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Born in Montreal and growing up in the suburbs, Carlos Sanchez
(b. 1976) and Jason Sanchez (b. 1981) began collaborating in
2001 shortly before they received their first grant from the Du
Maurier Arts Council. A second Du Maurier grant allowed them to
end their respective studies at Concordia University in Montreal
in 2003 and work “seven days a week” on their art. Actually,
the collaboration began earlier with Carlos behind the camera
and Jason and his friends serving as models for a series of
staged color works. But the works for which they have become
known and which are exhibited now at the Houston Center for
Photography began when both moved behind the lens. There
Their first solo exhibition was in 2002 and they’ve produced and
exhibited steadily since, publishing their second book in 2007.
They spend several months in pre-execution: researching the
topic, refining the concept, planning and building sets, acquiring
or building props, hiring necessary technical staff, and carefully
determining the color palette of each scene. Their models are
largely family and friends. Shooting a picture can take hours.
Mostly, they shoot exteriors or build sets in their studio, which
requires many skills other than those necessary for the photographs,
including set designing, carpentry, lighting, stage directing,
etc. Post-production is done digitally. Each image is produced in
contemporary sizes – 42” x 74”, 24” x 96”, 60” x 76”– and limited
editions of five or six. Interview by Anne Wilkens Tucker

Anne Tucker: Do you sketch a scene, create a preliminary sketch
in a computer, or is the “stage” also your sketchpad?
Carlos: Neither of us is very good with drawing …. When we are
planning a set we like to go into the studio and take out our 4 x 8’
panels and place them how we think the room should look. This is
much simpler for us because a drawing might look nice on paper, but
in the end, it might not convey the “reality” we seek. So, placing the
panels in our studio and making a rough room design is what we find
most affective.
Jason: We sometimes use elements from various reference shots
found in external sources to help conceptualize and visualize our
scenes.

Reality Interrupted:
Carlos and Jason Sanchez
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Interior sets are constructed in your studio, which is located in
your uncle’s warehouse. For instance, once you had found the
right desk for the picture Principles, did you put that specific
desk into an existing sketch or do you actually put each prop as
it is acquired into place on the evolving set?
CS: Principles was shot in a building belonging to McGill University
in Montreal. All that was there was the painting and the wood wall.
We went to prop houses and got everything else that was needed
to create that set.
You spoke of multiple versions of the “lamb” piñata in Easter
Party (2003). I presume matters of scale relative to the room and
to the young man swinging the bat are as much of a concern as
having the piñata bleed when struck?

Carlos and Jason Sanchez
Principles
Montréal, 2002, C-Print
40” x 49”

CS: We had a back up piñata made in case the main one was
damaged. We also thought that we would change the piñata before
each image was taken, but in the end, we let the piñata “bleed” for
5 or 6 takes before having to re-fill it with new blood.
JS: There were many logistical concerns when making a solid piñata
that wouldn’t break after multiple beatings from the children as well
as one that would bleed to our liking. Easter Party was the first of
many shoots that involved working with a special effects company in
Montreal called Cineffects.
Occasionally, such as with Motive for Change (2004), you create
the final image from multiple negatives, but usually, there is
one basic shot that may then be modified in the camera. This
greatly increases the pre-production work and the exactitude
of your staging. What considerations drive that decision to
make the event happen, i.e. blood pooling below the piñata,
rather than create it digitally?
CS: For the blood from the piñata, the thought of creating it digitally
never crossed our minds. Wherever possible, we create the desired
action in camera. We have never really created anything digitally.
Digital tools are mostly used to bring multiple pieces together
seamlessly or tweak colors, contrast etc…
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Carlos and Jason Sanchez
Identification Between Life and Death
0000, Digital C-Print, 00” x 00”

JS: It is important to create images that don’t reveal too much upon
first viewing. Like any good movie or music album, the more you
focus on the material the more you get out of it. It is our aim to create
work that has a similar effect.
Given the parallels to cinema in your work, it is not surprising
that you made Between Life and Death (2006), an installation
that places a holographic video of a woman’s near-death
experience inside the carcass of a bus that actually crashed. Are
you planning more installations and use of moving images?
CS: We have talked about it and have ideas about what we would do,
so yes, I believe that we will definitely use moving images again.
JS: I feel that film is one of the strongest and most powerful mediums
of expression, one that I am definitely interested in pursuing.

above: Carlos and Jason Sanchez
The Baptism
Montréal, 2003
Digital C-Print
40” x 49”
left: Carlos and Jason Sanchez
Masked
Montréal, 2007
Digital C-Print
00” x 00”

right, top: Carlos and Jason Sanchez
Overflowing Sink
Montréal, 2002
Digital C-Print
40” x 49”
right: Carlos and Jason Sanchez
The Hurried Child
Montréal, 2005
Digital C-Print, 2005
60” x 76”
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AT: Your titles are important. Sometimes, it may state the
obvious, such as Overflowing Sink (2002), but in this case
“overflowing” is an understatement. Deluge might be a more
accurate description. Sometimes, words are directive, such as
The Hurried Child (2005), which actually refers to psychologist
David Elkins book of the same title. The subtitle of the book is
Growing Up Too Fast Too Soon, and your photograph of the
child in tart’s make-up reminds most viewers of Jon Benet
Ramsey. In the case of Principles, the title plays with meanings
in similarly sounding words as the scene portrays a school
principal, sitting with whiskey and a cigar and a studentage girl roughing his hair. At what stage do titles enter the
process? Is one of you better than the other with words? Do
titles morph as the project evolves?
CS: I would say that most the time the title of the piece is often
known before we shoot the work. If during the pre-production or
production stage when a title is not yet determined, we will use
a working title while we are making it. For example, we referred
to Identification as the morgue shot. Usually, the title is finalized
during post-production. As for who makes up the titles, if one of
us comes up with a better name, we use it, and that usually is
how it works.

Reality Interrupted: The Cinematic Work of the Sanchez Brothers is
on view at HCP from November 2 – December 23, 2007.
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