entire Cuban film movement as well. Other-
wise, it's impossible. Without such a movement, my work might appear as a
kind of ‘accident” within a given artistic tendency. Under such circumstances,
one might enjoy some degree of importance, but without ever achieving the level
of self-realization to which you really aspire. This is not measured by the level of
recognition you might achieve, but rather by the knowledge that you are giving
all you can and that the environment you work in guarantees you that possibility.




