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Synopsis
A poetic reflection on family as an emotional system that operates across generations, Aquí y Allá focuses on the passing of time, the possibilities of 

remembering and the construction of space as an ongoing historical and subjective process. 

Weaving fragments of private and public spaces, gestures, voices and phrases, the film creates an intimate audiovisual site of personal and collective 

memory that reflects on the complexity of family dynamics between Rodriguez’s grandparents, her father and his siblings during their time together in 

Chipaque, a small town near Bogotá. A type of cognitive map that works as a family portrait, the film juxtaposes colour 16mm, B&W mini-DV footage and 

photos from the filmmaker’s family archive with an impressionistic sound design and a diaristic use of text to illustrate the impossibility of looking at the 

past as a fixed, solid and understandable dimension. 
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Director’s Note

“The steps are gone, the kisses, the forgiveness, the crimes. What continues in the house is the foot, the lips, 

the eyes, the heart. Denials and affirmations, good and evil have dispersed. What continues in the house is 

the subject of the act. ” 

— Excerpt from César Vallejo’s poem No vive ya nadie en la casa (No one lives in the house anymore)

Given the personal nature of this project, my questions and positions were constantly in flux throughout the development, production and post-production 

stages of this film. I began the project with the intention to trace the echoes of violence in Chipaque between the 40s’ and 50s’ based on stories that my 

paternal grandfather used to tell. As I was doing preliminary interviews, I became aware that in a way I was chasing my grandparents’ shadow, as they have 

both passed away. Then, the house where my father and his siblings grew up was sold. This development prompted me to refocus the film and make a more 

personal and intimate exploration that draws an intentionally blurry line between the past and the present mediated through the architecture of the family 

home and the small town in which it is located.

Very quickly it became very clear for me that the past of my family is still under construction, and that there is no definite place or time for me to visit to get a 

complete picture. Not even the family photos I found or the interviews my father did with his siblings could fix or freeze their past into a solid reality. This is why 

the film in itself is an act of remembering. It is ultimately my attempt to somehow “keep in mind” different echoes of our family’s past because I don’t know 

where else to keep them.
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A conversation between writer-director Lina Rodriguez and  
Colombian-Canadian filmmaker and artist Jorge Lozano
Aquí y allá brilliantly creates a constant inter-play between the 

“now” and the “then”, demanding our visual attention throughout 

each cut.The film is always confronting us to find ways to decipher 

the labyrinth-like connections between these spaces and faces 

that you are constantly calling attention to with your camera. Can 

you talk about how you built this visual architecture?

Although this was a very process-driven project (most of the time I 

wasn’t quite sure of my final destination), my main interest throughout 

this journey was to find ways to cinematically illustrate memory as 

a continuum (how can we “now” think of the “then”), to evoke the 

oscillation between the past and the present through places and 

spaces that my father and his family had inhabited.

My initial strategy consisted on gathering the very pieces for this 

puzzle I knew I was inventing on the go, so I decided to document 

the spaces from different angles on different formats and to find 

ways to capture the gestures and movements of my father and his 

siblings’ faces and bodies as they came together to reminisce about 

their past during a series of interviews that my father conducted 

with them. I also intentionally used sound design as a compositional 

counter point to the images throughout the film in order to develop 

a more abstract experience of space as well as to trace the visibility 

and invisibility of these physical and psychological spaces, which 

come together to form a sort of labyrinth of this subjective and 

shared past. 

Because this is a film that is dealing with the construction of space 

as an ongoing historical and subjective process, I intentionally 

juxtaposed different angles of the same spaces on different formats 

(color 16mm and black and white Mini DV) to create a sort of 

new space in between the present (the moment during which I 

shot these images and the events, objects and people that were 

registered) and the past (my father and his sibling’s stories and 
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memories from these spaces). In a way I wanted to recreate a space, 

to create a new space that has roots in the past and is connected 

to experiences of both the present and the past… Then again, this 

indeed is what cinematic images are, spaces inside spaces within 

time within time. When we look through a camera, we are not only 

facing our own gaze and perspective in relation to this specific 

space and time, we are also registering a present that automatically 

becomes the past while simultaneously dealing with the layers of the 

past that inhabit this very time and space. This “conversation” that we 

as filmmakers have with time and space is ultimately a conversation 

with memory. 

Speaking of the past, if we understand history as a series of 

intensities, the work of building the past in your film is a sum 

of intensities that not only bring back that which is worthy of 

remembering but also that which doesn’t exist ...or even better, 

that which is absent or is simply there but not easy to define.  Can 

you talk about how through the (broken) text (both through words 

and sounds) and through your acts of filming and editing you 

have brought together these intensities? 

I used 10 rolls of colour 16mm for the interior and exterior shots of the 

house in Chipaque, as well as for a series of mini-portraits (focusing 

on faces and hands) I shot of my father and his siblings after each 

interview. I used Mini DV to document the actual interviews (my father 

and I developed the questions together), as well as our activities 

during the wrap party (a reunion I organized to thank everyone 

during which we played games, looked at photos and shared a 

meal) and the photos that my father and his siblings loaned me 

from their personal archives. My mother recorded sound during the 

interviews and the wrap party. 

After I came back from the shoot, I spent about four months trying 

to make sense of what had happened. I went through over 18 hours 

of black and white Mini DV footage, 40 minutes of 16mm footage, 

200 family photographs and 35 hours of sound recordings. My first 

step was to log everything so I had to look and listen to all of this 

material several times in order to create a catalogue of stories, shots, 

sound bites and ambient sounds. Through this web of family stories, 

images of faces and places, I started to recognize a sort of emotional 

fabric or language of the family which became fundamental during 

the editing process, as it served as a sort of guide to develop a 
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structure that would recognize the threads of separateness and 

connectedness between my father, his siblings, their individual and 

collective memories, the spaces and me. As a result, I decided to 

create a sort of simultaneous tour of the family, the house and the 

town through the combination of different perspectives which I 

illustrated by juxtaposing interior and exterior images shot from very 

similar angles on colour 16mm and black and white Mini DV, as well 

as stories told via inter-titles and sound. As I was putting all of these 

pieces together, I realized that a sort of new space and time had 

emerged, so I went ahead and used the very interplay of all of these 

pieces to dictate the pacing of the film. 

 The opening sequence has a great sense of humour and an 

energy that carries throughout the film. Can you talk about why 

you chose to open the film this way?

I shot this footage during a drama game called “mirror” that we 

played at the wrap party. It consists of several sequences of my 

father and three of his four siblings (one of them was not able to 

make it) standing in front of each other in pairs. There is a group 

of leaders and each one of them decides to move in a certain 

way, while another group (the followers), tries to mirror each of the 

leader’s movements to the best of their abilities. 

I found this idea of a mirror and the abstract yet playful movements 

they were performing as the perfect introduction to one of my key 

interests in the film, which has to do with the exercise of seeing and 

recognizing (seeing again from a different perspective in order to 

know again or to see for the first time). The more I looked at these 

images of my father and his siblings looking at each other, the more 

I realized that this film was also a personal journey to recognize 

myself, of thinking of me and the others (something that for me is 

part of the very process of making films which has to do with how 

getting to know the world implies contemplating it).These ideas 

of mirroring and contemplation remind me of Clarice Lispector’s 

brilliant piece “The greatest experience”, which came to mind as I 

was editing the film:

“I used to want to be the others to know what was not me. Then I 

realized that I had already been those others and that this was easy. 

My greatest experience would be to be the other of the others: the 

other of the others is me.”
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The inclusion of your family (in front and behind the camera) 

seems to be a very conscious choice. Can you talk about why you 

decided to make the film this way?

Considering the personal and process driven nature of this project, 

I knew from the start that I had to work with a minimal crew that 

was open and flexible, which is what led me to ask my father and 

mother to work with me. Although I had worked with them in my films 

before (my mother plays a secondary character in my two feature 

films Señoritas and Mañana a esta hora and my father was part of 

the production team for both films), this film gave us the wonderful 

opportunity to work even closer, which is something that we all 

appreciate very much considering that we live in different countries. 

My mother agreed to do sound recording after I showed her how 

to operate the equipment and my father was eager to collaborate 

behind and in front of the camera. Like I have done for all of my 

experimental short films to date, I shot, edited and did the sound 

design for it. Because I couldn’t afford to be bogged down with 

equipment (physically and financially), I kept it to the minimum. I only 

used cameras that I could handle myself, a Mini DV camera and 

a Bolex, as well as basic sound equipment that my mother could 

handle (a Tascam, a shotgun and a lav mic).

Shooting in this very intimate and artisanal manner was the only way 

I could have approached this project. I wanted our very presence 

and the way we were shooting to leave an imprint on the film. It was 

important for me that my effort to make sense of these images, of 

these stories and these places, felt raw and imperfect, which is why 

our “fingerprints” are visible all over the film: my camera work is not 

always steady, my exposure readings were not consistently accurate, 

there are microphone bumps and drops throughout and my father’s 

questions don’t always get fully answered.

Independently from the result, I’m very happy with the moments 

that were created in the process of making this film. I don’t think my 

father’s relationship with his siblings will change fundamentally, but 

the fact that my father, my mother and I spent this time together and 

that we carved some time and space for my father and his siblings 

to sit down and talk to each other was a really moving experience for 

everyone, however fleeting it may feel now. 
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Team

Direction, camera, editing and sound design Lina Rodriguez

Production Lina Rodriguez
Almeiro Rodriguez
Brad Deane

Sound Recordist Clara Monroy

Designer Craig Caron 

Special thanks to Ana Yolanda Rodriguez
Jairo Humberto Rodriguez
Jose Almeiro Rodriguez
Nohora Cecilia Rodriguez
Silvia Judith Rodriguez
Philip Hoffman
Janine Marchessault
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Lina Rodriguez

Lina Rodriguez is a Colombian/Canadian filmmaker. She has written, directed and produced six short films and two feature films which have been 

showcased in many festivals and cultural venues including the Locarno Film Festival, Toronto International Film Festival, Vancouver International Film 

Festival, New York Film Festival, Mar del Plata International Film Festival, Harvard Film Archive, Birkbeck Institute for the Moving Image, Film Society of  

Lincoln Center, Sala Leopoldo Lugones and Tabakalera - Centro Internacional de Cultura Contemporánea. 

Filmography — Lina Rodriguez

2019 — Aquí y allá (22’)

2018 — ante mis ojos (7’)

2016 — Mañana a esta hora (85’)

2013 — Señoritas (87’)

2011 — Protocol (1’)

2010 — Einschnitte (2’22”)

2009 — Pont du Carrousel (6’)

2007 — Convergences et rencontres (6’)



To my grandmother Cecilia  
and my grandfather Salomón


