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In normal circumstances, launching the fourth issue of a scientific jour-
nal is a challenge. After the fervor of the first number and its impact on
subsequent issues, as seen in the whirlwind of ideas which may arise,
the fourth requires stamina and demonstrates, with its launching, the
continuity of a project and attainment of credibility among academic
peers. However, these are not normal times. We are not speaking here
of the birth of a journal in stable socio-political circumstances. In 2016,
Qis — Gesture, Image and Sound - Anthropology Journal launches its
first number. As Brazilians, this year leaves a mark on our lives. In 2016,
we saw the collapse of decades of work dedicated to the building and
strengthening of democracy. We live at a moment of an incalculable
political and social setback; progressive values which we deemed solid
and secure are under attack, and shown to be vulnerable. The emanci-
patory project which we helped build now appears to dissolve into thin
air. Nonetheless, were are not apathetic, we are not inert. In view of
the offensive directed against public higher education and research in
Brazil, whose quality, notwithstanding, has received international rec-
ognition, the publication of this number is an act of resilience. This is
how we present the fourth issue of gis, as undaunted resistance.

The number opens with the DOSSIER “Arts and anthropologies: poetics
and politics of the street and ways of doing ethnography”. Here, expres-
sions of how the world of senses is capable of potentializing experienc-
es, resistances and social demands are presented in the sections ARTI-
CLES, GIX and TIR. Various authors contributed to the dossier: Carolina
Maia, Daniela Feriani, Eduardo Faria Santos, Fabiana Bruno, Frances-
ca De Luca, Heléna Elias, Jasper Chalcraft, Luis Junior Saraiva, Marcia
Vaitsman, Mariana Goncalves, Otavio Raposo, Pamilla Vilas Boas Costa
Ribeiro, Paola Lappicy, Pedro Olaia and Rose Satiko Hikiji.

In dialogue with the dossier, the ARTICLES of Marcela Velon, Felipe Neis
Araujo and Kelly Koide illuminate forms of resilience in music and poetry.
In Marcela Velon’s article, blues composers/singers, on the carioca (Rio de
Janeiro) scene at the end of the 2010 decade, mobilize a musical style stoi-
cally created to confront (new?) prejudices. The world may have changed,
but blues motifs and songs transgress frontiers of time and space.

The article of Felipe Neis Araujo shows how the fusion of music with vi-
sual, poetic and sensory aesthetics makes up the Rastafarian universe
and spreads throughout Kingston, Jamaica, occupying spaces, making
reparation demands due to State violence, denouncing the torments of
slavery and calling out for social equality.



The poetics of Roberto Piva, materialized in a library committed to the
diffusion of the author’s literary work and to the dissemination of the
practice of poetry, acquires other modes of expression, combining pho-
tography and other styles of writing in the article written by Kelly Koide.

In section GIX questions of existence posed by Etienne Souriau emerge
in a synthetic adaptation by Renato Jacques Brito, involving a free trans-
lation of the introduction written by Isabelle Stengers and Bruno Latour
(in The sphinx of the work) and translation into English of the work Les
différents modes d’existence, 1943 (The different modes of existence, 2015).
We also invite the reader to feel, through images, how music and dance
can occupy urban spaces, enforcing and energizing enunciations of
their performers. The film essay of Otavio Raposo, “Performances on
planet break”, highlights the sway of youth of Sao Paulo who, embody-
ing symbols of hip-hop culture, challenge each other in dueling move-
ments. The photographic essay by Débora Baldesi shows immigrants
in the religious parade Ratha Yatra taking the streets of Lisbon, in an
experience of transnational poetics.

In section TIR, two reviews, respectively written by Fabiana Bruno and
Paola Lappicy, discuss works which, reinforcing propositions highly val-
ued by GIS, highlight expressive forms and their potential for under-
mining hierarchies which still permeate the art of ethnography. The
first work, Between art and science: photography in anthropology, orga-
nized by Sylvia Caiuby Novaes, presents reflections on the hybrid nature
of photography - between art and science — and its potential for pro-
ducing other forms of expression of knowledge, capable of mobilizing
the senses and fostering understanding while making use of nonverbal
narratives. The book by Arnd Schneider, Alternative art and anthropol-
ogy: global encounters, decenters anthropological debate from Europe
and North America, highlighting research experiences occurring in
the rest of the world regarding contemporary art in film, photography,
sound, instalations, painting, sculpture, poetry and other art forms,
including theoretical discussions produced in each of these fields.

Also featured is an interview by Rose Satiko Hikiji with Jasper Chalcraft
concerning the potentialities of visual anthropology to encompass other
human senses, showing how tenuous disciplinary divides may be, and
stimulating original forms of work arising from the breaches and open-
ings in which the senses are combined.

gis volume 4 also includes translations of Carlo Severi’s Authority without
author: forms of authority and oral traditions, by Frank Nabeta, and of Félix
Guattari’s Ritornelos and existential affects, by Cristina Thorstenberg Ribas.



Finally, the section FOUND ON THE NET rememorates the ground mov-
ing speech given by Ailton Krenak 32 years ago, at the National Constitu-
ent Assembly, in defense of the Popular Ammendment of the Indigenous
Peoples Union. In this historic speech, this important spokesperson of
the indigenous movement, with piercing gestures and words, gave the
first steps in the struggle against the anti-indigenous policies perme-
ating the National Congress. This act was decisive for the approval of
articles 231 and 232 of the Federal Constitution of 1988 by constituent
members. Ailton continues to be active in a political scenario in which
the usurpation of Amerindian rights is common practice.

ANDREA BARBOSA

EDGAR TEODORO DA CUNHA
ERICA GIESBRECHT
FRANCIROSY CAMPOS BARBOSA
JOHN COWART DAWSEY

PAULA MORGADO DIAS LOPES
ROSE SATIKO GITIRANA HIKII
SYLVIA CAIUBY NOVAES

VITOR GRUNVALD
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In organizing this dossier, we continue an itinerary
that we have followed for some time now, linked on
one hand to the intersections between art and pol-
itics, and on the other to the overlapping of differ-
ent practices and modes of ethnographic and artis-
tic making. Along with another anthropologist and
maker of body art, Julia Ruiz di Giovanni, absent
here but ever present in a dialogue maintained over
recent years, our aim has been to potentialize this
exchange, taking place both during academic dis-
cussions in congresses, seminars and courses, and
during hybrid events with artists and researchers,
not to mention less formal conversations that have
criss-crossed the Atlantic Ocean countless times.

The question that unites us centres on the possibility
of conceiving simultaneously inspirational and un-
settling modalities of interweaving artistic practic-
es, anthropology and political activism. We are all
anthropologists with social and political concerns
and commitments in the practice of the discipline
and all, in some form or other, connected to artistic
or aesthetic universes.

This dossier is intended as a further contribution to
these discussions and problematic fields at a junc-
ture when the production of academic knowledge has
been widely debated and critiqued for its difficulty in

09  SaoPaulo, v.4,n.1,p.9-13, Oct. 2019 gis
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incorporating and dialoguing with other kinds of knowledge. In this re-
gard, the artistic practices and aesthetic modes of thinking and acting
over the world are, without doubt, places of effervescence and insurgen-
cy that, despite all the interdisciplinary barricades, permeate and have
increasingly gained ground in the scientific debate.

Daniela Feriani’s poignant article, weaving and unweaving threads
that take us along the paths of her haunting ethnography on Alzhei-
mer’s disease and dementia, utilizes names, faces, scenes and images
to show us, paraphrasing the author, the potential for dissolution and
articulation of new forms of seeing and narrating the experience, fre-
quently blurred, of other possibilities of life.

Fabiana Bruno presents us with the result of what she calls a “pact of
double inquiry.” She advances and dwells delightfully on Etienne Sa-
main’s previously slumbering photographic archive on the Kamayura
indigenous people and, along the way, unveils it — the verb is not hap-
hazard - through images and eloquent silences, stimulating heuristics
and experimental visual processes and methodologies.

Experimentations are also realized in distinct forms by Heléna Elias
and Francesca De Luca and by Carolina Maia. In the first case, the au-
thors present texts and images that seek to demonstrate one possible
mode of describing a site-specific installation, ATLAS: MATRIX, in the
Belém Tropical Botanical Garden in Lisbon. This was an open device
that combined the ethnographic research of Francesca De Luca on birth-
ing practices and a set of ceramic works by the visual artist Heléna
Elias that demanded further collaboration, enabling spectators to play
and interfere with the elements, thereby also generating a reflection on
processes of collaborative artistic behaviour.

In her article, Carolina Maia experiments by playing with epistolary
language and - exploiting the seriousness of play, to cite Victor Turn-
er’s famous expression - mixes conceptual, political and personal day-
dreams. Anchored in the ancestrality of authors like Adrienne Rich and
Gloria Anzalduda, these present us with a deliciously challenging focus
on convergences and divergences in the constitution of a politics based
on lesbian escrevivéncia (‘writexperience’), although the latter concept
of Conceicdo Evaristo is not mobilized in the text.

Next we include the text by Eduardo Faria Santos, who returns to the
discussion on LGBT social movements - via an ethnography of the Re-
volta da Lampada (Lamp Revolt) collective, to which one of the dossier’s
organizers belongs - in order to think about the new ways through
which art and activism have become interwoven from a horizontal,



11

decentred and intersectional perspective that roots its political action
in affectivity and the ‘free body.’

Mariana Gongalves, for her part, discusses an amateur film production
company, Cineground, founded in Portugal after the revolution of April
25, 1974. Authors writing on gender and sexuality and on visual anthro-
pology both feature in her analysis, which, corroborating the ideas of
the company’s founders, visual artist Oscar Alves and filmmaker Jodo
Paulo Ferreira, shows the expressly revolutionary nature of its produc-
tion with Super-8 films containing dissident sexual-gender themes still
criminalized during the period.

Films - or, more precisely, filmacdes e representacdes (filmings and rep-
resentations) - are also the material analysed by Pamilla Vilas Boas
Costa Ribeiro. Taking a different but equally fecund approach, the au-
thor dialogues with the anthropology of performance in order to eluci-
date how aesthetic, social and ritual dramas overlap, in diverse man-
ners, in the production of a film on Batuque de Ponto Chique and other
neighbouring batuque groups connected by the Sdo Francisco River.

Completing the textual part of our dossier we present the article by Luis Ju-
nior Saraiva and Pedro Olaia. Discussing an interactive drag performance
by the latter, realized at three moments, the text aims to experiment and
discuss - in a transdisciplinary intersection where theory dialogues with
practice in extramural academic interactions - the need for experimenta-
tion that pervades both disciplinary fields (art, anthropology, performance,
queer theory) and linguistic fields (auto-ethnography, images) as alternate
possibilities for inhabiting and living gendered experience.

In the contributions to our section Gestures, images and sounds, the (auto)
biographical dimension, combined with theoretical-conceptual discus-
sion, also surfaces in Marcia Vaitsman’s short contribution, which hy-
perlinks to other visual essays by the artist-researcher. Setting out from
an inquiry into a “possible ethics-aesthetics of foreignness, transition
and impermanence,” she interrogates, between deliriums, sutras and
images, lists of artists that are never just lists.

Otavio Raposo’s film leads us through the universe of images and
sounds produced by b-boys and b-girls in the breakbeat scene, showing
us bodies in movement, dance circles, clapping and kinetic dynamics
tracked by the camera from unusual angles, inseparable from music
and sound in the constitution of processes of resistance in which artis-
tic battles - insofar as they jokingly engage in symbolic confrontations
- also affirm their own existential places with singular codes, aesthet-
ics and postures.
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Finally, in the TER section, the dossier presents two contributions re-
lated to questions with which the anthropologist Arnd Schneider has
worked. These comprise a review of his last book, Alternative Art and
Anthropology: Global Encounters, and an interview with him conducted
by Rose Satiko Hikiji Gitirana and Jasper Chalcraft. In both, the border
zone of collaboration between art and anthropology, and the mutual ex-
ploration of fields of intersection and shared practices, remains latent.

In the dossier, therefore, between texts and images that demand re-
flection and experimentalism in the modes of ‘making ethnography’
and merge diverse modalities and practices originating from the ar-
tistic and academic fields, the emphasis is on the debate and dialogue
between categories, concepts, gazes and poetical and political forms of
‘making worlds.

The Cuban artist Tania Burguera, one of the people responsible for coin-
ing the term arte Util (useful art), not only proposed a new use for art but
also argued, precisely, that it was capable of re-establishing aesthetics
as a system of transformations (social, political, economic, cultural).
Many of the contexts analysed here by anthropological and artistic gaz-
es, multiple and at distinct levels of academic training and maturation,
seek to give an account of precisely this commitment to processes of
transformation on the part of artistic collectives, individual artists or
diverse kinds of partnerships.

The aim here is not to launch into another discussion on whether art
can change destiny, but to verify the existence of political projects that
resort to aesthetic dimensions in order to make their protests and man-
ifestos, or artistic proposals that demand a particularly significant po-
litical dimension and agency. This was one of the two axes explored
here in this dossier and that we summarized in the call for papers as:
an attempt to problematize and stitch together fields traditionally un-
derstood as art and politics, paying special attention to the questions
involving the body and the political space in what has been conceived
as the poetics and politics of the street.

On the other hand, there exist today stimulating challenges in meth-
odological and creative terms, which arise, indeed, from a growing
political awareness of scientific activity - whether we affirm or deny
the overlapping of politics and academia — and from a reflexive dis-
quiet concerning the ways of making science, which it is important to
raise for discussion here. The majority of the presented texts contain
reflections, discussions and reformulations of the general principles
of making science.



TRANSLATION
David Allan Rogers

13

Some texts, then, make visible the reflexivity and permeability of literary
and academic discourses — not in itself a novel fact when we recall, back
in the 1980s, the postmodern contributions of a set of authors epitomized
in the famous work Writing Culture. In others, the dialogues between
writing and artistic and academic practices are placed on similar levels.

In some cases, it is collaborative methodologies that are evoked, in-
vesting anthropological writing with native concepts and collaborative
forms of thinking through research themes. In other cases, it is the
forms of artistic textuality that literally invade the ethnographic text.
Some contributions, on the other hand, maintaining an academic tra-
dition of presenting the ‘results’ of investigation, seek to destabilize the
discipline’s theoretical setting through a kind of indiscipline in mould-
ing the analytic reference points with which they work.

Consequently, the second axis of this dossier also seeks to highlight the
articulations between new modes of making ethnography, freed from
the conception of anthropology as a word-based discipline. Here we pro-
mote texts that explore images and think of images and sonorities, in
films and in film production collectives, always open to the possibilities
of renewing what it means for us anthropologists to make anthropology.

We hope you enjoy reading this volume!
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FROM HALLUCINATION
IN THE CLINICTO

THE HALLUCINATORY
VISION OF THE IMAGE:
AN ETHNOGRAPHIC
JOURNEY

DANIELA FERIANI
Universidade de Sao Paulo, Sao Paulo, SP,
Brazil, 05508-010 - fla@usp.br

ABSTRACT

Following the threads that compose Alzheimer’s dis-
ease, including the lines of flight, became the tra-
jectory shaping the course of my doctoral research.
In this article, I demonstrate this ethnographic jour-
ney through the lines and images with which I wove
the disease as a field of experiences and disputes, in
which it manifests as a diagnosis, a mode of subjec-
tivity and an aesthetic simultaneously. From medi-
cal consultations to deliriums, from medicine to sha-
manism and the viewpoint of those with dementia,
the images opened me up to other ways of seeing and
narrating the disease. Along this journey, an ethno-
graphic proposal emerged. What did Alzheimer’s dis-
ease reveal to me about doing anthropology - and
vice-versa? How did the passage between living the
disease and telling others about it help me envisage
my own passage between living the field and its re-
telling? Since as Alzheimer’s disease was gradually
being composed, so too was an ethnography.

. cle developed during a scholarship granted by Fundacao de
Amparo a Pesquisa do Estado de Sdo Paulo (Fapesp 2017/14740-7)

Sao Paulo, v. 4, n.1, p. 14-49, Oct. 2019 gis



FIGURE 1
Dandelion. Photo:
Daniela Feriani.

FIGURE 2
Meshwork, in
the book Lines.
Ingold, 2007.
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For the inhabitant, the line of his walking is a way of
knowing. Likewise the line of writing is, for him, a way
of remembering. In both cases, knowledge is integrated

along a path of movement.
(Ingold, 2007)

“It’s like the threads are slowly unravelling”. This is how the coordina-
tor of the Brazilian Alzheimer’s Association (ABRAz) began talking about
the disease to a group of family carers. Reassembling the threads of the
disease, composing and dissolving them, has likewise been formative
of my own ethnographic journey.

Over the course of the research, I became more and more interested in
the accounts and scenes that escaped the more institutional dynamics.
Although my field site began at ABRAz in the support group meetings
and the neurology and geriatric psychiatry wards, accompanying med-
ical appointments in a university hospital, the wish to witness more
subjective scenes and accounts led me in search of other spaces. If the
everyday is fundamental to the constitution of the disease by means of
the clues left in domestic activities, I felt that researching these more
informal spaces would allow me to weave more threads into the tangle.

Leaving the medical clinics and the ABRAz meetings, therefore, I would
visit the homes of people diagnosed with dementia. I heard Rosa ex-
plain to her husband how to dress. “No, nego, it’s not like that. That’s a
shirt, not a pair of trousers. Youre supposed to wear it on your arms,
not your legs”. I saw Célia become alarmed with the monkey from the
soap opera about to invade her living room. I waited with Olga for her
mother — dead the past 20 years - to arrive back to a home Olga said was
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not her own. I talked with Jodo for hours, moving between memories,
deliriums and mathematical calculations. I laughed with Arthur’s im-
placable humour and cried with him when he became overwhelmed by
the beauty of life.?

In this quest to compose Alzheimer’s disease, some images cropped up
again and again. Finding their way to me through narratives, scenes
and gestures witnessed in the field, or via photographic essays, videos
and actions produced by awareness-raising campaigns, or in the blogs
and artworks of people with dementia, I began to collate them under
names like dandelion, house and mirror-face®. Based on these imag-
es, I designed a research itinerary, superimposing questions, subjects,
spaces and times. My wish here is to recount how these images - or
metaphors - displaced my way of thinking and doing ethnography and
opened me to other ways of seeing and narrating the disease. As this in-
volves showing a path, the relations through which I passed will be mo-
bilized to compose this trajectory, like threads being pulled but which,
for now, I shall not dwell on specifically. By proposing to show a flux,
I shall leave the pauses for other moments. If I run the risk of passing
over some questions without capturing their density, it is, therefore,
with the intention of allowing the movement of the research to become
more clearly visible.

The dandelion - whose seed-head is formed by numerous filaments that
when blown by the wind or a person’s breath, are released and float
away - is frequently used in informational material on Alzheimer’s dis-
ease, whose most (im)potent image is one of dissolution. It is no acci-
dent that sites, pamphlets and leaflets frequently use it to speak of the
irreversibility of dementia processes.*

. The people with whom I interacted in the research are mostly from underprivileged
classes, users of Brazil's national health system (Sistema Unico de Satide: SUS). The curers
are family members, mainly spouses and children. The patients were diagnosed with
Alzheimer’s disease at different stages - initial (light), moderate and serious. I met them
while they were attending medical appointments at a university hospital and at meet-
ings of the ABRAz support group (focused on the carers since the patients cannot take
part). It was in these spaces that I was able to approach these families and obtain the
contacts to accompany them more closely through home visits.

3. These include images produced by family carers and specialists (such as photographers,
filmmakers, ABRAz volunteers, and myself, as researcher) and those produced by the peo-
ple with dementia. My attempt has been to assemble these images and produce various
compositions in an endeavour to see and take them as a visual thought of the disease.

4.1 have preferred to speak of dementia and/or a dementia process because the diagnosis
of Alzheimer’s disease (the most common type of dementia) is extremely complex and
always refers to a probability — “probable Alzheimer’s disease” in the expression used by
doctors - since a definitive diagnosis, which may still entail some degree of uncertain-
ty, can only be made through necroscopic examination of the brain. Furthermore, the
boundaries and nuances between various types of dementia (Alzheimer’s, frontotem-
poral, vascular and Lewy body dementias) are tenuous, uncertain, susceptible to refor-
mulation and thus controversy. For a deeper discussion of diagnosis, see Feriani (2017a).




FIGURES 3 and 4
Leaflet of

the Brazilian
Alzheimer's
Association
(ABRAZ).

FIGURES 5-7
Images found
on news sites

on Alzheimer's
disease.
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FIGURES 8-10
‘Alzheimer’
exhibition,
organized by the
Alzheimer Disease
International

(ADI) / EUA.
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What is the potential for dissolution?

I took the metaphor of dissolution seriously as a way to think about
both the composition of Alzheimer’s disease and the composition of
my own research and writing trajectory. I took the dandelion seed
head, with its overlapping and vulnerable filaments, which some-
times separate, sometimes cluster, as the entanglement of the theme
and ethnography that I aimed to produce: an intersection of fields,
relations and subjects in a transversal movement of folding and un-
folding, containing and overflowing.

Sao Paulo, v. 4,n.1, Oct. 2019 ais — gesture, Ima



FIGURE 11

network of neurons, in
http://www.rzagabe.
com/2014/11/03/an-
introduction-to-artificial-
neural-networks.html.;

FIGURE 12
dandelion. Photo:
Daniela Feriani;

FIGURE 13
Ingold, 2007.

FIGURE 14

meshwork
of research.
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The key images of Alzheimer’s disease — the network of neurons (Figure
11) and the dandelion (Figure 12) - juxtaposed with the meshwork of Tim
Ingold (Figure 13) led me to look to the movement of the research itself,
to the efficacy of form, and thus to see and design my own ethnograph-
ic journey, my own meshwork (Figure 14), with the main filaments - or
concepts - that I wished to relate.

If the dandelion led me to follow a map of lines to compose the disease
and the ethnography, home and mirror-face persuaded me to introduce
the pauses needed to contemplate the gestures, the lines of flight, the
contours and blurring.



http://www.rzagabe.com/2014/11/03/an-introduction-to-artificial-neural-networks.html
http://www.rzagabe.com/2014/11/03/an-introduction-to-artificial-neural-networks.html
http://www.rzagabe.com/2014/11/03/an-introduction-to-artificial-neural-networks.html
http://www.rzagabe.com/2014/11/03/an-introduction-to-artificial-neural-networks.html
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Home contains a relationship composed of care, disease and memory.
This image derives from one of the main complaints of family carers
- the ill person wishes “to go home,” referring to their childhood home
while not recognizing the place where they now live as their own. Set-
ting out from this fact, I looked to comprehend the place occupied by
the family in caring for the disease as measured and excessive, dosed
and out of control: while the family carer is fundamental to achiev-
ing a diagnosis by providing the necessary information and acting as
the doctors’ thermometer when it comes to managing symptoms and
medications, he or she also presents medical professionals with other
demands that exceed their competence, such as conflicts between rel-
atives, situations of violence and abuse, and disagreements concerning
the process of negotiating what the patient is or is not permitted.

Home also shows the importance of gathering up everyday traces and
clues in order to compose both memory (Feriani 2017b) and a diagnosis
of Alzheimer’s disease (Feriani 2017a). It is by delving into the everyday
life of the patient by means of scenes and accounts described by carers
that doctors and residents can ascertain the extent to which a patient
‘not remembering’ is related to ‘being unable to do things. Taking a
bath, eating, answering the phone, dressing and cooking become scenes
that need to be recorded, dedicated, collated, as though it were neces-
sary to retain them, safeguard them, so that they can become normal
and possible. While these activities may seem banal and virtually im-
perceptible, they acquire an extraordinary dimension for those unable
to perform them or at least encounter difficulties in doing so: Kris is un-
able to turn on the washing machine; Joe is terrified because the food
in the fridge is going to attack him; Odalina uses lime instead of tapioca
flour to make biscuits and washing-up liquid to cook; Guilherme uses a
shirt as though it were a pair of trousers; Olga no longer knows how to
make coffee; José took a shower while still dressed - another time, he
tried to bathe using water from the lavatory bowl.



FIGURE 15
Susan Falzone®.

FIGURE 16
Alejandro Kirchuk®.

FIGURE 17
Fausto Podavini’.

FIGURE 18
Fausto Podavini.

FIGURE 19
Susan Falzone.
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The power of the image is such that another element to feature strong-
ly is the mirror. Not recognizing oneself when staring in the mirror is
taken by doctors as one of the most feared symptoms of the disease, the
so-called “dissolution of the self.”® Family carers tell of people who talk
to their own reflection, invite their mirror image for a walk, become
frightened believing that a stranger has invaded their home. These are
tragicomic scenes: at the same time as they show the horror of the dis-
ease, they provoke laughter from those who witness them.

In 2010, a pharmaceutical lab used this theme during a launch cam-
paign for a new drug for delaying memory loss, recommended for the
light and moderate phases of Alzheimer’s disease. Reflections was the
name given to the photographic essay by Tom Hussey.

5. Essay “Grace” in which Susan Falzone photographs the everyday life of her aunt with
Alzheimer’s disease. Available at: https://bit.ly/1kQFD1a.

6. Essay “La noche que me quieras” in which Alejandro Kirchuk photographs the everyday
life of his grandmother with Alzheimer’s disease. Available at: https://bbc.in/2TCVCAE

7. Essay “Mirella” in which Fausto Podavini photographs the everyday life of a cou-
ple - the man with Alzheimer’s disease, the woman as carer. Available at: https://bit.
ly/2FwWSPKj

8. An expression used by doctors and residents from the neurology ward studied.


https://bit.ly/1kQFD1a
https://bbc.in/2TCVcAE
https://bit.ly/2FwSPKj
https://bit.ly/2FwSPKj

FIGURES 20-23
Reflections,
Tom Hussey.
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The mirror is both an object/thing and a metaphor for speaking of the
fractality, dissolution and confusion caused by the disease. As Kopena-
wa and Albert (2013, 63) shows, “they are not mirrors to look at oneself,
they are mirrors that shine”. And by shining, they obscure sight, as in
the case of Jimmie, who became terrified on looking in the mirror and
not seeing himself (Sacks 1985).°

HOW TO NOT SEE? AND, ON SEEING, WHAT TO DO WITH IMAGES?

The river that curved

around the back of our house

was the image of

a soft glass that curved

around the back of our house.

Later a man passed by

and said: this curve

that the river makes around the back
of your house is called an inlet.

It was no longer the image

of a glass snake that

curved around the back of the house.
It was an inlet.

Ithink the name impoverished the image.

(Manoel de Barros)

9. 1 explore this discussion of the mirror, the notion of the person and the relation with
shamanism in another article (in press).
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How not to see these faces, gestures, looks, noses, hands? How not to
hear how much they cry out and express?

These images burn, signal a crisis, a symptom. They reveal not a lack
of meaning but an excess: “[...] the image burns with memory, which
means that it burns whatever, even when it has become no more than
ash: a way of stating its essential vocation for survival, in spite of every-
thing” (Didi-Huberman 2012b, 216).

The discourse of the ‘dissolution of the self’ coexists with a large num-
ber of faces.”® If the neurosciences elect the brain as the concept-image
of the notion of the person, the counter-narrative of Alzheimer’s disease
elects the face - the face as an interior-exterior fold, an inside-outside, a
head-body." The impression is that, despite the loss of memory, narrative
and the world, what remains is the face, with its expressions, gestures,
nuances, distortions, erasures, symptoms, as though it tells what can no
longer be told through words. The face as an agent of perception inter-
connecting the head (brain) and body to compose an alternative notion of
person to the biomedical model.

Mirror-face explores the notion of person that shifts during the oscilla-
tions between denying or potentializing dissolution. In other word, the
biomedical expression ‘dissolution of the self’ is linked to a conception
of personhood based on cognition, the individual and autonomy. When
we turn to other contexts like indigenous and/or ‘non-western’ societ-
ies, this expression makes no sense because another notion of person is
in play. Alzheimer’s disease oscillates, then, between an epidemic, an
evil, a terror — in societies in which the notion of the person is based on
memory and cognition - and invisibility, absence or tolerance, when
the person is composed by a field of relations.?

10. Almost 70% of the images encountered are faces/portraits.

11. By counter-narrative I mean everything that surpasses the biomedical discourse of the
‘dissolution of self, including the photographic essays, videos and campaign actions de-
signed to raise awareness about the disease, the accounts of family carers, the scenes wit-
nessed over the course of field research, the blogs and artworks of people with dementia.
Although these situations contain the idea of a loss of the person and the notion of reality,
this process unfolds ambiguously with endeavours to show that, in spite of everything,
the person remains, primarily by means of the body, affects, gestures, behaviours. Even
for biomedicine, the ‘dissolution of the self’ coexists with a series of recommendations
that contradict or at least problematize the process, such as maintaining autonomy for as
long as possible and the importance of cognitive stimulation through physical activities,
including occupational therapy, leisure pursuits such as walks, family lunches and so on.
However, although the brain for the neurosciences is increasingly related to the environ-
ment and the body - especially the heart - it remains the privileged place for thought and
for the notion of personhood in scientific and biomedical conceptions.

12. Aware of the risks and making the necessary mediations, this dialogue with other
contexts such as shamanism - a phenomenon that also deals with disease, death, ill-
ness and altered states of consciousness - is pursued in an attempt to discover other
reference points from which to think notions of personhood, illness, memory and reality
beyond the bounds of biomedical discourse, thereby composing a counterpoint that is
“good to think” what may be at stake in taking Alzheimer’s disease as “the disease of the
twenty-first century.” I discuss these points in detail in another article (in press).
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Alzheimer’s disease has already been associated with ‘an evil’ due to
its threat to neoliberal values such as autonomy, individuality, inde-
pendence, self-care (Robbins 2008, Burke 2015, Wearing 2015, Goldman
2015). Fabio Landa, a medical doctor and social scientist with studies
in psychology and psychoanalysis, shows how the French philosopher
Emmanuel Levinas engages in a critique of the notion of autonomy as a
pillar of western thought, highlighting the place that the Face assumes
in his work, focusing particularly on the extermination of the Jews in
Europe during the Second World War. According to Landa, Levinas takes
the Face as the surplus to any possible description, the most vulnerable
part of the human body, the most denuded and exposed to violence: “[...]
perceiving a Face, according to Levinas, involves an enchantment that
leaves no time to see, like before an image, a picture” (Landa 2003, 117).
Thus, “accommodating a Face undermines the certainties that each of
us tries to acquire over the other and over ourselves” (Ibid., 118).

Similarly, in my own research on Alzheimer’s disease, choosing a Face
is a counterpoint to a diagnosis, assuming, like Levinas, the irreduc-
ibility of alterity rather than the ‘dissolution of the self.’ Perhaps the
growing production of images on Alzheimer’s disease — such as films,
novels, photographic essays, theatre plays, blogs, art exhibitions - is an
attempt to accommodate these faces, perceiving them in their vulner-
ability, violence, rapture, as any other; in sum, an attempt for us to see
ourselves in them.

As mirrors of ourselves, we see, through the backwards reflection, the “ir-
reducible alterity of the other” (Landa 2003) so that, traversing this “world
beyond” of dementia, we come to distrust our own certainties and points of
reference. For the family carers, this implies a transformation so large that
some begin to feel the effects of the disease, such as a sense of dissolution,
disorientation, forgetting, confusion, madness and strangeness, and also
the need to reinvent their everyday life, language and face.

What is language without the face?

The face is not an envelope exterior to the person who
speaks, thinks, or feels. The form of the signifier in lan-
guage, even its units, would remain indeterminate if
the potential listener did not use the face of the speaker
to guide his or her choices (‘Hey, he seems angry..’; ‘He
couldn’t say it..; ‘You see my face when I'm talking to
you...; ‘look at me carefully...). [...] The face constructs the
wall that the signifier needs in order to bounce off of; it
constitutes the wall of the signifier, the frame or screen.
The face digs the hole that subjectification needs in order
to break through; it constitutes the black hole of subjectiv-
ity as consciousness or passion, the camera, the third eye.
(Deleuze and Guattari 1987, 167-168).



27

Faces constitute contexts of enunciation; they define the positions of
subjects. Language can only be comprehended because it has the face as
a wall off which the signifier can bounce. “Choices are guided by faces,
elements are organized around faces: a common grammar is never sep-
arable from a facial education” (Ibid., 179).

What is the face without language? The relationship between image
and name proved fundamental over the course of composing Alzhei-
mer’s disease and the people who live it. If residents and doctors pur-
sued this relation in order to attempt a precise diagnosis and family
carers in order to comprehend and manage the disease, people with de-
mentia also set off on the same quest: for them, naming the experience
of the disease meant naming themselves. In a campaign called ‘Still’ on
the social network Facebook, the Alzheimer Society of Ireland published
photos of people with the diseases holding a sign on which was written
“still (name of the person)” or “still (insistently) (name of the person).”

Inspired by the work of Roy Wagner, Dulley (2015) shows how a certain
form of naming is linked to a specific conception of difference, the re-
lationship between naming and alterity being the general problem of
anthropology. The name is a way of fixing a reference point in a poten-
tially infinite range of relations and this designation is always relation-
al. Turning to Derrida, she discusses how the act of naming establishes
a difference not only between names, on one hand, and the name and
thing, on the other, but also between the thing and itself, calling atten-
tion to the instability of the name, its movements and tensions.

For Wagner (1989), there are two ways of seeing names: 1) Names as
points of reference or codes, representing the things named (the order
of homology) and 2) Names as a relationship between the name and
the thing named (the order of metaphor, analogy). Adopting the second
way - which I also attempted to do in my research —, the author shows
how the name is a symbol that stands for itself, an organizing princi-
ple whose meaning resides in the analogies that it establishes, not in
its referents. Names are conceived, then, as expanded metaphors since
they establish relations of relations — concepts and images participate
in an analogical thought. In this sense, to claim a name and a face is to
position oneself within a field of relations, to have a place of speech, to
create a context of enunciation. In the ‘backwards world’ of dementia,
where everything is possible and fleeting, claiming a face is perhaps
how the mortal line of the disease becomes folded.



FIGURES 24 and 25
Photos: Fabio
Messias.
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A DEMENTED POINT OF VIEW, OR HOW TO SEE BLURS AND FIREFLIES

Mirror-face took me closer and closer to the demented point of view, the
endogenous images, the deliria, the disease’s lines of flight. For Deleuze,
it is by folding the mortal line of disease that a mode of subjectification,
a possibility of life in the space between, a becoming, can be composed.
The fold is the “potential for metamorphosis” (Deleuze 1995).

That’s what subjectification is about: bringing a curve into
the line, making it turn back on itself, or making force im-
pinge on itself. So we get ways of living with what would
otherwise be unendurable. What Foucault says is that we
can only avoid death and madness if we make existing
into a ‘way,” an ‘art.’ (Ibid., 113).

Folding the line of flight constitutes the subject at the margin of es-
tablished knowledge and powers, especially for the socially excluded
- the complaint, here, has a great poetic and historical importance in
this process. It comprises a lifestyle, the composition of an aesthet-
ic and an ethic that take shape in the capacity to see and say - for
Deleuze (1995), this is the crucial question: what are we capable of
seeing and saying? Or, as Didi-Huberman (2011) asks, are we actually
capable of seeing fireflies?

Because these people are feeling, saying, painting, writing, dancing,
singing. Metaphors, words, gestures, images, noises, lacunas, things,
spirits and ghosts all appear, they haunt, they become heard. They nar-
rate the loss of narration or other narrative possibilities. They invent a
life, a face, a language.

Along with the comments, gestures, complaints, refusals and desires
encountered over the course of the research, there are the blogs of Kris
and Joe, and the artworks of William Utermohlen and Carolus Horn.

Joe from the US decided to write his story and his day-to-day life with the
disease on a blog, begun in 2006, two years after his diagnosis. “Welcome
to my world,” he invites us. “It is like not having to wear glasses now;
my eyes say you can see stupid, my brain says where your glasses are?
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What is really a pain is looking for my glasses that I do not need. [...] The
birds, clouds, trees and such all take on a new meaning in the world we
are thrust into” (Potocny 2006). The posts alternate between moments of
lucidity and confusion. Comparing his mind to a sponge, Joe says that
he forgets where he left objects, forgets to eat, or take his medicines, or
sleep, or what he was going to say in the middle of a phrase, or while
writing the blog.

For Joe, the disease created ‘other world’: ‘Joeland, a ‘World of Demen-
tia, ‘Neverland, ‘Mr. Alzheimer’s, ‘Alzheimer’s land’, ‘dream land’ are
some of the expressions he uses. At some moments, he sees himself
between two different realities, split, confused. “I was in a state of
in betweenness, between here and there. I finally started eating but
with my fingers and slowly got back to where I should be”; “I live in
a multiple of realities, unlike you I never know when I will pop in or
out of any of them” (Ibid.).

In this ‘dream land’, dream and reality - “whatever you call it” or “this
shitty reality I call life” — merge: he awakens, hears voices, and is un-
able to distinguish in what state he is, feeling like a captive of his own
mind, body and home. On the other hand, Joe likes to create situations
in his brain and to see how the parts play with them. He considers this
more interesting than the mental games recommended by his doctors,
carers and relatives. He believes that he has always done this, but now
perceives his brain to be more visual - “Find myself more and more
drawing inside myself” (Ibid.), not knowing whether it is because of the
disease or because of the way he found of dealing with it.

In comparing himself to a book where the cover may be good but
the actual content bad, Joe invites us to read him without losing his
peculiar characteristics — ripped up, marked, meaningless, folded
with bits missing. He says he has invented a new language, calling
it ‘Joenese, ‘dementiaese’ and ‘soap box. Like Catarina, living in a
“continuous redefinition of herself - Catarina, Catakina, Catieki,
Catkine, Catkina” -, “capable of exploring new modes of self-evalu-
ation and renewing her sense of dignity” (Biehl 2008, 444), Joe also
lives a process of writing-becoming that invents a possibility of life
- Joe, Joenese, Joeland.

My conversation with others is getting more difficult and
less, oh what the hell, speak able cannot think of the right
wording. That is becoming harder, finding the words that
fit we play guessing games with me as to what I am trying
to say, I guess I am refining my language, joenese, to a
more pure form, which I do not understand.
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[

In just regular conversation I get all mixed up, use the
wrong words, words sort of dribble out of my mouth and
I forget in the middle of things what it is we are talking
about. (Potocny op. cit.).

Kris also writes a blog. From the Unites States like Joe, she was di-
agnosed with Alzheimer’s disease at the age of 46. She began the
blog in 2003, the same year of her diagnosis. Both Joe and Kris see
themselves as spokespeople for the disease and engage in several ac-
tivities for this purpose, such as congresses and lectures in various
parts of the world.

Feelings of confusion, puzzlement, cloudiness and disorientation are
constant. Haze (or mist, fog), mazes, journeys, storms are recurrent im-
agery to recount the experience of living with the illness. On these days
(what she calls ‘foggy days’), Kris is unable to read an article, find a car-
toon funny, cook (she writes that her ‘fog’ self tries to cook but, despite
knowing all the ingredients and what needs to be done, she is simply
unable to do so).

In some situations, Kris says she has panic attacks, normally when she
cannot perform some activity she considers ‘normal’, like being unable
to turn on the washing machine, not knowing how to tidy up the craft-
work room, burning the cookies in the oven, forgetting how to make
coffee, not knowing how to buy things at the shopping mall, getting lost
in her own home, being unable to switch off the electric toothbrush. In
these moments, she perceives that the thought is in her brain, but she
is unable to translate it into action. “It’s like the instructions are written
in a foreign language” (Bakowski 2003).

Finding it difficult to find words - “my word problems” (Ibid.) -, Kris,
like Joe, also notes that her brain is more visual. Rather than thoughts
appearing as words, she now sees them as images, a ‘storyboard,
which, for her, makes everything more difficult because she must
convert these images into words again in order to be able to say them,
to communicate them. Regardless, she recognizes this to be a new way
of seeing the world.
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I realized then that the way I ‘see’ things in my brain
has changed. I used to ‘see’ things with words - if I had a
thoughtIwastryingto say or get a point across it was words
that I was forming in my brain and almost reading them
back in order to explain something or even with a regular
conversation. Now, I see more images in my mind rather
than words. This makes it more difficult for me because I
then have to convert those images to words and then get it
out of my mouth! How simple is that? Not that simple for
me. Last night I had this whole storyboard of images in
my mind with this story I was going to tell my husband.
I couldn’t get it out — I couldn’t put the words to the imag-
es and make it come out. I'm sure this sounds strange to
most of you reading this, but I can’t figure out another way
to say it. (Ibid.).

The “problem with words” makes it difficult to write the blog and makes
Kris ask herself to whom, ultimately, she is writing.

I have started this post many times and didn’t finish it. I
was afraid that those of you that read this blog will think I
am writing about you - and then I realized that the people
I am going to write about probably don’t read this blog so it
doesn’t matter anyway! So, if you are reading this - it isn’t
about you. (Ibid.).

A paradox of writing, a problem of representation: Kris wants to com-
municate mainly with the people who, like her, have Alzheimer’s dis-
ease, but recognizes that they will be unable to read her posts. So the
blog is about someone different to the one who reads it: “..if you are
reading this - it isn’t about you.” The difficulty of communicating with
people is a recurrent topic and leads us to question - as Joe also does -
whose the problem ultimately is: the sick or those who are incapable of
understanding them.

While Kris and Joe write blogs, the German Carolus Horn (1921-1992),
diagnosed at the age of 58, and the American William Utermohlen
(1933-2007), diagnosed at the age of 61, painted pictures as the disease
took its course.



FIGURES 26-33
Pictures by
Carolus Horn over
the evolution

of Alzheimer's
disease.
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FIGURES 34-42
Self-portraits

by William
Utermohlen over
the evolution

of Alzheimer's
disease™.
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The paintings by Utermohlen and Carolus compose a constellation
of gestures, expressions, highlights and shadows in the undulating
rhythm of disease and memory, like a game of presence and absence, a
possibility - like the blogs of Joe and Kris - for entangling narrative and
experience through imagery.

13. Available at: https://bit.ly/2YrspCA. Consulted 23/02/2014.
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Between sopros and assombros (puffs of air and shadows), these ‘de-
mented authors’ write and paint sensations, perceptions, by means of
a special kind of narrative: as Taussig (2011) say about writing the field
notebook - or the diary in general - it involves a direct translation of
experience to the page (or screen), usually in a rushed, abbreviated and
urgent manner. They also participate in the tragic described by Taussig:
each word seems to multiply the distance between narrative and expe-
rience, language and world; writing, as an epitome of consciousness,
ends up obliterating the reality that the writer wishes to communicate,
pushing it further and further out of reach. The paradox of this type
of writing becomes greater still in a dementia process in which words
fall silent over time and the distance between word and author - or the
latter’s world — begins to verge on the abysmal: “I think about what I am
going to write and then I just can’t get the words to go from my head to
the page” (Bakowski 2003).

When the perception of what is seen/lived is so strange - like Joe’s as-
tonishment on seeing the food in the fridge wanting to attack him,
Célia’s terror because the monkey was about to invade the living room,
the dismay of failing to recognize relatives and not recognizing oneself
in the mirror, and so many other situations that I lived over the course
of my research - then seeing starts to doubt itself and must find an-
other way of seeing-narrating. And so images proliferate as a way of
reinventing connections and possible worlds.

Wagner (1995) invites us to be suspicious of our ability to communicate,
to express our intentions, given that we cannot know them directly but
only through knowledge of other people’s intentions. It amounts, there-
fore, to a bluff, a mismatch between meaning and saying and what
others understand this saying to mean. There exists an ambiguity, an
enigma surrounding intentionality and spontaneity, which become
hidden and mediated in a relation field. As occurs with humour and
metaphor, intention can play tricks, a ruse, a joke, it can cheat and in-
vert meaning, twist perspectives; it may speak indirectly and refuse the
verbal and the categorical. Like photography, the intention, for Wagner,
is concealed, obscure, treacherous, it feigns to be like the ‘T known from
the portrait when it appears so little like it — like the sick person who
looks in the mirror and does not recognize herself. It has, then, a touch
of revelation, apparition, wonder. For Wagner, these traps, erasures and
bluff s of language, rather than making it unviable, also narrate, tell

. TN: The Portuguese word assombro has a wide range of meanings difficult to capture
in translation: astonishment, admiration, awe, terror, as well as soul, ghost, closely
associated with the verb assombrar, to scare, haunt, astonish, fill with dread. Here the
term is translated by its root etymology, sombra, shadow, which also evokes the idea of
ghostly blurring explored in the article. Sopro means breath, exhalation, a blow of air
and here recall the puffs of air blowing away the dandelion seeds.
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important things. If, ultimately, we are all unreliable narrators, the
question is why some of us are less unreliable than others.*

For Course (2012), language is a problematic, strange and paradoxical
phenomenon: while we can only know ourselves and create through
it, and while it is through language that authority and social relations
are constituted, it has an excessive force that removes our control. The
surplus meaning may be both a bad intention and a quality endemic
to discourse itself. The language thus becomes agency itself, an act, a
movement, not merely an appropriation on the part of a subject.

Language as an act and a movement, which constitutes an authority at the
same time as it escapes the control of those who possess it, allows us to see the
dislocations, overlaps and tensions in the composition of Alzheimer’s disease
which overflows the medical field to invade other areas, subjects, references.

While Taussig (2011) speaks of opening language and Cesarino (2011a) of
twisting it, Deleuze (1997, 1v) compares it to delirium, to “invent a new lan-
guage within language, a foreign language, as it were”. To make language
delirious is to fabulate, to experience it as a becoming, “driving words
from one end of the universe to the other” (p. lv), creating “a witch’s line
that escapes the dominant system” (p. 5) and removing it from “its usual
furrows” (p. 5), “inventing a people who are missing” (p. 4). What are the
blogs and paintings if not an attempt to create a line of flight, search for
a meaning beyond meaning, constitute a community of people with Alz-
heimer’s disease? To invent a people is to invent a possibility of life.

For Deleuze, delirium, in literature — and I would add in art and sha-
manism - is a passage, becoming, health. “But when delirium falls back
into the clinical state, words no longer open out onto anything, we no
longer hear or see anything through them except a night whose history,
colors, and songs have been lost” (Ibid., lv). Delirium, when it leaves lit-
erature to falls back inti life, is no longer health but sickness, no longer
a passage of life but a “stopping of the process” (p. 3). It is not fabula-
tion but confabulation. Just as thinking madness is not an experience
of madness but of thought - it only becomes madness in the collapse
(Deleuze 1995) - so too delirium, in literature, is a sign. Like memaory,
delirium, in the clinic, loses its polysemy, becoming a pathology.

But when someone with Alzheimer’s disease traces a line of flight by
writing a blog, painting a picture, making a joke, being ironic, delirium
becomes both a sign and a pathology, critique and clinic. Unlike the

15. The term ‘unreliable narrator’ was coined in 1961 by the US literary critic Wayne C.
Booth in The Rhetoric of Fiction. Some attempts at classification were made, including the
mad, the mentally ill, the naive and the liar as unreliable narrators. Since then, many
writers and authors have joined the discussion, questioning the extent to which a narra-
tor, any, can be considered reliable.


https://pt.wikipedia.org/wiki/Wayne_Booth
https://pt.wikipedia.org/wiki/Wayne_Booth
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writer who returns to ‘normality’ after the ritual or writing, though, it
seems that this return does not exist for anyone in a dementia process.
“All of us need to take little holidays from our frontal lobes - the tragedy
is when, through grave illness or injury, there is no return from holi-
day” writes the neurologist Oliver Sacks (1995, n.p).!

We need to ask, though, what this ‘no return’ means when it comes to a
disease in which moments of lucidity and dementia alternate. As in sha-
manic ritual, in which the near unconsciousness of the shaman allows
him to see more (Taussig 2011), it involves the fold or paradoxical relation
between consciousness and unconsciousness — much more than any
separation or opposition. If we are constantly drifting between different
states of consciousness - in dreams, diseases, uses of hallucinogens, ritu-
als — what, then, does being conscious, “returning to normality,” actually
mean? After all, as one neurologist said, “no one is demented all the time.”

In this mirror-face-language composite, the ‘dissolution of the self’ de-
pends on who is looking, towards whom and from where: the blurred,
out-of-focus vision may be our own, the ‘non-sick’ looking at the ‘sick’;
them looking at ourselves, family and friends, and them looking at
themselves. Based on the positioning of the capacity to see, hear and
say within a field of relations and contexts of enunciation - whether in
a medical consultation, an ABRAz meeting, in the living room, as an au-
thor of a blog or a work of art, or in a shamanic ritual - the dissolution
may be a pathological symptom, a sign or a mode of subjectification.

The ‘dissolution of the self’ and the loss of cognitive functions caused by
the disease may be expressions of ‘defacialization’ (as a becoming, both
as a ‘non-person’ in some contexts/discourses and a ‘multiple person’ in
others) and facialization (with the election of some faces as more ‘nor-
mal’ and ‘health’ than others or with the attempt to hold on to a face to
say that, despite everything, the person remains). Ears, noses, eyes and
hands compose a gallery of multiple faces, fragmented, composite, a kind
of “formula of pathos™” - faces against the Face. In sum, other faces are
possible, “..here, cutting edges of deterritorialization become operative
and lines of deterritorialization positive and absolute, forming strange
new becomings, new polyvocalities” (Deleuze and Guattari 1987, 191).

Other faces, other mirrors, other languages. If the face blurs and the
mirror shatters, language, in Alzheimer’s disease, also opens up, dis-
torts, raves, burns by means of metaphor, the image, the body, in a fold

16. As one neurologist said to me, the frontal lobe is responsible for our humanity, including com-
pliance with social rules and control of ‘primitive instincts’ like sexuality, and critical judgment.
17. The expression “formula of pathos” (pathosformel) is used by Aby Warburg to describe,
principally, a series of gestures, expressions, bodily forms that have survived in paint-
ings and portraits since the Renaissance. This expression is recuperated and discussed
by Didi-Huberman (2013a) in his proposal for an ‘anthropology of gestures.’
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between dementia and lucidity, memory and forgetting, routine and
creativity, terror and humour. A language that twists in order to, dis-
tancing itself from meaning, extrapolating the ordinary, connect the
poetic function and the referential function, making this difference
ambiguous, composite (Cesarino 2011a).

The everyday becomes haunted; real and surreal, memory and hallucina-
tion, literal and metaphoric overlap, as when Guilherme used his flip-flop
to change the TV channel.® In an ‘upside-down world’ with other refer-
ence points - including the very notion of reality — a language-becoming,
incomprehensible to some, becomes necessary, which, even when it uses
the verbal extends beyond it, generating other aesthetic expressions.?”

TOWARDS A HAUNTED ETHNOGRAPHY

It was only a glimpse [...].
But it belongs to a set

of images which have
mesmerised me ever since.
(Marilyn Strathern,

The ethnographic effect)

18. Or again: the literal is a metaphor that became obviated (Wagner 1989) - the metaphor
of the metaphor that obviates the referent or when the metaphor becomes the referent
itself, like Hamlet who reveals the truth by pretending to be mad, revealing the truth via
its acting out as the theatre; or like, in my own research, the everyday that becomes ab-
surd, surreal, verging on the absurd, and the apparently most banal domestic activities
turn frighteningly mysterious.

19. The ever-expanding production of films, novels, autobiographies, theatre plays, mu-
sic, photographs, blogs and exhibitions on the disease would seem to attest to this.
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The folds that accompanied the research also made my experience as
an anthropologist. I also found myself immersed between terror and
humour, routine and creativity, person and dissolution, memory and
invention, the flashes of light, the trails, the contours and the chaos
of a tangled mass. I was haunted too, intoxicated by the innumerable
scenes that I saw, heard, imagined, assembled over the course of this
composite formed by this ethnography, as research-writing, field-theo-
ry, experience-narrative.

Olga, with pink lipstick and slippers, earrings, necklace and rings, and
a diaper, who welcomed me like a good hostess, offering coffee she was
unable to make, who danced with aplomb in the medical appointment,
but was unable to follow the conversation in the house that she said
was not hers, who gave me excellent advice while she waited for her
mother, dead for twenty years. Guilherme, who lay the television flat
so that the people would not fall out and wore a shirt as though it were
a pair of trousers. Célia’s distressed hand clutching a cloth because the
monkey from the soap opera was going to enter the living room. José,
who ate dog food and was no longer able to finish a phrase; Dr. P, who
mistook his wife’s head for a hat (Sacks 1985); Jimmie, who believed he
was 19 years old when he was 40 (Ibid.); Jussara, who invited her mirror
image to go out for a walk. Eyes that shine, become frightened, fade;
rushed hands, silent hands, confident hands; the laughter, the jokes,
the complaints, the crying, the requests - glimpses that persist, images
that mesmerize: a phrase, a gesture, a scene, a fragment. If the process-
es of dementia unfurl between puffs of air and shadows, the ethnogra-
phy was affected by them too - I also had my ghosts.?

Aware that writing, as an “epitome of consciousness,” is flawed when it
comes to expressing experience, with words opening up an abysm be-
tween subject and world - or between language and the world -, Taussig
(2011) invites us to incorporate the images, astonishments, mysteries and
gestures perceived over the course of the research. Hallucination - like
an image, an apparition - functions as an analogy to think shaman-
ism, ethnography, field notebooks; it opens language, deforms sight to
see more and further - a squinting, arduous sight, a slow motion sight.

The image as spirit, vision, prophecy (Kopenawa & Albert 2015) involves
an act of seeing in which, more than narrating, it evokes and expresses;
the image is thus more gestural than discursive in kind — which proved
to be of fundamental importance in relation to the dementia process.

20. This haunting feeling also resides in studying something that may happen - like old
age and Alzheimer’s disease. Great-grandparents, grandparents and other relatives had
the disease and, although a hereditary cause is not proven, the fear - especially of my
father, who has already referred to this many times - is real.
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If it is in the darkness of night that shamanic visions shine, as it is
for the fireflies, how to see, in the middle of the fog of the disease, the
flashes, the apparitions? In a disease “whose threads gradually unrav-
el,” what can images do in this context of lapses and collapses? What do
they show when words fall silent?*

Images allowed me to see Alzheimer’s disease in another way. By per-
ceiving and incorporating the photographs, videos, blogs, Facebook pag-
es, art, humour, gestures, scenes, metaphors, shadows, I was able to
listen to people in a dementia process, hear the unspoken, and see what
normally passes unseen when faced with a disease like this. Rather
than taking as given the ‘dissolution of the self, memory loss, the ab-
sence of language, I showed how the dissolution can be dissolved or
potentialized, how memory becomes corporeal and overlaps with in-
vention, and finally how language, rather than simply - or just - disap-
pearing, opens up, twists, raves, burns.

Opening up language (Taussig), ripping up the image (Didi-Huberman),
breaking the thing (Foucault, Deleuze), searching for unexpected asso-
ciations, perceiving similarities where, in the first contact, there are
none. My attempt, then, was to relate Alzheimer’s disease and shaman-
ism - and also literature - as a “creative meeting of references” (Cesa-
rino 2011b), in a kind of writing-delirium in which the dissimilar are
connected in order to see what cannot be seen with the naked eye.?
Imagination here is transversal knowledge, the intrinsic power of the
assemblage that makes similarities appear where none had been pre-
sumed, inventing analogies between more distant and heterogenous
analogies (Didi-Huberman 2013b).% It was the lesson that Lévi-Strauss
said he had learned from surrealism. This is what Alzheimer’s disease,
in its everyday surrealism, revealed to me.

If the composition of the disease revealed an experience and an aesthet-
ic across the traversed fields and subjects, the ethnography was also
composed in this double dimension: as experience and aesthetic.? For
this to happen, it was necessary to inhabit the knot, become a line:
choosing what to reveal and what to conceal, what to remember,

21. My thanks to Fabiana Bruno especially for this and other questions relating to the
research images.

22. The relation between shamanism and literature (such as Alice’s Adventures in Won-
derland by Lewis Carroll) is explored in an attempt to think the other-becoming of the
disease, the space of metamorphosis of an ‘upside-down world.’ I discuss these relations
in “Doenca de Alzheimer e xamanismo: didlogos (im)possiveis” (in press).

23. As Strathern (1999, 260) writes, “relations are what make people ‘see’ anything at all”.
Or again: “writing only works [...] as an imaginative re-creation of some of the effects of
fieldwork itself” (p. 1).

24. Here 1 take aesthetics as sensory, imagetic, intuitive thought (Bruno 2009), a theory of the
qualities of feeling (Freud 2006), a reflection on metaphors and sensory codes (Cesarino 2011a).
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forget and imagine, transiting between facts and deliria and wander-
ing through many places - from medical wards to congresses, from
congresses to ABRAz, from ABRAZ to the family homes, from the homes
to the blogs, from the blogs to Facebook pages, photographs, videos.?

By assembling the ethnography through images revealed to me by the
field - dandelion, home, mirror-face — 1 sought to show how they act as
a presence (Severi 2009), rather than as a representation, or Walter Ben-
jamin’s ‘dialectical images, by presenting a field of relations, located be-
tween dementia and lucidity, routine and creativity, person and ‘dissolu-
tion and self, terror and humour, memory and hallucination, sickness
and old age, normal and pathological, and perceiving which poles shone
and which faded according to the situations and subjects, in a constant
figure-ground reversal, light and shadow, like the night and the firefly,
the dandelion and the puff of air, the mirror and the haunting.

“I swear [ saw this,” writes Taussig (2011) after glimpsing a woman - or

what he thought to be a woman - sewing a man - or what he thought
was a man - into a sack by the side of a tunnel. Still unable to believe
what he had seen, Taussig sketches the scene to picture it one more
time. For him, the field notebook, like the image and the shaman’s
song, is an act of testimony, a combination between seeing, speaking
and committing. The testimony is a discourse that takes the position
of the T — I swear I saw this. The ‘T’ of this phrase, in my own research,
could be the I of the anthropologist who composes an ethnography, the I
of the family member providing care, the I of the person with dementia
experiencing the disease. Each of them, in their own way and with dif-
ferent objectives, sought and composed a name for the experience that
they lived and/or are living. For the residents, doctors and ABRAz team
too, the name proved fundamental to making a diagnosis, determining
a form of treatment and managing the disease. Is it old age or disease?
Is it disease or tantrum? Memory or hallucination?

Faced by the haunted and nebulous everyday life of the disease — and
the ethnography - each of the subjects situated in this complex cartog-
raphy of connections and disconnections needed to claim, create and
reinvent a speech, dislocating notions of disease, personhood, memory
and reality in an assemblage somewhere between experience and aes-
thetics. If, for the poet Manoel de Barros, the name impoverished the
image, it was up to the image to twist, open and split the name.

25. These were the lines that I chose to follow, aware that others were left out and would
have taken me along other paths, such as laboratories and the pharmaceutical indus-
try, the market and courses for carers, public policies, legislation and so on. Some lines,
though running into them, ended up not being pursued, despite my interest, including
the films and autobiographies, which will remain for a future journey.
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Images are fireflies. Against the apocalyptic pessimism of the film-
maker Pier Paolo Pasolini and the philosopher Giorgio Agamben, who
decreed the destruction of experience, the end of human beings, living
communities and the culture of resistance in the fact of the terror of
wars, the rise of fascism, the dictatorship of industry and consumer-
ism, and the society of control,? Didi-Huberman (2018) argues for the
survival of fireflies — that is, the flashes, resistances, desires and insur-
rections that surface in the dark of the night, the dance of the fireflies,
“this moment of grace that resists in the world of terror...” (p. 9), howev-
er fleeting and fragile it may be. For him, decreeing the end of fireflies
due to the blinding light of power - as Pasolini does - is to “see nothing
but the black night or the blinding glare of the spotlights [...]. To see only
the whole. And thus not to see space — though it may be interstitial, in-
termittent, nomadic, improbably located - of openings, of possibilities,
of flashes, in spite of all” (p. 18). Fireflies only disappear, then, when we
cease to follow them.

Didi-Huberman follows them, sees the flashes of counterpower, and
shows that “...experience is indestructible, even when it may well become
reduced to survivals and clandestine moments, to simple glimmers in
the night” (1bid., 80), even in such sombre settings — or precisely because
of them: “...the fireflies’ living dance plays out precisely in the heart of
shadows” (p. 27). It is in the darkness, terror and despair that flashes of
light can be seen, revealing “firefly-words” and “firefly-images” against
the “spotlight-words”, as the witnesses of trauma, the war survivors,
the Warsaw ghetto newspapers, the chronicles of insurrection, the pho-
tographs of the gas chamber prisoner. The collapse of experience is also
an experience and transformation does not mean destruction.

While Alzheimer’s disease has been associated with the crisis in mem-
ory of modern times, the impoverishment of narrative and experience,
the blogs, paintings, comments, gestures and faces of the people with
dementia, the metaphors and images are the flashes in this black
night, a night that also has its fireflies - an eye that shines, a hand
that holds a cover, the drips of water after the shower, the coffee stain
in a cup, a kept photo, a joke, a language that is invented, a painting,
a complaint, a walk, a dance, a song, a laugh, a cry, a refusal, a desire.
And these flashes also compose an experience, a memory, a knowledge,
even though it is a disease that gradually erases them.

26. An important reference for these authors is Walter Benjamin, especially “Experi-
ence and poverty” and “The storyteller.” Didi-Huberman shows, however, that Benjamin
speaks of a decline in experience, not its destruction, as well as glimpsing the potenti-
ality, the flashes and openings that can emerge, something absent from the apocalyptic
vision of Pasolini and Agamben.
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It is not a question of denying the terror of the disease but of seeing
it beyond this horizon. See beyond, see more, see fireflies: see the po-
tentiality of blur, of dissolution. See that, in the middle of fog, Joe uses
humour and invents words when they seemed lost; Kris perceives his
brain becoming more visual; Dr. P listens to music to do his everyday
tasks; Jimmie goes to mass for guidance; Rebecca keeps herself alive
and coherent in the theatre; William Utermohlen and Carolus Horn
paint pictures. And so many others who make comments, tell jokes,
disagree, move about, in flashes of desire, thought, knowledge. If there
are reasons for being pessimistic, “it’s more necessary than ever to open
our eyes in the night, to move around without rest, to set out again in
search of fireflies” (Ibid., 23).

If it is possible to see fireflies in the dark, the twisted faces seen in
the mirror backwards show us the importance too of seeing the blurs
— the blurred vision, a gaze that loses itself, a speech that is left unspo-
ken, a body that does not move, the bathroom that is not found, the
portrait and the mirror that reveal ghosts, the washing machine that
can no longer be switched on, the coffee, the shower, the food that can
no longer be made. To see the fireflies and the smudges is to see the
glimpses that allow, amid the losses, the constellation of an experience
to emerge, a narrative, a memory, a legacy. “Although they skim just
above the ground, moving so slowly, emitting such a weak light, don’t
the fireflies draw, strictly speaking, just such a constellation?” (Ibid, 30).

*k3kok

For Lévi-Strauss (1991, 4), research with myths revealed an aesthetic ex-
perience, all the more stimulating because

these myths appear first of all as puzzles. They tell stories
without head or tail, full of absurd incidents. One has to
‘hatch’ the myth for days, weeks, sometimes months, be-
fore suddenly a spark bursts out, and in some inexplicable
detail in another myth, so that by thus expedient they can
be brought together as a unity. Each detail in itself need
mean nothing; it is in their differential relationships that
their intelligibility is found.

Like myths for Lévi-Strauss, and Alzheimer’s disease for myself, eth-
nography can take on the fluidity of a “soup of enigmas” as Aby War-
burg referred to his own style: a “shapeless mass, without head or tail,
a thought always averse to being ‘cut, that is, to defining for itself a
beginning and an end” (Didi-Huberman 2013a, 29). “How to navigate in
a knot of problems?” (p. 37).

“In fact, it involves experiencing in oneself a displacement of the point
of view: displacing one’s own position as a subject in order to be able
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to offer a way to displace the definition of the object”, Didi-Huberman
writes (Ibid., 37) apropos Warburg’s voyage to the indigenous societies
of New Mexico, showing how the search to not know led him to col-
lect the details, traces, collapses and intervals as important vehicles of
uncertainty and disorientation. Much the same applies to ethnography
and Alzheimer’s disease: the traces of the everyday point to myster-
ies, enigmas, puzzlements - in Alzheimer’s disease, it is the details of
the day-to-day that reveal what the patients no longer know or are no
longer able to do. It is by pursing this not knowing, excavating cracks,
traversing lacunas, gathering uncertainties, that the diagnosis — and,
ultimately, life with dementia - is slowly assembled.

Ethnography as an experience of displacement and the suspension of
knowing led me in other directions, to create alternative paths, like
opening the field beyond biomedicine, the potentiality of images, the
connection between shamanism and literature, the inclusion of the
patients as research subjects. Moving among the threads of the eth-
nographic tangle by means of a transversal movement of folding and
overlapping was important to maintain the complexity and nebulosity
that surround Alzheimer’s disease as something mysterious and slip-
pery, an obscurity as epistemological as it is ontological (Taussig 1993).

The creation of a world apart - the world of dementia - at the same
time as it requires boundary strategies, like “avoiding confronting it
head on”, being creative, good-humoured, also involves something of
the impassable, an alterity marked by other times, spaces, references.
If this encounter of worlds transposes the problem of interpretation and
translation to ethnography and shamanism, Alzheimer’s disease also
participates in the same via the sick person who needs to learn to tran-
sit between these worlds, via the task of the family carer and doctor of
being able to see and hear these people, and via the endeavour of the
anthropologist who writes to you.?” The problem of translation shifts
between a world of dementia and a world of non-dementia, between
dementia and shamanism, between dementia and ethnography or per-
formance and writing (how to pass from what we observe, see and hear
to what we write).?

. As Strathern (1988, 312) warns us: “The anthropologist’s efforts at communication are
hampered by his or her very subject matter; and indeed if they are not, if there are no
hesitations, then something is wrong”.

28. Taussig speaks of witnessing as the relationship between seeing, writing and commit-
ting. For him, the field notebook is the place of encounter of these dimensions. The ques-
tion he explores is: what is lost in the passage from the field notebook to the writing of the
book? This exploration of the relation between field and writing also appears in Strathern
(2014). In this journey, both Taussig and Strathern reveal the hauntings of research.
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Approaching Alzheimer’s disease as a problem of translation also led
me to become aware of the moments when the object is named and
the consequences of this naming, describing the process of constituting
names, their distancing and overlapping, relating them to contexts and
showing permanence and transformations. What mattered most was
to display these connections, inhabit the entanglement rather than in-
terpret and analyse it. Rather than asking what Alzheimer’s disease is,
my objective was to explore what it (dis)connects.

For people with dementia, the crisis in representation can be seen in the
difficulty in communicating, like the “problem with words,” the blog
“that was not made for you,” the increasingly abstract pictures of Wil-
liam Utermohlen and Carolus Horn. The difficulties and failures of this
search for language end up opening language up: the faces, gestures,
noises, silences, lacunas, metaphors, puffs of air and shadows need to
be seen, heard, witnessed. Images enter as potentialities of expression:
images twist words, create new contexts of enunciation, distort official
discourses, offer other worlds and forms of recognition.

The mirror as refraction and divergence is a good image-concept, ref-
erence-metaphor, for the proposal of a haunted ethnography: not see-
ing oneself in the reflected image means suspending knowing so as to
enter the world of the other, move through other references, in a back-
to-front world, in a field of strangeness, disorientation and dissolution
of the subject, in order to take the native thought seriously (Viveiros de
Castro 2002) and translate it without flattening out the differences.

This is what Didi-Huberman (2012a) does: rather than discarding the
blur in the photograph taken by a prisoner for being aesthetically too
crude to include in an exhibition, he saw its potentiality, the blur as
something important in itself, a witness to the absurdity and peril of
war.? The blur, like the dissolution of Alzheimer’s disease, is what re-
mains when we attempt to perceive an uncertain reality, imagine the
unimaginable, represent the unrepresentable, experience what has no
wish to be experienced. Only those capable of seeing deep in the fog are
capable of seeing the blur, those who have opened up their gaze, who
have turned the making of the image into an act, a question, a tension.

. Following the discovery of four photographs taken by a prisoner in a gas chamber,
which showed, from inside a cell, fragments of the outside world, like a patch of ground,
the sky, a tree, one of them, taken to be a blur, was ignored in the subsequent exhibition
due as aesthetically non-viable. Didi-Huberman (2012a) argues, however, that we must
consider the photograph of the blur precisely because it shows the context of imprison-
ment and the horror in which it was produced. In this sense, being “only a blur” says much.
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Ethnography is an exercise in looking in which the invisible is more
important than the visible — how to see language where they say there
is none, see the person amid the ‘dissolution of the self.’ For Severi (2011),
the chimera is this act of looking to gather different fragments in or-
der to compose an image by means of a movement of perception and
projection, order and salience - which, for the author, constitutes the
mnemonic process. The chimera is thus an assemblage, a connection of
dissimilar elements in which the organizing principle is plurality and
contiguity (the ‘and’ or the ‘between’ rather than the ‘or’). As a plural
representation of heterogenic parts, the chimera does not represent the
beings but the possible relations or those imagined as such between
them, just as my proposal was not to represent Alzheimer’s disease but
the relations — possible or imagined as such - that compose it.

Ethnography may also be a chimera, made in a movement of contain-
ing and overflowing, selecting and projecting, a mixture of different
times and specialities, a plurality that activates its invisible parts. By
crisscrossing the fields, subjects and questions and exploring different
lines, languages and images, I also gathered a collection of fragments
that could be assembled in diverse ways. In this sense, “ethnography is
a form of controlled invention” (Cesarino 2013, 6; Strathern 1998).

My ethnography began with medical consultations and ended up in de-
liria: from hallucination as a pathology, I opened myself to the halluci-
natory viewing of the image; from the neuroimages of the MRI scans,
I turned to the mental/endogenous images of people with dementia.
Going beyond medicine to fall into the demented point of view was my
way of crossing the looking glass, tracing a line of flight towards the
disease. In this Deleuzian fold between clinic and critique, aesthetics is
the twisting of classification, the refraction of the biomedical discourse,
the potentiality of dissolution.
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Dissolution - and everything that it contains and overflows, folds and
unfolds - is also a good image for ethnography. By exploring what is
contained and overflows in Alzheimer’s disease, I perceived that, more
than an ‘becoming-other’ in dementia, the disease itself is a becoming,
composed of fragments of heterogenic and multiple experiences, a pro-
cess in continual movement that points, amid fogs, to inexhaustible
directions. I was only able to see and walk along this tangled path by
seeing and walking along the ethnography too as a line that composes
it. It was also necessary, therefore, to explore what is contained and
overflows in/from ethnography, in a movement of extension and dis-
tension, an incomplete sewing, with loose knots and threads that grad-
ually unravel, and pauses, to see blurs and fireflies.
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ABSTRACT

This article aims to present some considerations
on the methodological results, as well as the re-
sults from a visual experiment developed during
an anthropological research, which was present-
ed with the ontological challenge of opening a 500
photographs file that was asleep for almost four de-
cades. The file with images portraying Kamayura
indigenous persons from Alto Xingu, belonging to
the personal file of the anthropologist Etienne Sa-
main, was inquired in light of its own condition of
silence and the imperative of privileging, in the first
place, the act of looking and listening to the images.
In this article, the reader will be able to know the
methodological course traced, following part of its
results from a double experience carried out with
this photographic file — the researcher’s and the
image producer’s himself. Thence, it is possible to
examine the visual experimentation of the Images
Poetic Charts, the construct of an experience of vi-
sual assemblage with the file photos.
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INTRODUCTION

In the first section of the article, I will present the methodological work
experience established throughout a research! based on the anthropo-
logical field that aims to reflect on the act of opening and visually inves-
tigate the life of a photographs file. Specifically, I was facing materials
belonging to the anthropologist Etienne Samain?, which were obtained
after his expedition with the Kamayura people from Alto Xingu (1977)
and filed for almost four decades in its author’s library?®.

As we have stablished an original protocol for the task of opening the
file, anchored in a double gaze - the researcher’s and the file producer’s
-, the methodological course began with the analysis of about 500 pho-
tographs and concluded with the selection of seven series (32 photos and
seven double collections of texts). The researcher and the file produc-
er then commented and exchanged the series. There, the research was
spreading its roots and firming itself to live with the slumbering imag-
es, trying to unveil what they had to say, as they were now revisited and
invited to a pact of double inquiry by the researcher and the producer.

As pursuing this methodological line, the reader will learn the exper-
iment of the assemblage operation constituted to this course, which
we have called Images Poetic Charts. The categorization of the letters is
inspired by the analysis of the selected image series and by the con-
siderations on the challenge of inquiring and making a file to think
- trusting the experience of finding the lonely and silent questions of
the images, what is harbored in between, in the posthumous gaps and
aspiring to store treasures of meanings —,conceived from the unfold-
ing of those series of images selected and set as content of observation
and consideration.

1. I refer to the post-doctoral research entitled Poéticas das imagens desdobradas. Ante a
abertura do acervo fotografico indigena de Etienne Samain [Poetics of unfolded images.
Facing the disclosure of the indigenous photographic file of Etienne Samain], under the
supervision of Professor Eduardo Pefiuela Cailizal, supported by Fundacdo de Amparo
a Pesquisa do Estado de Sdo Paulo (FAPESP n° 2011/11958-5), based on ECA-USP, 2011-2013.
2. Etienne Samain - theologian and anthropologist - was born in Belgium. He lives
in Brazil since 1973, and works as a professor at the Art Institute of the Graduate Pro-
gram in Multimedia at Unicamp. He lived among Kamayura Indigenous communities
in the Alto Xingu, (MT), in 1977, and Urubu-Kaapor (MA) in 1980-1981, and thenceforth
is working on the study of mythical narratives, coming close to the anthropology of
communication and art, especially interested in understanding human communi-
cation. Samain is the author of Moroneta Kamayurd (1991), organizer of O Fotogrdfico
(2005) and Como Pensam as Imagens (2012). After dwelling with indigenous communi-
ties and being fascinated with the nature of myths, Samain became deeply interest in
images. In his most contemporary reflections, resulting from a consolidated knowle-
dge engendered by long years of studying image issues, Etienne Samain insists on the
importance of rediscovering not only the heuristic functionalities of images, but also
their use value in human society.

3.In this article, Etienne Samain is mentioned as a producer referring to a category given
to the one who produced and stored the images with intent to — although in an unpreten-
tiously way, as he puts it - review his production in a non-specified future.
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If, on the one hand, to explore the logic of one who visits a file and
un-covers its images may open the possibility of imagining in order to
know, without previous knowledge; on the other hand, to follow the logic
of re-visiting a file based on the producer’s gaze, in this case the author
of the photographs, has unfolded the experience of a living memory,
with its dynamics of remembering and forgetting, as guided by the sin-
gularity of a methodology working with images and its intermittencies.

THE FILE CONTEXT

To trust that a file is a living system is to offer an attentive listening to
a whole sensorial body, a confidence that, beyond its materiality in a
file and its “Saturn rings,” there will be a layer of elements that are not
codable at first. An atmosphere of issues that dialogues with the con-
siderations proposed by authors such as Elizabeth Edwards (2009), who,
while studying photographic surveys in England between 1885 and 1918,
based on the work of amateur photographers*, had registered her expe-
riences around the meaning of material practices of photograph and
its filing. Edwards (2009) claims that photographs should not be under-
stood only through the content analysis, but also as objects that consti-
tute material performances capable of evincing values of an affective
historical imagination. She considers that, in methodological terms,
it is necessary to engage a “material hermeneutics,” which implies, as
she explains, “paying attention to things and practices, and moving the
analysis of photographs from questions of representation to questions
of material practice, so that we can actually comprehend the role of
photography in the discipline of history” (Ibid., 150).

If the mysteries of images are saved in another capsule, as a pearl pro-
tected by the oyster, and the file — as a living system - also harbors
noises inaudible to a movement of recognition, my remaining option
was to regard and inquire this file in the light of its own silence, which
meant to approach it as something covered in an atmosphere of expres-
sions and meanings challenged by this interpretation. I was aware that
I walked through ways of tension, which required efforts to propose
suited questions and methodology, considering the ethnographic prac-
tices, I could continue seeking dialogues.

It was necessary to consider, as Cunha (2004, 292) advises, that:

Despite the familiarity of the anthropology with the files,

the relation between both was subject to different appro-

priations. The identification of the file research with an-

thropological practices, among them the fieldwork and the
4. The research concerns photos produced by a social array of amateur photographers:
hobby photographers, members of local camera clubs and photo shooting sessions by
natural history, archeological and antiquarian societies, which produce visual registers
of matters of “historical interest” to the benefit of future generations.
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production of ethnographies, is still a focus of tension. It
has been associated with the impossibility of being there
and the secondary forms of contact between observers and
“natives” mediated by impenetrable and contaminated
layers of interpretation.®

Cunha proposes fundamental considerations as she raises questions such
as “what does it mean when anthropologists turn themselves to the files
as a field from which they intend to observe and reflect on the practice of
their peers and the perspectives that inform (or have informed it)?” (Ibid.,
294). Also “after all, what are the borders that outline and the criteria that
define what I have been calling ethnographic files?” (Ibid., 295).

The author considers that there is no clear distinction between what the
archivists define as being “personal” and “professional,” for personal do-
mains occasionally inform those managed as professionals and vice-versa:

Such as other scientific files, those that held written, visu-
al and iconographic documents gathered, produced and/or
collected by anthropologists during his or her professional
and personal trajectory are characterized by its fragmen-
tary, diversified and, paradoxically, extremely subjective
structure. The ethnographic files and their double, the
personal files, are cultural constructions whose compre-
hension is fundamental to understand how certain pro-
fessional narratives are produced and how the invention
results from an intense dialogue involving imagination
and intellectual authority. (Ibid., 295-296)

Concerning the images from Etienne Samain’s file, I knew that they
were produced, gathered and stored - together with sets of documents
and objects about the Kamayura people, from Alto Xingu - after two
anthropological expeditions® and the publishing of a book on myths.
I could even recognize some of them, as I have read the Moroneta Ka-
mayurd, the book on the Kamayura myths, a volume with precisely 40
images in its first part.

5. The excerpt from Cunha’s works here quoted were freely translated.

6.1In January 1977, Etienne Samain was preparing himself to carry on the first anthropo-
logical expedition in Alto Xingu, Mato Grosso do Norte. He would carry out his fieldworks
among the Kamayura people, a non-literate society, which at the time had around 200
people. In the first expedition, Etienne Samain had the company of the linguist Marcio
Pereira da Silva. A list helped him organize and, among his research materials, there
was a recorder, cassette tapes, (6 or 7) 36 mm colored rolls of film, a second-hand Mi-
nolta photo camera, bought from a French editor who had come several times to Brazil.
The first expedition lasted almost two months, and Etienne Samain had worked in the
period mostly writing his field journals, notebooks with handwriting notes in French,
in a tiny calligraphy, about the myths, which he had also recorded in order to transcribe
and translate, along other daily notes. At that time, he was starting his master’s thesis
in Social Anthropology, which he would present later, in November 1980, at the National
Museum of Rio de Janeiro. Months later, in August 5 of the same year, the second expe-
dition to the Kamayura took place. The second expedition would end on October 16, 1977.
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Those photographs, alongside with hundreds of other filed images,
were in a precious library belonging to their author, the anthropologist
Etienne Samain, who gave the images he considered to be a suitable
keeping place, a personal assortment that led to the storage of this ma-
terial. Everything that belonged to this Kamayura collection — which
includes field journals, letters, documents, items and objects, feather
crafts — inhabited and coexisting at the daily work office, the space set
as a library since his anthropological expeditions.

Before this research, the producer had not resumed, re-looked, his in-
digenous photographs with other intentions of work aftermaths. De-
spite being a judicious researcher-anthropologist, he had organized and
placed in his collection several notes, references and text observations
over the collected material.

The file, consisting of folders and boxes, was a little cosmos, a living
organism, in this case, the “living world” of a rich library’. The library
space® was also the epicenter of work meanings, keeping part of Etienne
Samain’s memories, consisting of books and thoughts, objects and af-
fections; things and words; desires and images, character, beings mag-
netized by the processing chemistry of some image lab. The sensible
notes in the atmosphere of this small cosmos were precisely an accom-
plice silence. Everything seemed to be tacitly resting.

To carry on the mechanical operations that implied the necessity to
handle the file opening and reach the photographic devices to open a
closet, close the trellis door, so it would be possible to face the cardboard
boxes and find the labels: “Kamayura Field Journals,” “Kamayura and
Alto Xingu Documentation,” among others, of similar nature, about the
Urubu-Kaapor. It would be necessary to spot, in the right side of the
same closet, shelves full of yellow and blue folders with other infor-
mation: “Kamayura and Alto Xingu - Kaapor Photos”; and then open
another closet, a bigger one, with large doors, just as a “small cave.”
To every object touched there were impregnated traces of time and its
uncolored, inodorous and imperative dust, faced by the senses and the
visit of a present researcher peering its corners and secrets, which were
undeniable to describe.

7. In humankind’s history, a library space always kept many enchantments and mys-
teries. Just remember the spectacular library of Aby Warburg, a Mnemosyne, or the ex-
traordinary image of a library to Jorge Luis Borges, who regarded it as a kind of paradise.
8. Etienne Samain’s library, comprising his 2,4 books, has “travelled” - as he defines his
donation - in December 2018 to the Octavio Ianni Library, Institute of Philosophy and
Human Sciences (IFCH), Unicamp. With the donation, the collection created a new line of
research based on the Anthropology of Image.
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The folders, the colors, the shapes of the boxes and closets, the shelves,
the topics of the other files, while neighbor elements of several compo-
sitions, coming from a sensed and rationally untouchable world, were
sleeping. All of this merged with the light, the layers of dust, cosmic
polymers coming from times and constellations that our rational bold-
ness simply could not define.

This preliminary observation, of a recognition nature, supported the de-
cision of probe the notion of “file life,” or, in other words, of a “living
file.” Even if the photos produced by the anthropologist!® were not taken
to a determinate ethnographic production, without directly discussing
issues related to the anthropological character of this file, it was not
possible to totally ignore the fact that the images had being registered
during Etienne Samain’s fieldwork.

At first, the photos, even if not embedded in an anthropological-eth-
nographic intention, kept their place in the biographical space of the
producer” and became indispensable to compose an intellectual and
anthropological trajectory of their author. A file of images that live and
engage in the life of who had produced it.

METHODOLOGICAL MOVEMENTS

As my goal is not to exhaust the approaches and interpretations of a
photo image file, I will present the fundamental methodological strat-
egies adopted as a work protocol to make the file “to think,” aiming to
reflect on the questions the images themselves raised when I had pro-
posed to open this file.

It is noteworthy that the protocol of this study resisted to the medi-
ation of the words between the researcher and the producer to avoid
“wrapping an experience” beforehand in favor of the observation, the
vision, the feeling and other experiences of the senses. As we have made
this initial pact, we turn it into a defining proposition. Thenceforth, we

9. Recalling the definition offered by Aby Warburg (2010), in order to think the sets as
“living files” and “cultural survivals (the image as dynamic and a fold in time).”

10. The almost 500 Kamayura photos by Etienne Samain were part of the results of both
anthropological expeditions, but curiously, their producer made them without any an-
thropological intention. Etienne Samain intended to study the myths, to write about
“those ideological and existential grounds of non-literate societies,” to turn into words
those utterances that, as he described, were “full of images and sounds.” However, he
came back with images and wrote a book called Moroneta. A Kamayura designation for
the “figurative mediations of archetypes, the copies and the living memories that relate
to an original, usually out of human reach, and whose decisive function is to transmit,
to recall and to reinforce, among the community, what are its ideal values, its individual
and community behavior norms” (Samain 2007, 65) [The excerpt from Samain’s works
here quoted were freely translated)].

11. The negative films and contact prints of the Etienne Samain’s Kamayura File are pre-
served with a digital edition carried out by Frangoise Biernaux, under the supervision of
the anthropologist and producer of the images, Etienne Samain.
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chose to experience at the same time, on the one hand, the action of the
researcher that visits and opens the file, without questioning beforehand
the producer or talk to him about the images and, on the other hand,
the voluntary action of the producer that revisits and reopens his file four
decades later. Seven series of photos, 32 photos and 7 double collections
of texts were born from that experience. The methodological cadency
was developed using an operation that we had structured in five acts: To
Discover, To Open, To Choose, To Unveil, and To Conjugate.

TO OPEN THE FILE

The act of opening the file required the exam, together with Etienne
Samain, of boxes and folders, which kept everything that might refer
to the photographic file: negative films, contact prints, slides, differ-
ent format photo enlargements, test copies. The photographic file - rep-
resented by about 500 photos, taken in 35 mm colored films, ISO 100,
mostly displayed in contact prints — consists of a small part registered
in black and white and about 50 slides (used for lectures about indige-
nous peoples, given in schools). A fraction of the photographic produc-
tion was enlarged in photographic paper of different formats, such as
8x5 cm; 10xX15 cm; 13x18 cm; 20x25 cm, and 30x40 cm; as well as several
enlargements testing colors, contrast, kept in envelopes.

All the negative films of the Kamayura file, consisting of 10 dailies,
and Kaapor were found in a red folder, along with contact prints. The
images kept, therefore, the numerical sequence of the registers and
could, eventually, reconstitute - supported by markings on their back,
made by the producer - a possible order, a sequence of the register,
chronologically recomposing the photographic course (which was ac-
tually done, with the assistance of the producer, during this study).
While the field journals, in turn, were organized by date with notes
(generally) in French, many pages related to episodes that could even-
tually be found in the photo shoots.

Naturally, we notice that this process could soon detect, through the
producer - and many times in my own domains - the photos that were
more recognized and activated, while others, the least handled ones so
far, were almost vanishing. However, in order to avoid establishing a
hasty criteria to choose the images. The producer, herein, has stated the
desire to review all images, to travel, in his pace, through the photos
with an approach uncommaitted to an objective task, led only by the de-
sire to wander through the images, meeting them again, to reanimate,
after 36 years to the date the study was carried out, the experience, find-
ing what would rise - not only pointing to what he knew with plenty of
details, but also to the dailies on which he had no longer totally clear
memories -, before he reviewed and reread his journals.



FIGURE 1
Fragments of
negative film printed
in the dailies from
Etienne Samain’s
collection.
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In the same way, but in a position distinguished from the producer, as I
did not know the details of the context and the memory of those photos,
I had decided to awake my gaze to those file photos unknown to me,
with the purpose of thinking which would be the categories of inquiry
the images would trigger. What kind of questions the dailies rise and
what were the relevant questions to ask to the file? The intention was to
allow the images to act.

So we - researcher and producer - decided to take the time to see the
images, each one in their own silence. We made copies of all the pho-
tos, using the contact prints, and some detached portions, and engaged
in a lonely and introspective experience of seeing. This was the initial
challenge: to find out how the file photos would open questions about
the Kamayura people in the sense of what the file made me desire to
know and imagine through sensibility. The attempt, thus, was to see, to
inquiry and to unfold the sight of an image file.

DISCOVER THE IMAGES

I have started simply by looking at the photos, one by one, contact after
contact, allusively to when we decide to look at a photo album, which
compels us to follow a sequence, page after page, with no concern but to
let the images act and make us dream about the future.

Certainly, those 10 contact prints with which I was dwelling at that
moment already had in their materiality traces of time, of operational
techniques and choices made by the producer - in terms of light, repe-
tition, visual elements - in a shooting order.

The Kamayura photographic file had a distinct feature, with the strong pres-
ence of portraits, short planes, closes of faces and characters with whom
Etienne Samain shared time. It was possible to recognize, for instance:

KODAK SAFETY FILM

The dated historical materiality of the photographic technical process-
es expressed by the label of the films: colored Kodak Safety 35 mm 36
exposure film, besides the traces of development and fixation of the
negative films on photographic paper, marked on the borders of the con-
tact paper.



FIGURE 2

Fragments of negative
film printed in the
dailies belonging to
Etienne Samain’s
collection.

FIGURES 3A, 3B, 3C
Fragments of negative
films printed in the
dailies belonging to
Etienne Samain’s
collection.
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The frame numbers, which allow us to follow, in a certain sequence,
the visual intention (the thematic choices of the producer) of each ex-
posure, including the choice to repeat or not a photo for each topic to
recognize, thus, those who were not sensitized, for some reason.

The cutting marks of edition in the photos, outlining the possibility
of knowing the first choices and previous interests attributed to some
of the photos. In this case, those 40 images or so were chosen from the
book Moroneta Kamayurd.

However, it was impossible to hide a certain apprehension generated by
everything the frames and the sequence did not allow me to see. A sen-
sation close to what Didi-Huberman (2012, 111) described in this quote:

One is therefore disappointed because a photograph re-
mains an image, a big piece of film limited by its own
material. But, if we look at it in spite of all a little more
attentively, then those grains are interesting [...]; in other
words, photography can disrupt our perception of the real,
of history, and of existence.

Beyond the technical and historical traces, some photos, for no appar-
ent reason, affected me deeper than others. Suddenly, a portrait clicked:
a child smiles, shyly, holding a green and yellow balloon, which she
tries to fill. In other daily, a certain image of a baby with a green bird
siting on his head moves me. Without seeking other reasons to explain,
I kept trying to see. Limited by the pact made with the image’s producer
to avoid raising questions, it was necessary to stress the seeing.

I notice, clearly, as Didi-Huberman writes, that “image is made of every-
thing: it as an amalgam nature, impure, of visible things mixed with
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confusing things, of deceitful things mixed with revealing things, of
visual forms mixed with thought in action” (Ibid., 89). And, even if I was
affected by blockages and vertigos from confusing things, I pursued the
revealing things. I have noted what the photograph could give me to see
and to question. I accepted that the photographs of a file in this stage of-
fered me more questions than visual answers on the Kamayura people,
even when the notes seemed to be insufficient, superficial and primary.

Etienne Samain, regarding the invitation to review his photographs
and participate in this study, was confessing a desire, revealing, in his
process of dwelling with and revisiting his own file, other important
questions on the life of a file and its possible problematizations, almost
40 years later. Samain (2011) offers a long written report about his pro-
cedure and the period of dwelling with his photographs:

to “see again” the (approximately) 500 photographs and the
journal of the two expeditions carried out among the Ka-
mayura people (1977-1978), I let myself be guided by a need,
a kind of imperative that I will not try to clarify right now.
I did not want, as I examined 36 years later, a verbal-vi-
sual material concerning an important past, to let myself
be swallowed by the precision of writing. I wish to retake
an “imaginary” trip. Clearly, not a trip that has not been
done or an adventure in which I would seek ghosts. I wish,
actually, to let myself be captured and captivated by those
unordered movements of images. I aimed to see again at a
distance, from other lenses and angles, what I could not or
was not able to see at the time. To let the estrangement in-
habit me again, with curiosity and without commitments.
My adventure did not require any pretext.

In a red colored folder I had kept the film negatives and,
fortunately, the “dailies,” the 9 contact sheets (of 24 and,
mostly, of 36 slides, 3x4, colored). I will later find a hun-
dred slides through those sheets that I carried on my visu-
al journey. No rush. I have spent two weeks peering, one
after another, through those sheets and the tiny images
on them, all of the same shape, ordered by time, succeed-
ing each other in the horizontal plate. I looked at the sheet
for a long time, it offered not only a perspective of the set,
but allowed me to make the most diverse paths. I redis-
covered a passed time, a lived time, a time shared with
people, places, cultures, emotions, expectations, discover-
ies, passions and thousands of other human “colors.” How-
ever, to see again those sheets and photos had not caused
the impression of going towards mere remembrances. On
the photos, there were “recollections,” “evocations” and
“reminiscences,” but mostly buried “memories,” somehow
shrunk and asleep (like some animals during hibernation)
that, slowly, woke up, reborn and resurfaced.

As a nomadic and funambulist, I was travelling in my
memory. With no other plan, I transcribed files, impres-
sions, questions, reflections that those successive dives
on the sheets raised. Those notes perhaps will help me
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discover how to problematize a file comprised of “portraits
of a (great) human family.”

This first work allowed me, by means of small leads, to
order the sheets in the temporality of both expeditions.

It has sharpened a double imperative. On the one hand,
to review all photographs, enlarged at this time, in order
to take a closer look. On the other hand, to contextualize
them with the maximum of precision, which would imply,
as I will tell soon, a return to the field journals.

At first, and by necessity, I had observed most of the al-
most 500 photographs taken among the Kamayura using
the contact sheets. I had contemplated those figures al-
most as if looking at a constellation, with its array of stars.
I ran among the stars in all directions.

Soon after I carried out the reading of the journals by other
necessity. This time, I needed to give some grounds to the
work of imagination. As I was entering the writings, the
words concision, the enunciative capacities, I felt that the
images were abandoning me or, better said, that I could go
on without them. The journal, with its relentless chronol-
ogy, could recreate precise episodes from my adventure
from a blind hole facts and situations,.

Little by little, along the pages, the name of a person, a
festival cry, the narrative of a liana fishing occasion or
the description of the construction of an oca retook the
image’s path, transfiguration into small movies, mostly
films with fluid outlines. Transient, evanescent images,
emerging from the words themselves.

Underneath the words there were images piercing the
words that had stopped them. Among texts and images, the
complicity and the reciprocity were notorious, necessary
and crucial. I was partially discovering the grammars and
how the verbal and the visual declined their conjugations.

I was now facing the chronologically ordered set of almost
all of the photos taken during the two expeditions among
the Kamayura. Now enlarged, they offered other perspec-
tives to my gaze. I wish to see again those images, one
by one. I wish to open them, to unfold them, to question
them, to let them think among them and with me.

To avoid multiplying the themes that were potentially
present on those photographs and holding a background
of a theme index developed by the texts in the journal, I
thought that it would be worth to establish a list of key-
words previously, through which I would progressively
sort small sections of the related photographs. There was
the risk, of course, that the classifications would be too an-
thropological or closed, which would enclose and silence
the photographs within small boxes, taking from them
their inherent dialogue. I was aware of the risk.

The keywords were, at the beginning: “Couples”; “Chil-

”, « 9, «

dren”; “Feminine”; Gestures and emotions”; “Spaces and

”, « ”, «

dwellings”; “Indians, animals, nature”; “Indians x white
people”; “Masculine”; “Myths”; “Shamanism”; “To think”;
9, «

“Persons (names of)”; “Rituals and festivals”; “Fieldwork.”
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The number of keywords did not increase. They only un-
folded, sometimes, in sub items, such as “Children” [3
sub items: Girls and boys; Games; Faces]; “Masculine”

», «

[04 sub items: “Male activities”; “Beauty-bodily painting”;
“Yirip-Companions”; “Man and child”] etc. in a way that
the same photograph could be under several keywords.

THE SELECTION AND THE ASSEMBLE OF THE PHOTOGRAPHIC SERIES
Resuming the double work logic of the investigation of the file and follow-
ing the pact of not previously using words, both researcher and producer
had worked, each on their own way and individually, on the selection of
the photographs they could propose as a dialogue through images.

I was convincing myself that in order to inquiry the file it was neces-
sary to choose, to abandon the idea of a “full image” of the file and es-
sentially assume the condition of a “lacunary image,” as small pieces,
remains and losses that every file naturally presupposes in relation to
the premises of truth.

Due to those reasons, our work began by separating series of photos
from the file, as possible questions (not followed, in the first moment,
by words) to be proposed to the producer arose and, soon after, it was
the producer’s turn to separate two series, freely, and submit them to
the researcher. In both situations, the participants in this study - re-
searcher and producer - aimed to write beforehand, without revealing,
what made them choose certain series, their reflections, questions and
thoughts. Later those comments could be exchanged.

At first, five series of images were silently sent to the producer who set
them, as they were “pawns on a game board,” scattered on his desk.
Moving from producer to interpreter, without knowing my questions,
he was invited to see his own photos again, in another order, one as-
sembled and proposed by me - different from the order suggested by
the contact prints. The producer would then take the time to think over
them, comment them and return them, being entitled to the right of
choosing the series of photos that would be similarly submitted to the
researcher before revealing his motives.

Based on those experiences that have constituted a double movement
and a double inquiry in attempt to unveil an image file (and the opera-
tions that are comprised in such act) it has also clarified the “gap that
an image file can represent,” when there is the assumption that the
images can suppose the place of representation and mere explanation.

12. The concept engaged by Didi Huberman alludes to the lessons of Bataille and Lacan,
for whom the real, being impossible, does not exist if not manifested as pieces, remains,
partial objects.
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Photos: Etienne
Samain (image
processing and
digitalization by
Francoise Biernaux).
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In the file, the relief gets organized, if you just know how
toread it and realize that there is a production of meaning
in this place, even when the lives collide with the power
without choosing it. It is necessary to patiently sort those
situations brought to light by this sudden chock, outline
the discontinuities and distances (...). You can examine it
without rush and meticulously dissect it, but something
still remains, something with no name and that the scien-
tific experience cannot explain. Actually, it does not even
consider its role to explain it, even if it is facing it. It is,
clearly, this life surplus that overflows the file and insti-
gate readers in their deeper intimacy. The file is an excess
of meaning when the one who reads it feels the beauty, the
astonishment and some emotional impact. This is a secret
and different place for everyone. (Farge 2009, 35-37)"

Thus, we collected - along with the series — a double set of words around
the same file photos. This double path we built drew the feature of an
epistemological and heuristic work, interested in approaching the
knowledge of the images themselves, questioning them in their multi-
ple readings. The comments, expressed in words, even if not providing a
complete password, allow us to see and read better, as well as the series
photos, making us imagine what the words aim to make us see.

We now present two examples, which refer to the choices by the re-
searcher and by the producer:

A SERIES — RESEARCHER'S SELECTION

RESEARCHER'S COMMENT:

In the file, most photos are portraits. I am interested in them: they are
beautiful, technically well produced, they question me, they move me.
The portraits do not represent only a formal issue. The photos reveal
a kind of acquaintanceship the producer was trying to establish with
the Indians. An affectionate and grateful relation, somehow translated
with amusement with the Kamayura people. I noticed, however, the
existence of a sort of recurrence, or affinity, both aesthetic and emotion-
al, between them. A regular element was the smile, which has a strong
link to the photographic culture itself (or with what is expected to find
on it; nowadays, there are small cameras with a smile detector) and the
idea - the illusion that every photo offers - of a “real” moment of hap-
piness, it was an element present in many portraits. Smiling children
climbing trees, bathing in the lake; happy young man carrying a hunted

13. The excerpt from Farges’s works here quoted were freely translated.
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monkey; a very happy young mother holding her baby or the shy young
woman with a punctual smile; two young companions (brothers?) and
the composition of “a family,” a couple and their child. I have tried to
choose them and put them in a sequence, with few intentions, but the
way they make me wish to know more about the process of producing
those photos and the memories of the producer at those moments that
seemed to have spread happiness. When did he shoot? How did he ap-
proach the Indians with the camera? what did he aim to show on those
photographic registers of the Kamayura people? Does he remember the
moment he saw the results of those developed photos for the first time?
And how do those images refresh the producer’s memory today? Is there
a photo that affects him more than others?

PRODUCER'S COMMENT

I remember that when she submitted this first series of 07 photos (all in
landscape format), Fabiana made her choice’s motive clear. All pictures
had a mark of a smile or even laughter. The Kamayura people smile, sing
and dance, but alone, they cry. They do not shout. They do not kiss in
public, and a man and a woman will never dance face to face. Seeing
again those photos, I found that they are not reports, they are even less
aesthetic struggles. I did not go to Kamayura to take photos, but to gather
mythical narratives. I had little film available and used the photo camera
only ten days after I arrived at their place. I am moved by all this plain-
ness that emanates from the photos, even if the camera and I were their
accomplices. The photos bear marks of empathy, a tacit reciprocity. The
laughter and smiles hide a deal, a connivance. They are blinks.

1) One of the three boys climbing the tree is clearly making his spectacle.

2) The sandy margin of Ipavu (“Large Waters”) lake that identify and
outline the Kamayura territory, a girl and her friends were using my
presence to dispute a soap bar that, when offered, would disappear in
no time between screams and laughter.

3) During the rainy season, in times of food absence, this Kamayura
person returned, wet and cold, at sunset with his shotgun and a mon-
key. The Kamayura people do not eat any mammal except for this fam-
ine period, when they seek this kind of animal, the closest to mankind.

I have asked him to strike a pose to register his achievement. At night,
the monkey (which was not even gutted) was placed over the ashes and
slowly cooked inside the maloca. The smell of the fur messed with my
stomach and to see it becoming more and more similar to us, killed my
appetite. It was shared, none of us knew if we were eating a very hard
piece of meat or a piece of coal. I did not appreciate the meal.



4) Auto'um knew she was being photographed. She laughs and seems
nervous, reserved, shy and happy. Mayuru, her first son, is clearly as-
tonished or scarred.

5) Still Auto’'um, beautiful, simply happy.

6) Kotok (Auto’'um’s husband, the current chief of Kamayurd) and his
companion (Yirip). I asked if I could take their picture.

7) Coming back from the lake (at sunset) I was walking towards this
couple that just had their bath with their child. I asked if I could take
their picture. They smiled because the pose suggested is not really the
most Xinguan one.

N SERIES — PRODUCER'S SELECTION

FIGURE 5

Photos: Etienne
Samain (image
processing and
digitalization by
Francoise Biernaux).
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RESEARCHER'S COMMENT

A common topic seems to interconnect the six photos selected: the Ka-
mayura (especially the children) and the coexistence with nature (espe-
cially the animals). A revelation highlighted, doubtless, by the strength
of a sequential set of photos that, in a kind of affinity, bond, and insis-
tence - from one photo to the next - reinforces the ideation of the exis-
tence of something such as a full harmony in the Kamayura relation
with nature. Something that nurtures itself from the expressive inti-
macy of the indigenous children with animals. The reading comprises
a sequence of four pictures: two horizontal medium shots, two vertical full
shots: A, B, C and E). Following the order presented, I dare to say that the
series reveals scenes composed by a monkey cub on a Kamayura girl’s
arms (being tended, it has a splint tied to its leg); two parakeets sitting
on the hand of another Kamayura child, receiving a kiss that resembles
a hug; a parrot leaning on the small hand of a Kamayura baby, opens
its wings as if trying to protect the child or invite her to fly; two small
birds affectuously held by a small Indian girl.

One the other hand, two other photos (a sequence of a close-up followed
by an open medium shot: D and F), not necessarily connected by an af-
finity link, but almost by a disjunction regarding the previous ones (the
absence of the animal element), called our attention to the marks of
this indigenous culture expressed on the body (back and face), summon
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me to probe the idea, the thought and the conviction of a very intimate
Kamayura relation with the nature, the animals and the rituals of this
indigenous society.

The first photo (D), Kamayura painting, allows me to partially see the
traces and dots made with urucum (the natural dye extracted from a
fruit, the urucum), which makes me think about an animal camou-
flage to, right after, in a more complex photo (F), find part of the same
painting endorsed with an important and revealing complement of a
face mark symbolizing a fish. However, it is still necessary to unveil
the symbolic and ritual meanings of these marks. As an exercise, in
the role of interpreter facing those pictures offered by the producer, I
tried to see the series again and find out other starting points to figure
out more. This time, I discovered things by retaking the register shots,
the visual aesthetic kept by the images and the possible arguments and
intentions of the producer.

I have discovered that each one of the six images had a Kamayura ges-
tural presence that revealed a relation, a cultural handling connected
to the animals. If we tried to abstract the characters, with no other
elements in each image, and preserved only the Kamayura people on
the photos, we would certainly find the juxtaposition of gestures and
expressions (position of arms, hands, face, eyes, mouth). From those
gestures, I saw a culture emerging — given only by visuality - revealing
the relation Kamayura x nature. The photos A and B, registered with al-
most the same framing and medium shot, visually uncover the gesture
of the detail of nestling the animals (a kind of pedagogical approach on
how to hold, live and coexist, get close, be together); while photos C and
E, vertical full shots, shown by the bodily posture, in a wider framing,
how to nestle with the arms while endorsing with eyes, by contemplation
and by the face expression. Gestures of a relation with the animals as
expressed by the body, but also imprinted on the body (photos D and F) by
the Kamayura painting art.

PRODUCER'S COMMENT

There are 27 photos under the keywords “Indians, animals and nature”.
I chose 6 of them, numbered from A to F.

The coexistence of man and (aquatic, terrestrial, flying) animals with
nature (and its spirits [from the water, the forest and the celestial vil-
lage, where “everything is beautiful and nothing rots”]).

To live with the animals and, at the same time, to distinguish them.

Thus: “Being childless is very sad but having too many children is also
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not good.” There is only one energy that men and animals have to share
in such a way that the father of a numerous family will return “pane-
ma” (with nothing) after fishing. The fish will hide from them.

Thus: Besides the hair, the Kamayura people (men and women) do not
have any fur on their whole body. “Animals have fur and we are not
animals.”

Thus: If twins are born, mother and father hide themselves; they get
very sad. One of them will be suffocated with dust, because “only ani-
mals have cubs.”

Nature and culture commune: all myths speak about this togetherness,
this interaction, this struggle for balance.

Thus: a man can become an animal as well as an alligator, meeting his
girlfriends, it can “be like people,” a very handsome man.

A) Apumi with a monkey cub with a broken arm.
B) Yarua giving manioc to a couple of parakeets.

C) According to Kotok, father of his first son at that time, Mayuru, you
only have to dream with a baby bird or look at a (fertilizing) root and,
soon, the woman gets a baby in her belly.”

D) Most (male) bodily paintings summon animals with which the Ka-
mayura people dwell. There are fish drawings (pacu, tukunaré, fish
‘spines’ or “teeth’), serpents (boa, sukuri), mammals (jaguar, anteater,
armadillo, turtle), birds (macaw, heron, seagull, vulture). The point is
not only to mark on the body the relations between man and nature
but also incorporate the virtues of those stylized animals, painted with
[red] urucu, jenipapo, [black] coal, ashes or grinded rock dust, over the
torso, back, legs, face and head.

A young man with jaguar patterns can be “stronger, more agile and
faster.”

An older man will allow to be painted on the back with turtle patterns.

E) Zipi tends Pakoe, the seagull. Manioc is, like fish, the basic meal of the
Kamayura diet. A Kamayura person will never kill a seagull, because
Pakée is the one “who got the manioc for us.” The myth adds “Long ago
we did not eat, not even manioc, only stick roots. Then Pakde went to
another village to get married. He was the one who got manioc for us.
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That is why people go to other tribes and, when they have women, they
marry there.”

F) Kavé, with his eyes outlined in the shape of a fish.

VISUAL EXPERIMENT: IMAGES POETIC CHARTS

With those elements resulting from the chosen series set we have dared
to make a visual experiment as the visual form of Images Poetic Charts",
which aimed to visually expose those results, whether proposed by the
researcher or by the producer.

The Charts express an attempt to enhance the images life to its deep-
est, most enigmatic and incandescent point in this research, which is,
trying to highlight what we have discovered by questioning them. They
expose the problematics and the interrogations of a file, starting with
the phenomena of getting closer or farther to the images, keeping a sen-
sible, multiple and heterogeneous dimension (of the whole assemblage)
when the purpose was to propose a non-conclusive reading.

The tension and intermittency points around the inquiring of the cho-
sen file images, followed by their unveiling, motivate us to experiment
the creation of an instrument and a seeing device. In this plate con-
figured space, such as in great charts or cartographies, “those poetics
of the images” unfold - 30 images arranged, as if they were ‘pieces,
scattered visual fragments on this file, previously asleep, now awaken
- using a poetic appeal to make the coexistence of two poles (the choices
of producer and researcher) visible, which, only through the images,
in discontinuity, from one series to the other — by the magnetic power
existing between them -, could break other silences in between their
discourses, as utterances shouted.

Organized in a set of six big-sized plates, which are presented here, the
Images Poetic Charts are cuts (file cuts), points of observation (points of
view of the images) and evocations from multiple readings and experi-
ences of a file and its potency to make us glimpse other stories. Stories
set in several coexisting surfaces and capable of other assemblages, al-
ways in an unfinished way, enabling recombined readings.

14. The term Images Poetic Charts was inspired by the constellation and celestial charting
creation universe.



CHARTSIANDII

{ CARTA POETICA DE IMAGENS } ConsTELAGOES }

{ GARTA POETICA DE IMAGENS } Genesis }

FIGURES 6 and 7
Poetic Images
Charts | and

IIl: author’s
concept, from
the photographic
series of Etienne
Samain's

files. Graphic
development:
Fabio Messias.

Charts I and II allude to the formation of the seven visually constructed
constellations, based on a free construction, derived from the ancient
pictorial inscriptions of the celestial cartographies. In the charts, the
images are a metaphor, objects of free status, such as the stars that
have different shining intensities (which does not mean they are nec-
essarily closer to the Earth), the reason why they are classified in dif-
ferent levels of magnitude.
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Each of the series has images visually identified as “ternary-images”
(Didi-Huberman 2013)", outlining those that, for some reason, moti-
vated choices in the context of a set. Those are images that arouse, by
the connection of their pulsing points (such as the heart, the head, the
hands) a course, a track, which resulted in the shape and the name of
its constellation-series. This shape also establishes a guideline, which
allows us to present the sequence of the elected photos in the act of
choosing, whether by the producer or by the researcher.

CHARTS I

{ CARTA POETICA DE IMAGENS } INTERMITENCIAS ENTRE-CONSTELAGOES I }

The Intermitent Images Poetic Charts, in turn, aim to evince shapes, col-
ors, shouts, silences, memories, stories within the images and between
the images. The images are seen as constellations and, later, as stars,
as they get closer to each other they become brighter, while other star
structures get dimmer. In movement, images bring constellation to a
relation of closeness and distance, proposing intersections and seeking
in the gaps everything that is not clearly outlined, whether in verbal or
visual discourse.

15. It is a term inspired by Aby Warburg’s conception, based on the reflections of Georges
Didi-Huberman, in his book “The surviving image” (2013), in which he compares all os-
cillatory phenomena (in both senses that can only rise between two times of a scansion,
a rhythmic syncope, whether in the articulation of a sentence, whether in the contin-
uum of an image) to the heart beat (which only remains with this interval time that
constitutes the “nothing” of silence, the suspense of life). The heart beats are not binary
(strong beat, weak beat), but ternary (strong beat, weak beat, silence). “The nothing has
to count at least as much as the beat; and perhaps even more, for without the nothing
there would be no beat” (Didi-Huberman 2013, 421) [The excerpt from Didi-Huberman’s
works here quoted were freely translated].
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FINAL CONSIDERATIONS

The set of images selected during this study works — by the conception
of a file life — through the producer’s and the researcher’s memory and
imagination. As the reader may follow, this is noticeable by the images
chosen and words unveiled with the narrative of power exemplified in
this article. The place of memory and images in this research is de-
veloped in an impure and inexhaustible way, whether by the shapes
invoking other photos (sometimes belonging to several dailies from
different expeditions), whether raising again characters marked by an
experience and many times triggering isolates events, filled by a gap of
other experiences from anachronical times.

The Image Poetic Charts aimed to probe visually those intermittencies
by their conjugation, in an attempt to offer to the demanding exercise
of seeing images, the certainty that “image issues” could blend, survive
and cross distinct times. Along with a poetic conception, I have aimed
to pursuit, by proposing the Poetic Charts, a way to think through image,
introduced by the Mnemosyne Atlas by Aby Warburg (2010) and recon-
sidered by Didi-Huberman (2011) ever since.

The opening of thinking brought by the father of iconology, art historian
and anthropologist Aby Warburg, in his Mnemosyne Atlas, created be-
tween 1924 and 1929 (year of his death) and unfinished, had completely
renewed the way to understand images. In this “Atlas,” Didi-Humerman
(2011,20) argues, Aby Warburg states “a fundamental complexity, in an-
thropological order, that was not treated or synthetized (in a unifying
concept) or to describe exhaustively (in an integral file), nor to classify
the A to Z (a dictionary).”

According to Didi-Huberman, the Atlas is also an “object of contem-
plation” and introduces a “fundamental impurity.” Namely, according
to the author, to characterize the diverse, the multiple, the lacunary,
“summoning the dimension of the sensible, creating links to explore in-
terstitial zones, gaps, answering to a knowledge exposed by the danger
of the sensible and the imagination.” With the images sorted in the Im-
ages Poetic Charts, the challenge was to discover how the images reflect,
question, address, “peel,” reveal, appear, hatch and refresh the file.

The image files are incomplete, a fragment of rescued territories, al-
though, as Didi-Huberman would say, it is necessary to deal, in a the-
oretical way, with the image as we deal with the language, although
is easier with the latter. The methodological orchestrations in Five Acts
and Poetic Charts held a correlation of inquiries ruled by the experi-
ence of opening a file, together with the producer, orchestrations of how
those questions might reflect on the inquiries of any image file.
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With this anthropological and poetic study, the challenge was to give the
researcher and the producer and author of the images, and the readers
themselves, the opportunity to make questions not addressed to the file,
such as those connected to emotions, to sensible thinking, particular
doubts, sometimes hidden, sometimes on the images. Similarly, through
well-articulated certainty and experimentation, the wish to make other
inquiries, which would be impossible to evoke merely by words, as they
belong to the life of images last as “cultural survivals” (Warburg; Didi-Hu-
berman). Thus, those inquiries could only arise and live in the operation
with the living memory itself, which cannot be previously programed as
a pre-conceived method to inquire, open and un-cover the images of a file.
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ABSTRACT

This short, experimental piece represents one pos-
sible way to describe the site-specific installation
ATLAS: MATRIX in the Tropical Garden of Belém in
Lisbon, Portugal. The text is the narrative of a mind-
ful collaboration, one in which the act of collaborat-
ing—intentional but not overly planned—resulted in
an open-ended installation/dispositive that called
for ulterior collaboration, enabling spectators to play
with the elements while, at the same time, reflect-
ing about the collaborative endeavour itself. An in-
troductory story in the form of a diary is followed
by DIY guidelines, indicating a replicable formula for
co-laborating—[from Latin cum (together) + laborare
(to practice)|—in transdisciplinary settings.

1. A working draft of this article was previously published on the
#tColleex network website https://colleex.wordpress.com/colleex-
-open-formats/ (last accessed: August 23rd 2019).

2. This research was funded by Fundacdo para a Ciéncia e a
Tecnologia (FCT), SFRH/BD/93020/2013
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Atlas: MATRIX emerged, at first, as a space of dialogue and confronta-
tion where our individual research paths—a reflective practice origi-
nating from the creation of ceramic pieces (Elias 2016), and a genealogy
of childbirth pain in Lisbon’s biomedical settings (De Luca 2018)—con-
joined in an inquiry on the colonial legacy of the Tropical Botanical Gar-
den and its surroundings.

The site-specific installation was elaborated during the first #Colleex
international workshop (July 2017) in the Tropical Botanical Garden of
Belém (the western area of Lisbon) on an invitation of EBANO Collective,
host of the event. The #Colleex is an EASA (European Association of So-
cial Anthropology) network for debate and intervention on an experi-
mental form of ethnographic fieldwork.

The event constituted, for Heléna, an opportunity to merge a previous
study written during her PhD regarding the public art and urban design
of the Portuguese World Exhibition (1940) as the urban matrix of Belém
riverside. It also propelled Francesca’s inquire into the colonial imprint
on the epistemological and political configurations of childbirth pain
and practices on the pregnant body in Portuguese obstetrics.
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From these premises, we developed a set of correspondences to stage
our work at #Colleex. The matrix, referring to an object or concept from
where something originates, was our common ground: matrix was the
name given to the uterus until the 19th century in midwifery. It is also
the name of the fragments from which ceramic objects may take shape;
matrix initially referred to a geological structure that frames the rocks,
but also names an architectonic model that served as a paradigm for
replications (as the ecclesia matrix, the “mother church”); matrix could
be the portion of soil that encases, by a dominant colour, the main char-
acteristics of the area, but it may also indicate a group of symbols orga-
nized in a rectangle used to solve mathematical problems.

All these connotations implied an idea of (re)production, indicating
a condition of generative possibilities withheld in specific circum-
stances. The matrix we were looking at and working on was a very
material endeavour.

We adopted the concept of Atlas as an operative process, drawing from
Georges Didi Huberman'’s analysis of the visual work of Abi Warbourg
(Didi-Huberman 2013), in which the art historian gathered the objects of
his investigation into movable panels that were constantly assembled,
dismounted, and reassembled. This organizational device, according
to Didi-Huberman, allows the visual and semantic creation of connec-
tions between elements (and, we may add, temporalities) that are not in
an immediate relationship of similarity.

In ATLAS: MATRIX the Atlas was at once an assembly panel, an operat-
ing space, a playing surface and a worktable. The configuration of the
table depicted assertively the open field of our work, unlike the concept
of framework, which designates a pre-instructed organization whose
elements are organized according to a set of rules (the chessboard for
example is, in this sense, a framework).

In our performative installation the Atlas, intended as a field of op-
erations that took place over three days, positioned a set of materials
through elective affinities, repositioning ourselves at the same time col-
laboratively before a specific space. Affinities were established through
the objects interacting on the tables such as images, migrant and sen-
sory materials, past experiences and the questioning of the present con-
ditions of the territory.
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AN ATLAS DIARY

Francesca. Day zero - We meet at the Tropical Botanical Garden a few
weeks before the #Colleex event to explore the space together and decide
where to set up our installation. In 1940, the Tropical Botanical Garden
hosted the Colonial Section of the Exposition of the Portuguese World.
“Persistence in time [...]| may be coupled with debris” (Hunt 2016, 10).
Debris of the Exposition are scattered all over the place—standing pa-
vilions, abandoned structures, busts of anonymous colonial subjects,
ceramic tiles with exotic flowers, exotic animals, exotics bodies and
scenes. Little is said in the Garden’s leaflets about its colonial past.



Source: Vitor
Barros (2017),
EBANO Collective.

Helena’s gaze is directed downwards while we walk: she explains that,
as for the rest of Lisbon, the soil of this place is also rich in old ceram-
ic pieces, remains of previous architectures or potteries used to create
new compounds to cover the ground. She squats down sometimes when
spotting what seems to be minuscule shining stones, she digs a bit
and—to my amazement—she always picks up pieces of glazed pottery
of different sizes and colours.

> GNC SCUNO
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We consider the possibility of setting up the installation in the entrance
hall of the Lion’s House. It is a chancy prospect—the space is so im-
bued in upfront colonial narratives that we struggle at first to envision
an intervention that may retain any form of independence and not be
swallowed by its immediate surroundings. We decide to take on the
challenge and see where the dialogue goes.

Helena. Day one - We set up the installation structure using colonial
wood tables with a western modern design that we found abandoned in
one of the buildings of the garden. On the structure, we display a set of
ceramic sculptures and pregnant belly plaster casts, artefacts that com-
prise our previous research explorations, adding various objects and
elements that are part of the Tropical Botanical Garden environment.
They include ceramic fragments found in the soil and Portuguese colo-
nial research books on Africa’s geography and geology, borrowed from
the Garden'’s library collection.

Sao Paulo, v. 4,n.1, Oct. 2019 gis — gersture, image and founc
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The ceramic sculptures constitute part of my ongoing artistic research,
which embodies the concept of matrix as the sculpture-making proce-
dures testify. A previous plaster mould has been the nest of a ceramic
fragment found in the soil, from where a new ceramic form can grow.
A metaphor for origins, the unknown ceramic fragment is an incipient
from where I start to mould the sculpture. Ceramic objects are testimo-
nies of west/east cross-culture references over the centuries, encom-
passing many histories of the European colonization.

Sao Paulo, v. 4, n.1, Oct. 2019 gis — gesture, image and sound



F. Day one - The installation is set as a dialogue. We agreed to develop
it along the three days of the workshop and to encourage participants
and casual passers-by to freely intervene with the pieces. I am reticent
to move some of Helena’s ceramic artefacts, as they seem fragile and the
tables appear unstable. So, at first, when I find time to go back to the in-
stallation between the various events of the workshop, my dialogue with
it consists of minor shifts and shy tentatives to reorganize the objects.

I'm less restrained with the pregnant belly casts. They are fieldwork
devices (Andrade, Forero and Montezemolo 2017), testimonies of the in-
timate touch of an anthropological encounter, bearing layers of dried
plaster on gauze stripes and hours spent with pregnant women in their
private settings. I decided to do belly casts in my research on child-
birth pain to overcome the short time that hospital fieldwork imposed
on my engagement with pregnant women. It takes time to probe people
to open up about their experience of pain, and “clinical time”; an obste-
trician has once told me when asked for an interview: “(clinical time) is
very different from anthropological time”. Displaced from their original
setting, the casts become versatile objects and bodies’ archives.

79  SaoPaulo, v. 4,n.1,0ct. 2019 gis ~ gesture, image and sound
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H. Day Two - Below and above the drawers we overlap and place other per-
sonal research materials. We continue to add elements directly collected
from the garden such as diverse types of soils, leaves and seeds. As each
of us move to different buildings to participate in the #Colleex events, we
keep collecting materials that resound and resemble the matrix concept
we have agreed to explore further, strengthening the site-specific aspect
of the installation. Later, I return to the Atlas room and add these ele-
ments, placing them in strategic areas of the installation.

MEMORIAS DA JUNTA DE INVESTIGACOES DO ULTRAMAR

N 57

(SEGUNDA SERIE)

CARTA GERAL

SOLOS DE ANGOLA

4. DISTRITO DE CABINDA

MISSA0 DE PEDOLOGIA DE ANGOLA E MOGAMBIQUE

LISBOA—1968
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Soil portions are shown inside the drawers of the colonial wood table.
They were collected as specific features that stand for land possession,
and as samples to investigate and nominate the unknown. Francesca
has collected botanical samples such as seeds and leaves from tropi-
cal trees and plants. We move and open the Midwifery book and the
Geological African soil stratus book in specific pages to match the col-
lected elements.

F. Day Two - The longer we engage in our matrix manipulation, the
more intricate and intertwined appear the various archives we’re mobi-
lizing. Heléna tells me that on the inaugural ceremony of the construc-
tion work of Belém riverside, which was commemorated twice during
the Brazilian dictatorship (1940 and 1960), the Ministry of Ultramarine
Lands (Ministério do Ultramar) ordered a small amount of soil from
the Portuguese colonies to be dispersed in Belém (Elias 2008). The mo-
bilization of soil was followed by the displacement of colonial subjects
and materials—the Tropical Botanical Garden was in fact transformed
during the 1940’s Exposition by what a local newspaper defined as “an
ethnographic documentary from three continents: Africa, Asia and Oce-
ania” (Matos 2006, 211).



Source: Casimiro
dos Santos
Vinagre (1940),
Colegao Fundacao
Calouste
Gulbenkian.
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Temporary artificial colonial scenographies were populated by a “hu-
man zoo” of 138 natives plus an elephant—which walked in a secluded
area of the garden on scheduled hours—and a caged lion. Two indige-
nous women gave birth during the six months of the exposition, and the
three infants died before its end (Vargaftig 2016). Colonial soil, objects
and bodies (from animals or humans) also filled medical imaginaries
and obstetric books of the period, that circulated an old trope asserting
how indigenous women, had easy, painless childbirths, similarly to an-
imals (Rich 2016).
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H. Day Three — As we dialogue through the placement of the objects,
crafts and collected elements, we continue to display and coordinate
verbal and visual elements. Paper notes from midwifery books mix with
seeds and ceramics, cartographies of the continents and colonial maps
play a background role for the sculptures. A ceramic fragment has the
word “pain” printed on it, however, originally the full word might have
been “painted”. I displayed the printed ceramic fragment over the map
showing countries’ frontiers on the 19th century. Frontiers and pain.
The division and share of African lands and their resources by the West
came to my mind, as I was part of such a colonial matrix too.
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In addition, the propaganda motto of the Portuguese regime during
the dictatorship, saying that Portugal extended from Minho to Timor
(namely the former country and the colonies) has been a consequence
of an European agreement concerning Africa (Elias 2008). At some point
of day III, I came back and placed sculpture ceramics over the maps.
Francesca has also orientated the plaster bellies towards the map.

Sao Paulo, v. 4,n.1, Oct. 2019 gis — gesture, image and sound
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F. Day Three - One of Helena’s round sculptures, shaped in the plaster
mould and generated from a ceramic matrix is resting bottom up on
a world map of an old atlas. I put a belly cast beside it and think of
how it has also been moulded around a shape. I punctured this cast
with little holes so that by getting closer one can see through it and
read the definition of matrix taken from a geology dictionary. The Atlas:
MATRIX is an installation that, like the research carried out in frag-
mented or forgotten archives, calls for active engagement. The pieces
that we have put together may at first seem random and unrelated,
but they share the logic of the matrix, of something that has a gener-
ative character. Moreover, they are debris of a past with no narrative
in the stroll around the Tropical Botanical Garden. Our matrix exercise
becomes a practice of visibility and a work of deliberate connections.

Sao Paulo, v. 4,n.1, Oct. 2019 gis — gesture, image and sound
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H. Postscript - According to Bishop (2006), the collaboration and interac-
tion within creative practices in the art domain not always led to partic-
ipatory art due to the imposition of a false social consensus among the
relations settled on such art projects. Nevertheless, she acknowledges
that some participatory projects have challenged social established per-
spectives and assumptions as some interventions have cast new light
on alternative forms of participatory practice and the convergence of
diverse modalities of knowledge production (Bishop 2012). While experi-
encing the “artistic turn” in academic research, artists have also start-
ed a critical debate on the specific contributions that artistic practice
can offer (Cossens, Crispin and Douglas 2009). There are procedures that
do not fit entirely into the conventions of scientific knowledge.

Sao Paulo, v. 4,n.1, Oct. 2019 gis — gesture, image and sound
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Artistic research encompasses heuristic methods, primal non-verbal-
ised investigation, experimental collaboration strategies and embodied
forms of knowledge. However, they may not be exclusive of the artis-
tic practice. By initially exploring communication through non-primal
verbalised investigation, namely the pieces of ceramic sculpture and
the pregnant bellies plaster casts, we have started an experimental
format that cuts with the unidirectional procedure of reflecting and
showing the work in progress. By adopting the Atlas as a collaborative
methodological and hermeneutical device we have evoked the heuristic
potential of collaboration between art and anthropology suggested by
Schneider, by “relinquishing” strict disciplinary boundaries and pursu-
ing a hybridization of research techniques (Schneider 2015). Previously,
we have both individually approached the subject of our study through
craft making and making visible the tactile human experience (Ingold
2010). As part of embodied knowledge, this craft investigation has trig-
gered a mutual exchange and reciprocal inquiry that from the matrix
subject encompasses the colonial legacy of the garden and the broader
territory, and bodies that inhabited it. Finally, as an operative device,
the Atlas has been a transforming platform for the co-creation of an in-
teractive installation and a communication device to open and include
the dialogue with peers.




88

COLLABORATIVE INSTALLATION - A FORMULA

In this installation we composed sets of matrix proposals at different
moments along the #Colleex workshop, as described above. Although
the installation was bound to our experience of the place and previous
research paths, we were able to design a set of procedures that might be
used by other researchers. Here is the formula:

1) Setting a common ground:

Before a collaborative installation, define a concept that matches your
investigation. Start to think of visual and material elements, crafts or
other elements you have made in your study (whether data, material
evidences, crafts, visual documents, field notes) that could generate di-
alogues between your research issues.

(NOTE: Concentrate on the side-works of fieldwork: those activities, ma-
terials, thoughts or occurrences that happen around but outside of field-
work; then go beyond the possibility of existing — or discerning - the
inside from the outside).

2) Creating a site-specific approach:

After having a common-ground to start, visit the place where the in-
stallation will be set. Observe the typology and usage of the space - a
corridor, atrium, room, open space —, and correlate such specificities
with your mindset.

3) Tuning the collaborative mindset:

Bear in mind that you will have at least three dimensions to be intertwined
at the place of the installation: a) physical characteristics of the location
where the installation is set; b) symbolic, institutional, agonistic discours-
es the space resonates, and the mindset you have previously agreed upon.
You may find attached to the location diverse elements that might bridge,
reset, highlight or enlarge your initial collaboration approach to the con-
cept you want to explore and communicate to peers within the event. Fur-
niture, books, materials, objects, etc. may be among the preferences.

(NOTE: adopt the vision of a collaborator in displacing your object from the
niche you have created for them. Do not stick to feelings of embarrassment).

4) Planning and setting the installation:

Plan the days that you will be dialoguing with your installation during
the event and a reasonable amount sources of the previous investigation
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that you will be connecting to installation concept and place. Define the
moments you will be available to talk to participants in the event and
sort devices for documenting the performance.

5) Continuous installation feeding:

Bring elements from previous investigations each day and collect ele-
ments from the surroundings that could match the concept, emphasise
aspects you find pertinent or even subjects the participants have sug-
gested to you. Keep changing, re-arranging and composing different sets.

Documentation of the process is desirable in visual or audio-visual form
by recording a reflexive practice of the installation. As you document
the procedures you may find specific frames that constitute the next
arrangement.

The compositions staged, the intuitions underlined in the matching
groups of collected data, the ideas generated during the installation
feeding, and shared knowledge with peers during the event are char-
acteristics that will surely nurture individual and collaborative future
investigation of participants from the Collaborative Installation.

(NOTE: Feel free to create the connections, spur dialogues and unite the
dots deliberately).
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A WILD PATIENCE HAS
TAKEN ME THIS FAR:
WRITING-IN-PROCESS
ABOUT PROCESSES
OF CREATING
LESBIANITIES
THROUGH WRITING,
READING AND
CIRCULATION OF
TEXTS

CAROLINA MAIA!
Universidade Federal do Rio de Janeiro / Museu Nacional,
Rio de Janeiro, RJ, Brazil, 20940-040 - ppgas@mn.ufrj.br

ABSTRACT

This work was initially conceived as a term paper
for a graduate course on ethnography and textuali-
ty, proposing an experimental approach to writing in
order to discuss, from a post-structuralist perspec-
tive, gender and genre in the ethnographic practice.
It is based on the author’s Masters’ dissertation on
periodical lesbian publications in Brazil in the 1980s
and 1990s and their creation and circulation through
correspondence networks, creating spaces for iden-
tity elaboration, writing experimentation and politi-
cal construction. Taking such circulation of personal
messages as a starting point and inspiration for an
experimental aesthetic proposal for emulating the
epistolary genre, this text was built using e-mails
and a handwritten letter, with digression as a tex-
tual strategy and the impossibility of editing as a

1. Article developed during a scholarship granted by Coordenagdo
de Aperfeicoamento de Pessoal de Nivel Superior (CAPES).
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motor for an incremental, fragmentary creation of
thiswork’s arguments. References to reflections, con-
versations and discussions held in class, alternating
between registers (formal/colloquial), and other tex-
tual marks remain as evidences of dialogic processes
with the professors which were this text’s original
addressees and with the author herself. During writ-
ing, the digression process leads to a change in the
very concerns and focuses of the proposed work, al-
lowing considerations about shifts, discoveries and
frustrations within ethnographic research and eth-
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PREAMBLE

From: me Wed, Mar 13, 2019, 7:39 p.m.
To: Revista GIS

Subject: Re: A Wild Patience Has Taken Me This Far: Writing-in-Process
About Processes of Creating Lesbianities through Writing, Reading and
Circulation of Texts

Dear Editors,

First, I'd like to congratulate you for organizing this special issue and
to thank you for understanding the experimental aesthetical and polit-
ical approach that has guided the execution of this work. I have made
some (few) orthographical corrections, as recommended by the review-
ers (accepting also some minor changes made by them in the submit-
ted draft), considering they would not significantly harm the original
non-editing proposal.

Some footnotes were included to provide translations to quotes original-
ly in other languages or to add some information. I agree with the rec-
ommendation, as stated by one the reviewers, that several theoretical
concepts were less discussed than just referred to. Such characteristic is
partially due to the original aim of this work: the initial intended read-
ers of this text, professors Adriana Facina, Adriana Carvalho Lopes and
Carolina Rocha, responsible for the “Ethnography as a Textual Practice”
course, held in 2017 at Brazil’s National Museum, had already discussed



93

in class most of the works cited here and had allowed me to use them
this way. I also deem relevant the same reviewer’s criticism to my ver-
bosity (and would have erased some information that should perhaps
only be present in personal communications). By preserving such short-
comings in the final draft, I keep the aesthetical commitment adopted
by the non-editing proposal: what happens when a text (for instance, a
letter), conceived for a specific public, ends up being read (and analyzed)
by an unexpected audience?

The names of the author and of the original addressees of this work,
that I had previously removed to avoid any biases in the double-blinded
review, were reinserted in the text. I have also included the complete
references to my previous works.

Sincerely,
Carolina Maia

[Show trimmed content]
Thu, Nov 15, 2018, 10:39 p.m.
Dear Editors,

Here attached are two documents: the first is a series of e-mails I have
written to myself and then sent to the professors who taught Name of
The Graduate Course in 2017; the second is a letter I have handwritten
on the road, in an interstate bus, to complement the first messages. The
purpose, as you will see, was to write a text in which a posteriori edition
would not be possible: that’s the reason of this message, and why an
e-mail chain to myself: so, I would be prevented from withdrawing any
previous remarks. The two aforementioned documents are condensed
in this one, keeping, nevertheless, its characteristics and formatting
(including its lack of consistence), with the premise that the design of
the e-mails is an integral part of the experience of reading them, caus-
ing effects on its possible readers. Only two sections were not present in
the original documents: this little preamble and the references, that I
have added now, when submitting this text.

I have taken the liberty to submit a work whose total number of words
exceeds by a little what was recommended in the journal’s instructions
to authors. Therefore, I humbly ask for the admission of this format be-
cause, as indicated above, not editing the material was a key principle of
its elaboration. I am open to negotiating this, as you see fit and necessary.

Best regards,
Carolina Maia
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Subject: A Wild Patience Has Taken Me This Far: Writing-in-Process
About Processes of Creating Lesbianities through Writing, Reading
and Circulation of Texts

From: me Fri, Jun 23%, 2017, 11:40 p.m.
To: me
“All new learning looks at first / like chaos”, says Adrienne Rich in her

poem Powers of Recuperation. I have inscribed these lines in the wall of
my room as soon as I moved to Rio de Janeiro, in the beginning of my
Masters’ and of the new stage it opened in my life.

Adrienne Rich, a US-American, Jewish, white lesbian poet is a personal
reference for many reasons (starting with her classic Compulsory Het-
erosexuality and Lesbian Existence — a text with a sound reverberation
in the field I've studied in my Masters’ research) and someone I believe
will show up often along this work. In the same poem, published in her
last anthology,

Tonight no poetry will serve: poems 2007-2010 (published in the year be-
fore her death, when she was over 80 years old), the lines “She’s old,
old, the incendiary / woman // endless beginner” really impressed me
- the idea that such an established author could create such a vivid
image of being elderly, of a trajectory in constant actualization, and of
new experiments: “to scribble testimony by fingernail and echo / her
documentary alphabet still evolving”. I bring here those lines because
I believe that the experiment I intend to do here also requires learning
how to write a term paper in a new fashion, something that’s still a bit
untidy and loose and yet reinvigorating, that will require endless new
beginnings.

First, I'd like to thank you for the possibility of experimenting a less
orthodox narrative style in this work. I was glad to hear from Adriana
Facina the recommendation that we could feel free to “be daring” in our
term papers - that instruction me a new encouragement to my writing.
Today’s class, especially the commentaries to Jan Blommaert’s works,
was really fruitful and offered new ways to think the fieldwork I have
already conducted and that resulted in the dissertation produced here
in PPGAS/MN? (in which I have studied publications produced by the
Brazilian lesbian movement — more on that later). I'd like to use this au-
thor to start defining the purpose of the present work. Blommaert offers
an interesting reflection from his notion of repertoire:

2. Post-Graduate Program in Social Anthropology - National Museum, under the Federal
University of Rio de Janeiro.


http://www.agonia.net/index.php/poetry/13976861/Powers_of_recuperation
http://www.agonia.net/index.php/poetry/13976861/Powers_of_recuperation
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repertoire is the totality of the communicative resourc-
es, knowledge about their function and their conditions
of use, and all of this is a very concrete matter. It is not
enough to say that ‘literacy’ is part of someone’s repertoire:
it matters which particular literacy resources are there.
[...] Thinking about repertoires forces us to abandon total-
ising notions in the field of language and communication,
and to replace them with terms that identify actual, spe-
cific practices. The range of factors we need to consider
in analysing literacy, consequently, is expanded and now
includes social, cultural, historical and political factors
(Blommaert 2007, 7-8).

By inscribing literacies in global power relations, without taking into
account specific local factors that concern textual production, the au-
thor goes on by distinguishing possible different literacies regarding the
very way of writing — one thing is knowing how to handwrite, using a
pen and a piece of paper; another one is to show agility when typing
(bearing in mind, as he does, that typing configured a specific profes-
sion back in a recent past); even the skill of writing texts within a “com-
puter literacy” opens different doors, for instance, in the labor market
for middle-class people with some degree of formal education. That
“computer literacy”, says Blommaert, “quickly occupies a status position
in the repertoires of its users as a ‘higher’ and more sophisticated form
of literacy; it starts dominating certain writing genres and transforms
them - think of e-mail as the new form of ‘correspondence’ (2007, p. 8).
Throughout our course, we have talked a lot about hegemonic (as well
as counter-hegemonic) ways of writing, and it should be no wonder that
I chose to highlight this specific quote on more “sophisticated” forms of
literacy and written expressions. More than that, I identify there (now,
as I write) what could have been, without my awareness at the time
of conceiving it, the germ of my current proposal: e-mail as a specific
correspondence form, the transformation of genres... Without further
delay, I can finally outline the proposal for my term paper:

[pause. think. breath in: it is there, and you know it. write
it. endless beginnings®. how many pauses, how many new
starts, how much gasping and gapping and grasping, are
rendered invisible in the long-winded form of the “treatise”,
to use Raja’s formulation on Austin (or else, about what Aus-
tin didn’t do) in our class at Funddo*? the idea here is pre-
cisely to play with it. isn’t it?]

Well, then. My idea, here, is to play, articulating (and citing, by which
I mean both proper scientific citation and wider citation/iteration pro-
cesses, how that performative effects happen precisely because the cit-
ed meaning is recognized in some way, as proposed by Butler in her use

3. This sentence was already in English in the original draft, quoting Rich.

4. “Funddo” is the name of a UFRJ campus, where professor Kanavillil Rajagopalan (Unicamp),
or Raja, ministered a lecture on John Austin within the course from which this text is a result.
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of Derrida*) different writing genres. The most obvious one, as the quote
by Blommaert above may indicate, is the epistolary genre, transformed
and brought up to date in the e-mail form. Another inspiration is the
fragmented writing described by Gloria Anzaldda (2000) in her Speaking
in Tongues: A Letter to 3rd World Women Writers, an epistolary exhorta-
tion addressed to racialized women, whose access to writing has been
hindered by a white, male literary hegemony, so they don’t stop writing
(the dialogue with Blommaert’s ideas seems quite evident to me, but
maybe I should get back to it later). It’s an inspiration because reading
this text (although I, a white woman, I'm not the reader Anzaldda may
have envisioned) always sets into motion ways of overcoming my ob-
stacles to writing. “I write because I'm scared of writing but I'm more
scared of not writing” (Anzaldia 2009, 30)° was another sentence in-
scribed in my room’s walls, during the process of elaborating my Mas-
ters’ dissertation... It could have been yet another, in the following page
(31) of the same essay: “The problem is to focus, to concentrate. The body
distracts, sabotages with a hundred ruses, a cup of coffee, pencils to
sharpen”, and she goes on:

Distractions all - that I spring on myself when I'm so deep
into the writing, when I'm almost at that place, that dark
cellar where some ‘thing’ is liable to jump up and pounce
on me. The ways I subvert the writing are many. The way
I don’t tap the well nor learn how to make the windmill
turn.

Eating is my main distraction. Getting up to eat an apple
danish. That I've been off sugar for three years is not a de-
terrent nor that I have to put on a coat, find the keys, and
go out into the San Francisco fog to get it. Getting up to
light incense, to put a record on, to go for a walk-anything
just to put off the writing.

Returning after I've stuffed myself. Writing paragraphs on
pieces of paper, adding to the puzzle on the floor, to the
confusion on my desk, making completion far away and
perfection impossible. (Anzaldtia 2000, 233).

I want to dismantle once and for all the pretension, as pretentious (and
narcissistic, neurotic) as it is unrealistic, of aiming at perfection. I am
adopting the epistolary genre to impose some temporality to my writ-
ing, to shatter some possible cohesions, to deviate arguments and, par-
adoxically, turn feasible their construction. In this tone I'm discovering
now - ideally less formal, set into motion by a tone loosely committed
(or less committed) to the canon that we developed during our classes
-, I hope to find a more light-minded writing. In it, there is also some
playing with dialogic: I write to you, Adriana Facina, Adriana Lopes,
Carolina Rocha; at the same time, at least for now, you’ll be absent from

5. The original draft cited Anzaldta 2000, p. 232.
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this dialogue: for now, I'll write with and to myself [literally, I mean:
in the process, I am going to write to my own e-mail address, replying
again to myself, and in the end I will compile all messages and send them
to you — well, I think is should be obvious by now: you are reading this,
aren’t you?|. And another literary genre enters the scene now: the diary,
so fundamental to the practice of ethnography (and so possibly reveal-
ing, as we discussed about Malinowski’s personal diaries). Diaries and
letters (and even more inexorably, e-mails) are also dated - and, once
noted down or sent, are somehow definitive®. Mirroring what happens
to speech, in which nothing said can be “un-said”, I'd like to try here
a way of writing that could enable us to see its process (and its time),
allowing re-elaboration but not “unsaying” anything - in other words,
a way of minimizing editing possibilities that will also lead to further
advancing the discussion message by message. In this mixture of aca-
demic writing, correspondence and diary, I hope I find the right tone to
reflect on three main axes:

— how my reading of the texts in the syllabus was marked by my
research theme (writing and circulation of texts among lesbian
women in periodical publications focused on discussing and
elaborating meanings about ‘lesbianity’);

— how my research theme marks me / is marked by experiences
as a white, middle-class, lesbian woman that reads and writes
about ‘lesbianity’;

— how I have been thinking the construction and elaboration of
lesbian experiences through writing, circulation of texts and
their reading — and, if the tone adopted in this writing allow me
to accomplish this goal, my own experiences with constructing
lesbianity through those processes.

Well, that will do for today. In the next e-mail, I'll talk a bit more about
the research I have developed during my Masters’ about the publica-
tions of the “Brazilian lesbian press”, about the documents that con-
stituted the field in which I have developed this ethnography (by the
way, I wish I had read Blommaert before that!) from which my recently
finished dissertation was a result, and how letters (and the theme of
correspondence) became increasingly relevant to me along this process.

Love, and see you soon,
Carol

. One of the reviewers has emphasized the distance adopted, in the moment of writing an
ethnographical monograph, in relation to the first “impressions” recorded in fieldwork dia-
ries. In the course that resulted in this work, we have read Malinowski’s works to observe
differences between the Argonauts of the Western Pacific and Malinowski’s personal diaries. In
this sense, establishing some kind of comparison to diary as a genre refers more to the idea of
writing “to myself”, without editing, than to using diaries in ethnographical research.
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* PS. I was happy to hear Adriana Lopes mentioning, in today’s class,
Guacira Lopes Louro and Tomaz Tadeu da Silva. When I mentioned iter-
ation, citation and performativity right above, I remembered that was
reading a text by Tomaz (A producdo social da identidade e da diferenca,
in Identidade e diferenca: a perspectiva dos estudos culturais, organized
by him and published by Vozes in 2000) that I first knew about Derrida,
when I was concluding my major in Journalism, in 2011. By that time, at
the top of my enthusiasm for working within this perspective, I thought
I understood his propositions — a conviction that was definitely desta-
bilized along the years that have passed since then. Anyway, this was
a timely remembrance: by skimming through it (or the PDF equivalent
to “skimming”), I find new ways of thinking about this author - and
perhaps of facing the task of using him again, here.

[Send. Undo. Send]

From: me Fri, Jun 23'¢, 2017, 11:45 p.m.

To: me

[T opened again that message that was already, definitely
sent, to see how its formatting would look like. first thing: in
one sitting, I already wrote two pages! I must bear in mind
that, although I'm going to write bit by bit, you’ll receive all
texts at once — and, as you’ve said today, you won’t have
much time for reading them. second thing: after briefly run-
ning my eyes over it, I saw that I've written “pretention...
pretentious”. well, I've committed myself to those risks...]

From: me Fri, Jun 23%, 2017, 11:45 p.m.
To: me

good evening!

first of all, I'd like to apologize for taking this long to write you again -
ok, you'll read it all at once, we already know that, but the very idea of
e-mailing makes me feel as if I'm failing something, as if in a dialogue
from which I had made myself suddenly absent. as in WhatsApp, it was
read, but not replied (something I have done indeed by not answering
your e-mail encouraging me to go on with this proposal - but, in a way,
I think it was better, since shared-in-the-moment, to have talked to you
about it in person today).

[maybe that apology was addressed to me, for making myself absent. this
space here is still a mixture of diary and correspondence. and I still follow
Anzaldua: my fear of not writing still surpasses the fear of writing.Jagora
que ja escritos, os paragrafos acima parecem um preambulo quase des-
necessario. compartilho, na imagem abaixo, um dos resultados da nos-
sa pratica de escrita de hoje: foi 0 que me fez abrir o Gmail agora. como
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disse a Carolina, escrever a mao tem seus efeitos préprios; no conciso de
minha grafia confusa, a menc&o a poesia de minha amiga parece dizer
muito mais do que consegui digitar aqui.

and I have been absent because of other writings - I'm finishing a pa-
per at the eleventh hour, for a presentation at “Fazendo Género™ (1 wish
to write you more about my motivations and inspirations for that,
too). and now the table has turned: I left our class feeling moved, with
my head full of ideas, wanting to stir everything we discussed today,
to keep on playing with Carolina’s writing stimulation technique. [as
she wrote in her autograph for me: may magic illuminate my writing!]
and the truth is I have this other work that is more urgent than any-
thing else - not only because of its deadline, that have already been
postponed, and I have already failed to meet it, but because its theme
can create its own urgency within me. [if I had already written what I
mean to write you, the motives behind it would be more obvious - it will
become clear, I promise.]

after written, the paragraphs above seem like an almost unnecessary
preamble. I share, in the image below, one of the results of today’s writ-
ing practice: that was what made me open my emailing app now. as
Carolina said, handwriting has its own effects; in the concision of my
confuse lettering, the reference to my friend’s poem seem to say a lot
more than everything I was able to type here?.

\A aAisido da da W e delmew hostonic
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©co.dL o . /%( 0 /M,y);z?[o'/ o kel WW
Faetn
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/Florthr«.gj\.«‘c. Onlm. e Snvo J om  premd b vms ?»1)7‘
Sobre gressaes prs eserver sehre > presis A pensin, csarver; conchoic -
€ el conch e tone [he bulbds 1"cvnf- pr “Woworsr a5 wevens
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7. Fazendo Género is a biannual international gender congress held in Floriandpolis, Brazil.
8. The image says: “Today’s activity made me feel nostalgic. I thought about how hard
academic writing is.

I find myself truly nostalgic, thinking about how many other things I could be writing
somewhere.

Interesting. Yesterday I read a friend’s poem about the pressures to write, about the rush
to think, write, draw conclusions. And she concludes that she’s missing the time to “pur-
sue the clouds”. It made me think I need to write so much, that I'm missing the time to
get enamored by words (I need, so much, to write)...”
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From: me Fri, Jun 23", 2017, 11:45 p.m.
To: me

You know, when I had the idea behind this work, I thought it would be
a lot easier. In a way, it is: I just said to a friend that while 'm writing
to you, I'm driven more by pleasure than by deadlines, and this is just
amazing. It’s like reconnecting to a feeling of writing with ease, so-
mething I wish I had discussed into further detail when I mentioned
the exercise we made in our final class, but unfortunately it won’t be
possible, at least not now. Today I start writing, moved by the neces-
sity of bringing another subject, that is actually being stimulated by
yet another one. And if I start again by talking once more about my
surprise about it not being as easy as I thought it would be (something
I had already mentioned in class and that I should just leave aside), it’s
cause it has something to do with how groundbreaking it is for me to
write in this fashion: although this approach can open some new paths
for unforeseen themes and more spontaneous ways of writing [I just
had an insight a moment ago: in a way, this is an experiment of using
digression as a way of writing], on the other hand the immutable order
of text blocks makes it more difficult to bring themes that I see as the
unfolding of arguments that I already know, but you don't. [it is getting
too long already, and you haven’t even started talking about what is left
out, which is so cool. but well, let’s take this digression thing seriously...]
And before I start entering those topics, I intend to think here with you
three, I feel I still have to explain a bit more about my Masters’ research
and the topics that leave their marks on it (on me).

Well, as I have mentioned in the first e-mail (which, not even by far,
seem to summarize well enough my research topics), my Masters’ re-
search was about publications within the “Brazilian lesbian press” — an
expression I always put within quotation marks because I haven’t found
no other authors taking all those materials as something constituting
a field (or, in Social Communications, a “segment”), I think, or at least
calling them this way. I don’t recall if in my dissertation I say that this
theme has been on my research agenda for several years now: I wished
to study Brazilian print publications for lesbians in my college grad
monograph, but the lack of information on the topic (and the difficulty
of accessing the sources) discouraged me. Well, if I can’t remember if I
mentioned that old interest in this topic, at least I have included anoth-
er story that seems even more relevant to establishing my connection
to that “field”. Even though this may be a bit long, I take the liberty to
quote it in full. These are the first paragraphs of my dissertation:

Mid 2002. With no access to the Internet in her own home,
a teenager tries to pay some attention to her informatics
teacher while seizing the opportunity to use the school’s
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computer laboratory to check her e-mails. She founds a
message by M., a recent acquaintance from a chatroom
she accessed some night spent at her father’s. Her friend
seems nervous and asks for her home address, so she can
send her a letter. She’s got a limited access to the web as
well, she explains, and she would need some time and
space to write a difficult narrative - to relieve from a dark
secret, something she could only tell someone who didn’t
participate in her immediate daily life. Concerned and a
bit curious, the girl asks her if she’s ok and types her ad-
dress. Some days later, she receives a letter sent from Sao
Paulo State. In it, M tells that she spent a night with a fe-
male friend and, faltering a bit - “please don’t throw up in
this letter after reading this” -, she reveals what was so
difficult to put into words using other means: she and her
friend had kissed. The reader loses her breath, not with
disgust, as her pen-pal had feared, but with curiosity: so,
is this possible? A previously confused and amorphous
feeling becomes distinguishable and colorful - so this is it.
A woman can become attracted to another woman - she
keeps on reading - and they can end up having sex! Af-
ter organizing her ideas as well as she can, the teenager
writes to her new, instantaneous friend, asking for more
details than would be really necessary for listening to and
understanding someone else’s experience, maybe because
she was trying to elaborate her own - the ones she would
still have and those amorphous, uncomfortable feelings
she tried to pretend she didn’t notice she had. The two girls
exchanged letters for many months after that, until the
increase in broadband Internet supply and demand made
this service a little more affordable and, for members of the
middle-classes in great urban centers, even mandatory in
their residencies. With that, this teenager - that from now
on we can call Carolina Maia - was able to access written
reflections, narratives and other textual productions that
different women published online about their sexual and
affective experiences with other women.

I hope this account doesn’t sound as mere self-exposure: it
is my alternative to the preambles in classical anthropo-
logical narratives. In these, be it in canoes sailing seas and
rivers until reaching distant islands, be it in the search
for setting up camp as close as possible to the village to be
studied or even within it, the ethnographer narrates their
progressive distancing from their own house, their own
culture, and their getting closer to the spaces and subjects
they are trying to understand. Here, I seek to demonstrate
how questions that would someday become my concerns
within a scientific research - lesbianity (and how it was
discussed in written productions), isolation, correspon-
dence - found me inside my own home. More than ten
years before even imagining the present work, the top-
ics that now constitute my field had started to constitute
me. By 2002, the titles I discuss here in more detail had
either gone off the market or were in decay. Maybe it is
because I have witnessed some of the first steps of Bra-
zilian lesbian contents available online, in blogs and sites
focusing on homosexuality (aimed at women or in sites for
both men and women), that I now take interest in trying
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to understand how it was before. Before the Internet, how
could women who were affectively and sexually attracted
to women access reflections on such experiences? How did
they find each other, how did they seek each other, how
did they keep in touch? (Maia 2017a, 15-16)°.

[pause. one of the difficulties of this e-mail approach: I don’t
like to work while connected to the internet. I get lost too
easily. but I think this pause may present a good opportu-
nity for a little affective note, still regarding the internet, so
I can pretend I am maintaining here a thematic consistence:
it is just a little interruption because I am talking to my girl-
friend as I write, and if it wasn’t for the internet, our re-
lationship would be almost unfeasible: she lives in Brasilia.
the reason behind this pause? she’s reading Naven and asked
what was Bateson’s sun sign — Taurus, too much of a Taurus,
as we discovered: sun, mars, mercury, venus. the internet
gives us access to all sorts of essential information and to
some others which are... well, satisfying this kind of curiosi-
ty is important too, isn’t it?]

Well, let’s get back to what matters. The Internet provides us with access
to essential information! That’s what I was talking about. Good, then. I
should also mention that, when I decided not to study the lesbian press,
back in 2011, when I was finishing my major, I ended up analyzing the
news section of MixBrasil, a S3o Paulo-based GLA website that emerged
in the mid-90s, Choosing Mix was also a decision marked by affection:
the column signed by Nina Lopes, a DJ that would run a lesbian mag-
azine in 2008, and especially the one by Vange Leonel, a lesbian singer
known by Noite Preta and self-described “protowriter” (in spite of her
prolific writing in different genres, including prose, poetry, dramatur-
gy and translations), were very important to me around 2005, 2006... a
time in which I was beginning to understand myself as a lesbian, with
the loving help of my girlfriend at that time [I met her, you see, using
Orkut! This writing and networking thing is really strong, you know?] and
a lot of reading, questioning and reflection.

[another pause: searching for the link to Vange’s song took me
to another one, by USA-based queercore band Team Dresch —
another reference in my teenage identity construction stage.
I probable heard Remember Who You Are for the first time
around 2003 or 2004, and I still listen to it when I get writ-
er’s block: “can’t get sick of thinking about meaning, and
language, and anything that gets me hot”. this song fills me
with strength! And it talks about being able to desire other
women, to be desired by women: “sometimes that’s what it
takes to know you'’re alive / is to feel yourself burning just
from some girl’s stare”. I've got this song tattooed on my
chest so I never forget it: “make up who you are, it makes
up who you are”. Maybe I'm pushing this a bit too far, but I
see here something of Butler’s performativity, iteration and
citationality: there’s no maker behind the making, gender
is made as we make ourselves within gender, etc. And since

9. Originally in Portuguese.


https://www.youtube.com/watch?v=cgDaUZtSQJo
https://www.youtube.com/watch?v=y3dDQEFk6G4
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we’re departing from Blommaert’s discussions, and thinking
about which writings count as such, this song is an exam-
ple of a lesbian writing that has constituted me — more than
that, it is a call for writing, speaking out, whatever that may
communicate something: “put up signs / make up who you
are / send out signals / about who you are / transmit mes-
sages / telling who you are / no matter who you are”...|

Reading, writing and reflecting about lesbianity, about desiring women,
about what it means to be a lesbian and the right to being one ended up
being a central theme in my dissertation — something I wasn’t expect-
ing, since my initial idea was to map what the “lesbian press” looked
like, what was it about - I wished to understand the dynamics of this
field, the relations between those titles, the motivations of their “edi-
tors” of such bulletins, which were mostly homespun, fanzine-like pro-
ductions: type, cut, paste, bring it all together and then go out to make
some copies... Well, I started my fieldwork by trying to know everything
I could about it: from a first bibliographic and documental research, I
was able to identify the titles of 19 periodical (or that at least intended to
keep a constant periodicity) publications made by and for lesbian wom-
en in Brazil. That list ranged from ChanaComcChana, a newspaper edited
in January 1981, to current-day Alternativa L, a magazine funded by Sao
Paulo municipal administration®.

[A much, much bigger pause": my girlfriend called me to
say good night, we got caught up in the conversation and it
lasted two hours. Yes, that time over there in the heading is
right: it’s almost 6 am. She called me just to say good night,
but I was so excited talking about this work; about this and
about a book I'm reading for another course’s term paper
- actually, that book was what made me open my e-mail
today. It brought me here. But to tell Laura what in that book
made me write you all this, I had to explain the book’s cen-
tral arguments first. And to write about that here... first I'd
need to have had written this e-mail here, got it? About my
research and all that. And it ain’t complete yet. And then I
lost my track and I've talked about all kinds of stuff and I'm
still not there: verbosity, graphorrhea, those are the risks of
digressing. Maybe I should take digression a little less seri-
ously? In short, we hang up the phone and I realized this was
getting too long for a single e-mail. I thought of deleting it
all. Or maybe getting back at it tomorrow, removing some
parts, sending it and moving on - but that would go against
what I've committed myself to do in the beginning. The only
way out is to go on and just send it to you. And after I hit
send, there’s no turning back.]

That’s it. I'll continue this later. Tomorrow? Maybe. I still have a lot to
share with you, and when I write I see how much. That’s actually an

10. Currently, there are more two lesbian magazines in circulation: Brejeiras, from Rio de
Janeiro, and Tia Concha, from Sdo Paulo.

11. This phrase was originally in English in the Portuguese version of this article, includ-
ing the “bigger”, that should read “longer”.
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interesting exercise: I want to summarize what I've already written
about making oneself through writing, about narrating and elaborating
and trajectories — something the women in the field I've studied have
done in the materials I've analyzed. And today I've discovered that I
seem to want to do the same. I told you this was an experiment, didn’t 1?

[what is left out: there is always something that’s left out]

From: me Tue, Jul 25, 2017, 5:37 AM
To: me

Girls,

Let me tell you: the day after the previous e-mail hit me like a hangover.
If this feeling was physical, it would be that sour taste in the mouth, like
a reminder of its previous lack of control [oh, sure. as if the mouth could
drink and talk by itself alone, right]. “What soberness conceals, drunken-
ness reveals”, isn’t it what people say? But I wrote sober, it was like being
high on writing, substituting immoderate words for drinks. I took some
days to focus on writing other things and to think. Well, first I need to
say that I've learnt something about this process (and because I already
know my verbosity): if I let my words loose, they’ll go on and on, but term
papers require some concision, right. Right, then: the basic instruction
I've learnt about running this experiment is: I can’t go on just writing
without a plan! Well, maybe I can, because it seems that by doing it, I
could write a lot of things that needed to be written — but I must remem-
ber what I plan to say before I say it. [that was the reason for starting the
last e-mail, right? I need to lay a sound foundation, so I can dance on it]. But
let’s move on - cause the further I go here, the closer I am to fine...

And since we’re talking about repertoires and genres, maybe what’s not
working here is trying to use the “e-mail genre” and its language to ex-
plain my research. After rereading what I've written last time, is seems
that I've fallen again into an “academic-ish” language, and that’s not
my intention here. Well, here’s what happened: after all that, I ended
up with this list of 19 “periodical” publications. I wanted to focus on
periodical publications because I believed that the continuous circula-
tion of these materials, the idea that a next issue would come, would
be important in network-making among lesbian women. Indeed, the
enterprises that lasted longer, the ones focusing on creating and dis-
seminating written contents (news stories, short fictional stories, po-
etry and what I have called “personal reflections” - texts sent by the
readers, telling part of their lives), where those funded by membership/
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subscription and which sought to maintain a steady periodicity, in gen-
eral aiming at producing quarterly issues. And if I've put “periodical”
between commas above, it is due both to this difficulty in keeping this
periodicity and the fact that at least one of those titles (Iamuricumd, a
1981 bulletin) announces this intention in its first issue, but apparently
dies there®.

Wait a little. Step back. Why all that? I mean, why is it - publications,
periodicity, etc., all that - important? Obviously, this concern has some-
thing to do with my background (I hold a Journalism major). But for
these women - why all that? [it seems I'm repeating here a conversation
I've had a zillion times while working on my dissertation - it seems I hav-
en’t yet learnt its pathways...|

One of the thingsIlike the most in my dissertation is having written that
the Brazilian lesbian movement - or the political organization of lesbi-
ans, whatever — emerged interwoven with writing. I can explain: there’s
this landmark of Brazilian alternative press and a major name within
the “Brazilian homosexual press” (this one, yes, is an established cate-
gory in academic works — that often leave aside lesbian publications, but
that’s another story), a gay newspaper called Lampido da Esquina, whose
editorial board didn't include any lesbians (by the way, Lampido’s history
is very interesting, they made a sort of letter-driven crowdfunding! See
MacRae, A construgdo da Igualdade, 1990). Then, in the beginning of 1979,
they called some women that were participating in meetings of a group
that would later become Somos/S3o Paulo (another Brazilian LGBT land-
mark! See MacRae, again) to write something about lesbians. The 12th
issue of Lampido has a green cover with a big white heart in its center,
and inside it the words “Love between Women”. [a while ago, hanging out
with some friends, I stumble upon a yellowish copy of that issue, exposed
in an art gallery downtown. It made me so happy I had to publish a selfie
with it on my Instagram and Facebook.] One of the texts celebrate the first
time women got together to write collectively about their homosexual-
ity in Brazil. After that, they kept organizing together; Somos, a mostly
masculine group, became more institutionalized, and those women cre-
ated Somos’ “lesbian-feminist subgroup” or just “LF”. LF was responsible
for running the self-proclaimed first lesbian newspaper in the country,
ChanaComChana®, with an interview with singer Angela RoRo in the cov-
er of its first issue, really cool. First and last: after this issue, ChanaCom-
Chana would no longer run as a newspaper.

12. Correction: researcher Paula Barbosa, currently doing her Masters’ in Journalism at
State University of Ponta Grossa, has found in 2019 two more issues of lamuricuma (the
second, from February, and the third, from May 1981) at CIM - Centro Informac¢do Mul-
her’s archive (personal communication, 2019).

13. Meaning “pussy with pussy”.
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But the story unfolds: after some quarrel, LF turns into GALF, Grupo de
Acdio Lésbica-Feminista (Lesbian-Feminist Action Group), now an indepen-
dent group, and in 1982 they release a bulletin also called ChanaComCha-
na, with this sick fanzine-like aesthetics: made from cutting & pasting,
huge blocks of machine-typed text, sometimes reunited in a somewhat
confusing design. This do-it-yourself approach, relying less on graphical
professionals, made the whole process less expensive, and they managed
to keep the bulletin running until 1986, distributing it to feminist, lesbian
and gay groups across Brazil and around the world (and receiving in turn
a whole lot of similar materials, which they used to create their own),
creating a subscription network, very cool, creating a dialogue... really
awesome. [and here’s an anthropologist - really? can I already call myself
that? - shamelessly admitting her love toward her “object”.] In addition to
subscriptions, part of the income they used to fund the operation of run-
ning the bulletin came from their own pockets and from selling the ma-
terial in bars in the homosexual “ghetto” in Sdo Paulo, around Roosevelt,
Bixiga... actually, selling the bulletin in a bar with massive attendance of
lesbians at that time has ignited another event, the “Brazilian Stonewall”
or the “Ferro’s Bar occupation”, by those activists (in 2009, a news story
about this 1983 event led me to interview Miriam Martinho, one of GALF’s
coordinators, for a blog I wrote to at that time - a blog that 1. was of a tre-
mendous importance to my own elaborations on sexuality and political
activism; 2. I can’t believe I'm showing youl).

In 1986, one of the group’s most active members, Rosely Roth, was in-
vited to Hebe Camargo’s show (yes! Bomb ass teal) in a special discus-
sion about lesbians, leading her to be proclaimed “the first out lesbian
on Brazilian TV”. She took advantage of that visibility to show an issue
of Chana to a wide national audience, also informing the group’s P.O.
box address. Marisa Fernandes, another GALF member then, later com-
mented the impact of that TV appearance in an interview to Norma
Mogrovejo: “Millions of lesbians were watching [the show| and we re-
ceived thousands of letters saying ‘I'm not going to kill myself anymore,
now that I know I'm not alone’, very emotional letters. All of them were
answered”. You see — can you imagine how hard it was to find infor-
mation about that? Well, after the boom that followed that mass com-
munication experience, maybe because of it, GALF decided to refashion
their bulletin, now with a less “raunchy” title. That’s how emerged the
bulletin Um Outro Olhar (“a new perspective” or, more literally, “a new
view”), really similar to its predecessor in some aspects. From 1987 to
1994, Um Outro Olhar had 21 issues (some of them really large! Around
40 A4-sized pages); in 1995, the group responsible for its operation (that
had already been formally registered as an NGO, Rede de Informacoes


https://acapa.com.br/ativistas-falam-sobre-stonewall-brasileiro/
https://acapa.com.br/ativistas-falam-sobre-stonewall-brasileiro/
https://acapa.com.br/ativistas-falam-sobre-stonewall-brasileiro/
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Lésbicas™ Um Outro Olhar) released a magazine called... wait for it... Um
Outro Olhar!, whose first number was actually the 22", which means:
a new design, a more “cultural” emphasis, focusing less on the political
agenda of lesbian social movements, a magazine print in color and all
that... and, at the same time, some kind of continuity. Well, Um Outro
Olhar (the fanzine-like bulletin, not the magazine) was precisely the
title I've discussed in my dissertation.

And here I am, talking a blue streak again, right? Took a deep breath
and there I went. I actually wrote the three paragraphs right above as
a single, huge block of text! The thing is, this story seems to be telling
itself almost automatically. All I've written in this e-mail is actually
some sort of preamble, an introduction, to something that’s yet to be
told, but when I'm telling this little story, that has been told so many
times in other stories... I don’t know, it’s like this story wants to be retold
once and again, can you believe that? I don’t know, I feel like it has pos-
sessed me to be fruitful and keep on multiplying. For real, I've told all
that already in my dissertation, I wish I could tell something else (that’s
also in the dissertation, can’t help it), widen my range.

I digress: Eli Br intr r, right?
ournali . .
a fiction writer, but that she felt she needed to “fill herself”

with other people’s stories first, before writing her own. I

heard her saying that when I was almost finishing college,

: 1d If in that idea: I cf i ”
] i Por Literature for

ri .1 ries. I think I’

only realized now what it means to be fulfilled by one.]

[a digression caused by the previous one: you know the book
I've mentioned before, a bit mysteriously, in the other e-mail?

I was thinking of bringing it back later, but it fits so well here.
Genres of Recollection: Archive Poetics and Modern Greece,
by Greek-American anthropologist Penelope Papailias, became
- along with Blommaert — another inspiration and relief for
me as a scholar who took this weird path of documental eth-
nography. I want to share a lot of things about her with you,
but here I'd like to mention how she discusses Derrida, yes,
him, Derrida! she brings a really moving reflection on cita-
tional acts and document transcription practices, questioning
if a message, even if reproduced ipsis literis, can remain the
same after traversing the body of the person who’s doing the
transcription. yeah, that’s right: traversing the body — with
the document on one side, the person reads it, processes it,
copies it on the other side; the brain (and who knows what
happens inside itl) receives stimuli from the eyes and send
new stimuli to the hands, which try to imitate what the eyes
saw using pencil, pen, computer, whatever the tool may be.
even if the words are equal, imagining that a perfect fidelity
in reproduction is something humanely possible, what’s the
result? well, Adriana Lopes is the Derrida specialist here — I

14. “Lesbian Information Network”.
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leave that to you. to me, it feels enough to just think about
the way those words traveled in me; to reinsert the body in
all that movement of thinking and writing and then trying
to make some sense about what was thought of and written
about; to think about the possible transformation brought to
life by such traversing, not only how the words changed by
crossing me, but how their crossing changed me; to marvel
at the wonder of having been a pathway for traveling signs,
references and their mutable referents...]

[sigh: oofff. I really sighed, ok? materiality of air coming
through the carnal channel of my mouth. it must be the
wind the words blow when they pass.]

And boy, how many word pathways have those publications opened! I'm
not even talking about those I felt opening in me, but about the words in
the publications, the ones which took uncountable roads by traveling in en-
velopes, crossing Brazil & other countries. Words by women who were able
to find each other, who found themselves through writing, creating new
things for and within themselves. Forget all about I've told in the previous
paragraphs, this is the real deal®. That’s what I'd like to talk about:

And here’s the thing, when I started all this, I wanted to write that story,
you know? Not just only that, all of them. That one I've told and the other 19
stories, of all titles I told youI had reunited on a list — so ambitious, this girl
here, who wanted to narrate 30 years, hundreds of pages, in a year of re-
search! Not knowing it was impossible, I tried to do it and didn’t make it. I'll
spare you the details, but it involved a whole deal of intensive use of Goo-
gle, Facebook, e-mail, WhatsApp, old newspapers, all that (my girlfriend
named my efforts as “stalking as a research methodology”), and I could
find and contact many names that were present in the “editors” in my
publications list. I interviewed thirteen women, who narrated the histories
of ten out of those 19 titles. More than that, they narrated - and narratively
elaborated, as Ernesto Meccia (El Tiempo No Para, 2016) would say - the tra-
jectories of 13 women, I mean themselves, and of many others that were
present in their lives. Lives! That’s where the rubber met the road and my
thoughts did a one-eighty. I wanted to describe the constitution of a field,
and what is a field made of? P-e-0-p-l-e. Subjects made in and through ex-
perience, experience lived within language (hooray, Joan Scott!). And I can't
tell anymore where this turn started (not even if it’s necessary to know
that), if it was during interviews, if I saw that on the documents... because
the documents also told me stories and showed me people. Now that I'm
studying narrative with you and historical-anthropological narrative in
another course, I think that maybe I was trying to devise something in
the lines of an officious historiography — The Great History of the Lesbian
Movement in Brazil and its Periodical Publications. Or: Brazilian Lesbian

15. “This is the real deal” was originally in English in the first draft.
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Press (and its Ties to Lesbian Movements)!l! Imagine that, that'd be cool.
Well, it was actually cool just the way it was, can we agree on that? But I
must admit that in the end I ended up using very little information from
the interviews. And actually, through those women I could have access to
copies of materials that are not available anywhere: Visibilidade (COLERJ
— Coletivo de Lésbicas do Rio de Janeiro', 1998-20047), that I got from Ne-
usa Pereira; Ponto G (GLB — Grupo Lésbico da Bahia?, 1998- 2002?), the few
issues that Zora Yonara still kept with her; Alternativa L'*¥ (S3o Paulo, 2013
- today), from Sheila Costa; Femme magazine (Grupo Afins® - Santos, 1993-
1995), that I found at Brazil’'s National Library (!!I! No one mentions that in
the literature I've studied!!!) and at Austin University’s library (how fancy,
isn't it? Thanks for your help, Carla Ramos). The issue that was missing
from my Femme collection? was digitalized by Laura Bacellar after an in-
terview. Actually, it wasn't for the information Laura gave me that day, I
would never have found Monica and Theresa, Femme editors, that gave me
a really lovely interview. I am trying to write a bit about them elsewhere.
That other paper I have mentioned before, about a presentation at Fazendo
Género?, is about Femme — and to be honest I didn't really like it in the end,

[ feel it’s badly written. They deserve something better.
[l am getting lost again - hi, I'm Carolina Maia and I'm here
to try to make amends publicly with the shortcomings of my

last work. its silences and all that is left out of it. I told you
have something to say about what is left out, right?]

Anyway, the thing is that I had to make some choices, and I ended up
choosing a less-studied material produced by the most well-known
group in the history of the Brazilian lesbian movement. ChanaComCha-
na, I believe, it’s the lesbian periodical that’s the most discussed in the
literature about the “Brazilian homosexual press” (if not the only one
in some works); I tried not to do the same by choosing Um Outro Olhar.
I told you that all titles in my list, with maybe one or two exceptions,
were run by activist groups, right? Just see the names that appeared
right above: Lesbian Collective, Lesbian Group... before I started my re-
search, I actually resented that a bit: why were gay men able to produce
magazines that are “successful” in editorial terms, and lesbian women
couldn’t do it? 2 After fieldwork, I understood that “being successful”
could mean something different than I thought at first.

16. Meaning “Visibitlity” - Rio de Janeiro Lesbian Collective.

17. Meaning “G Spot” - Bahia Lesbian Group.

18. “L Alternative”.

19. “Afins Group” - “afins” has a double meaning here. “Afim” (plural “afins”) means “sim-
ilar”, but the group’s name came from personal ads from women saying they were “a fim
de” (“wishing to”) meet other women with similar interests (Maia, 2017b).

20. Paula Barbosa found another issue, the 9th, of Femme magazine in a visit to CIM’s
archive in 2019 (personal communication, 2019).

21. Maia 2017b.

22. That idea was reconsidered during the research (See Maia 2017a, 18).
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The following thoughts refer mostly to Um Outro Olhar but can also be
applied to Femme in some aspects. What if that “homespun” quality,
instead of signaling a problem or difficulty (for creating a commercial
niche, lack of funding and/or access to it, etc.), was actually what made
those titles even the more interesting? I mean, there were problems and
difficulties: the “lack of commitment” of lesbians as “consumers” was
a criticism I heard frequently from the women I've interviewed, and
they meant lack of financial reward (enough to keep those bulletins
running) and of collaboration, too. They were amateurs, meaning they
did it for love®. Those who became “editors” were not and never became
journalists (although journalists have participated sometimes in their
publications). They wrote from their contacts with other activists. Um
Outro Olhar, for instance, participated in networks with activists from
Brazil, Europe, Latin America, Canada, USA, and without consulting
my archive I can recall translations from Italian, French, English and
Spanish into Portuguese in its pages, all made by readers/collaborators/
associated members of the group. Femme magazine reproduced con-
tents from Portuguese magazine Organa, that played a meaningful role
in inspiring its creation. Those two very informative publications also
used their national and international relationships to gather informa-
tion about lesbian, gay and feminist activisms, publicizing upcoming
events and other groups’ postal addresses, reproducing calls for submis-
sions for poetry, fictional short stories and other kinds of anthologies
on “lesbianism”. A true incentive to writing, and I will still discuss an-
other one. You know, I think this whole thing was about encountering
other lesbians... In the other two titles I mentioned before, that unfor-
tunately I won'’t discuss in further details here because my memory
fails me now, although such type of political articulation couldn’t be
seen in those two (maybe that wasn’t the idea behind them), you could
see some kind of invitation in their pages: both Visibilidade and Ponto
G published texts, poems... and a list of places to visit. Bars and pubs,
date and time of the group’s next meeting, that kinda stuff. That’s it: my
interlocutors explained to me that “before the Internet” (as I was won-
dering before) a woman who wished to find another for an affair, sex or
dating, or even friendship, for that matter, could meet other women in
pubs, meetings of lesbian groups or... through writing.

My dissertation, in brief, discussed how the circulation of Um Outro
Olhar has promoted the constitution of networks between women: be it
from consolidating activist networks, be it in the creation of correspon-
dence networks between the bulletin’s collaborators, the member asso-
ciates of GALF/Rede Um Outro Olhar. Those networks were made in the
bulletin itself, which was made out of many letters and other kinds of

23. In Portuguese, “amador(a)” means amateur, but also refers to love (“amar”).
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texts (essays, articles, “personal reflections”) that, by being thus made
available, helped building ideals of love and politics between wom-
en, providing examples of relationships that, as we can read in some
letters, some of those readers couldn’t find anywhere else — not that
there weren’t other people living such experiences, but it was all very
concealed, a description I've heard several times during this research...
[Drica, Dri, Carol, we can go back to this later - it’s just that I've talked too
much about this part recently, it’s over 5 am now and I have committed
muyself to something here today. but just ask me and I'll tell you more,
ok?] Well, those links were also created and interwoven away from the
pages of the periodicals, thanks to what I understood as a sort of con-
nection between doors of the “closets”™ personal ads sections.

My next work, I hope, will be about that: today (or yesterday? Monday
the 24", working late nights confuses me) I submitted a proposal for
PPGAS Student Seminar, in which I propose to study personal ads pub-
lished in Femme magazine and their role (or maybe the centrality at-
tributed to them - let’s see how things go while I write it) in establish-
ing new links and relationships between women. Why Femme? Well,
not only because I feel that I owe something to that story or because I
feel I've written a lot already about Um Outro Olhar (although both rea-
sons hold part of the truth): it is because if it wasn’t for a personal ad,
Femme would not exist. And it wouldn’t exist because, had Theresa not
started to exchange letters with some women thanks to some personal
ads published in nude magazines (yes, some magazines “for men” pub-
lished that kind of stuff too) during the 1980s, she wouldn’t have met
Monica and they would never be a couple. I mean - they say “what is
meant to be [just is]”, but who knows, right? But that’s how it happened,
they met because of an ad like that, they kept publishing a similar ad,
they created a correspondence network with the women who wrote
them, and that letter chain allowed them to get to know the “girls from
Organa”. They worked on their idea and released their magazine, made
out of the collaboration from friends who participated in that network
and which was also responsible for creating new links within that net-
work - there’s no doubt it was going to include an ad section too, right?

You see... I started this e-mail series thinking I was going to talk about
those women’s writing, about the texts I found in those titles, about
texts I've read and about how one makes oneself a “lesbian” through
reading and writing. Maybe because I have written a lot about such
topics in my dissertation, that was precisely what I did not write about
here. Or maybe that’s how I work, actually: as I told you, my disserta-
tion took an unexpected turn (isn’t it what many of them do?). May-
be my proposal was successful precisely there, in the idea of render-
ing visible the very process of writing - you know how, after finishing
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writing a monograph, we “polish” its introduction as if we knew what
we were going to do since the beginning? As if most of us didn’t discover
it along the way. I told you in class that my interest in letters stemmed
from conversations with friends, didn’t I? And that many friends think
I study “letters” because of that. [Maybe that’s gonna be the subject of
the next e-mail, we’ll see, this is an open-ended process.] Just one more
“maybe”, so I can call this over for today: maybe I was interested in the
letters since the beginning, but the process of discovering it (and in my
field, “to discover oneself” [as a lesbian] is both insight and elaboration)
took me way more time than expected.

That’s it for today. See you soon!

X0XO0,
Carol

From: me Tue, Jul 25, 2017, 5:38 AM
To: me

[this time I've waited for long seconds until the “undo” button disappeared.
no turning back|

* % *x

A letter on the road
Rio de Janeiro - Floriandpolis, Aug 1%t 2017
Drica, Dri and Carol,

So, how are you? Everything’s ok? I confess I was a bit apprehensive
when I didn’t receive no answer to my last e-mail, in which I forwarded
to you the first part of my term paper. I should also say that if it wasn’t
for having already sent that first part, I'd be a lot more embarrassed
to be late in finishing it — I hope that this late delivery doesn’t pose a
problem to your reading. In addition, I'm making a strenuous effort to
be able to handwrite in a minimally legible manner, my hand lettering
was never good and being in a moving bus certainly doesn’t help it. Yes,
I'm in a bus: I've been through a few mishaps (that can partially explain
why I'm late here), ended up losing the flight that would get me to Flo-
riandpolis for Fazendo Género and I had no choice ($$$) but to travel by
land those I don’t know how many kilometers that separate my house
from the “Island of Magic”. Worried with the idea of not being able to
connect to the internet while on the road, plus the fear of running out
of battery for any unexpected need, I had this idea to write on paper
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- a solution that, with the exception of my bad calligraphy and not
knowing how it is going to look like after I digitalize it to send you this,
seemed way more practical. Besides that, it makes a lot of sense: I want
to talk about letters... this whole proposal came from the idea of flirt-
ing with the epistolary genre. Why not going full old school, with a pen
and paper? Even the fact that 'm traveling by bus helps me think some
things, a dimension of sensitivity that could remain occult if I wrote
this paper in a different fashion - just arguments, without the feelings
and “clicks” that were the beginning of each insight. I really like to trav-
el by land because this way, on the road, I can get a firmer grasp of the
distances and paths I'm crossing. Traveling by plane gives me the same
feeling I get from taking the subway in cities I don’t know well enough:
a misunderstanding of the map, magic channels that take me mysteri-
ously from one point to the other, without seeing how I could get there.
And if my work talks about materials (and persons) circulating across
the territory, distances and pathways matter. Besides that, traveling by
bus is slower, and connecting to slowness matters too: after all, I study
other times, and by “other times” I mean not only the recent past (the
1970s, 1980s, 1990s), but the times things took then. The time between a
bulletin issue and another: the time of producing it, gathering informa-
tion, contacting other groups, receiving collaborations from the readers,
typing them, putting it all together; the time of sending it, the time of
postal services, the time of going to the postal office to check if there is
something in the P.O. box (so nothing suspicious is delivered at home
or at work); the time of receiving it, time for reading it, piece by piece,
from the most tedious (there are some that just talk about politics, you
know...) to the most compelling ones, including the letters sections
(those published in the bulletin, bringing opinions or telling stories, and
also the personal ads), and the ever-present poems. (a letter published
by Um Outro Olhar, accompanied by a little poem, brought a sentence
that became a subtitle in my dissertation: “every lesbian worth of that
name likes to write poetry, right?”. In an interview, one of my interloc-
utors, an ex-editor of a lesbian publication, shared with me her opinion
that “love poems are only good to those who write them” & their muses,
because she received “really bad” poems. Yes, Blommaert... which writ-
ings do count as such?) [Text inserted over the rest of the text, preceded
by an arrow:| The time for writing a letter to the bulletin’s organizers,
commenting it, making questions: the time for answering to it. [End of

the inserted text.] The time of correspondence.

I told you about Penelope Papailias’ book Genres of Recollection, right?
How I wish I had read it before/during my dissertation... she brings
some discussions on linguistics and literary criticism that are, in fact,
important contributions to those who do documental ethnography or
“textual anthropology”, as she says. Besides discussing Derrida (defining
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the historiographical production as profoundly performative and his-
torical narratives as being constituted by long and complex chains of
citational acts - reporting/reported speech, the “he said, she said” of his-
tory), as I mentioned before in an e-mail, she also uses Bakhtin to think
about textual genres and the construction of legitimacy and scientific
authority. So close to our discussions, right?? 1 think about how Landes
was discredited® and Anzaldda too (Borderlands/La Frontera was her
thesis that got rejected, isn’t there a story like that? I'm on the road, in
the middle of a field I have no idea where it is — I can’t google it)*, like
Mead? and others. Benedict hid from Boas her poetic works?. Literature
is a girl thing, please don’t forget this: it has always been, you only need
to remember gender segmentation in press, the first segmentation to
appear in press, as commented by Maria Alceste Mira, Dulcilia Buito-
ni, Constancia Lima Duarte: 19™-century women’s newspapers featured
fashion, etiquette and literature, other newspapers (an occult mascu-
line universal, standard) brought literature as well, but also politics,
news pieces, economy, those subjects the weak female mind wasn’t
prepared to face... but hey, where was 17 Within the text, I mean - geo-
graphically, I only know I'm somewhere in SP State and that the sun is
setting - I started writing 3:40pm, right after the first stop, for lunch. I
hope there’s a second stop soon, I'm crazy craving a cigarette. The hori-
zon here is wide and it’s a beautiful nightfall, although it requires me
to turn on the little lamp over my chair to shed a light on the notebook
that’s open over my thighs, crossing my right leg over my left. I just re-
membered what I was talking about: Papailias, Bakhtin, textual genres.
Writing by hand is slow and it’s so much easier to lose myself in my
thoughts. Genre, gender. Reading is way faster, it’s gonna mask the time
behind my digressions. I remembered what I was talking about because
I described the scenery in which I'm writing, and it made me remember
I wanted to talk about Melpo Merlier.

[FINALLY, there’s a pause for my cigarette!]

24. In the classroom, we have repeatedly discussed the discredit of some female an-
thropologists whose ethnographical writing differed from the masculine canon of the
discipline, as shown in the following examples.

25. See Cole (1995).

26. As I could check during the preparation of this article for publication, that informa-
tion is incorrect. Borderlands/La Frontera was highly acclaimed by the critics; Anzaldua
really did not publish her thesis, but knot because it was “rejected”. The author left and
went back to her PhD studies on Literature at Santa Cruz University some times between
the 1970s and her death in 2004. Her thesis/book Light in the Dark/Luz en lo Oscuro: Re-
writing Identity, Spirituality, Reality, that Anzaldua believed she was months from fin-
ishing when she passed, was edited by AnaLouise Keating and posthumously published
by Duke University Press (Anzaldua & Keating 2015). See Keating (2015).

27. See Lutkehaus (1995).

28. See Lutkehaus (1995).
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Melpo Merlier, tells Papailias, was a Greek upper-class intellectual, found-
er and coordinator of the Centre for Asia Minor Studies, whose activities
included creating and collecting documents through interviews with ref-
ugees who were forcefully removed in the population exchange between
Greece and Turkey during the Asia Minor War (1919-1922). By doing so,
the institute helped in consolidating the “testimony” genre as historical
narrative, the victim as authority and also the idea of “memory work-
er”, the researchers who conducted those interviews and transcribed
the accounts. For Papailias, Merlier’s intellectual background — she was
a philologist, interested in folk cultural manifestations — was both the
drive behind the innovations in her conception of the documents creat-
ed by the Centre and the motive for criticism to their legitimacy (along
with her gender, of course). Therefore, I find it interesting to think about
gender and narrative innovation, even more thinking about Clifford’s in-
troduction to Writing Culture and he fact that Shostak’s work was inter-
esting as something to be analyzed but not interesting enough to invite
her to participate in the [Santa Fe] seminar and thus expose her theory
behind such experiment. I'm citing Merlier’s history also because one of
my favorite parts of Genres of Recollection is when Papailias quotes one
of Merlier’s “work letters” (in opposition to “personal” ones), written in
a hotel outside of Greece, in which she describes the place in which she
was writing, with files and folders on her side turning that place into her
working space. Even more interesting is the fact that she wrote, along
with instructions and commentaries to the Centre’s workers, a reflec-
tion about including in this “work letter” such personal digressions — and
even more, that she typed them! Literacies, Blommaert would say, and I'd
bring Anzaldua along again: writing is not separated from life. Papailias’
commentary on that letter is also beautiful: Merlier was a person with-
out roots, that moved from city to city many times, married a French
man, traveled often to different countries; therefore, creating — even that
for a few hours - an “office” at a hotel’s table and describing it in her letter
was a way of creating, in writing, the feeling of a home. Really beautiful,
isn’t it? (It gets even more beautiful with a notebook on the lap, rocking
inside a semi sleeper bus).

[I'd like to make another digression: I can’t discuss Papaili-
as’ work any further, but she makes a really cool discussion
about textual genre, relations between texts, the association
of texts to “traditions” of similar ones and the effects produced
by all that. In short, she discusses a book titled OrrHokosTa,
by an author who specializes in “documental fiction”, whose
form imitates an archive - it is a number of “testimonies” giv-
en to a “historian” whose intentions are not exactly clear. At
the time this book was published, the testimonial genre was so
well established that many critics refuted the book, repelling it
as false. The citation became dangerously faithful to the origi-
nal. It got me thinking: this thing I'm doing - is it really a let-
ter? Or is it just an imitation of this particular genre? Bakhtin
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comments how some genres, such as the romance (Papailias
adds: and the ethnography), derive their characteristics from
other genres. Maybe this scientific writing here borrows some
marks from the epistolary, maybe my academicism contam-
inate even my most mundane writings, maybe this “person-
al communication” style freed my words here, maybe I have
them planned a lot more than I would have done in a “real”
letter. Maybe this letter holds more artifice than it appears,
so these “personal communications” become more credible as
such - don’t let yourselves be fooled by me, you have no way
of knowing it. And, to some extent, me neither.]

This whole “building a home on the letters” thing is particularly appeal-
ing to my eyes because I like to think about the documents I've investi-
gated both as things that circulated over long distances and as immate-
rial rraces — places for discussing things, meeting people, relieving some
feelings, elaborating identity, creating relationships. Some “personal”
texts, published (and to what extent edited?) in Um Outro Olhar in the
form of letters (sometimes addressed to the bulletin’s editor: “Dear Mir-
iam”, “Dear friend, thank you for staying with me yesterday on the
phone”, etc.), bring accounts that are so intimate as they are seemingly
prosaic®: for instance, Malu, a university professor in Rio de Janeiro
State, tells she heard at work a “joke” associating to lesbians the sport
she practiced; infuriated and courageously, she answered with some-
thing along the lines of “what if I was one?”, which is still different from
“I am, any problem with that?”, more possible nowadays. This evasive
confrontation, this letter telling this event and it being published (under
a nickname), to me all that points both to how hard it was to talk about
it and also how necessary. The bulletin offered and multiplied the pos-
sibilities of “whom to” talk about it - there is no possible narrative with-
out a listener, right??° Another woman, Ana, who made a telephonic call
to Miriam (from the USA! Try to figure how much this wouldn’t have
costed in the 1990s. And her letter is really long — she needed to talk?),
tells about her personal drama: getting involved with straight women.
Cice tells her relationship to a married woman (who didn’t even like her
that much, she says), a bonding that ended after that woman’s husband
forbid the both of them to see each other. Mary writes to reformulate
what she had previously said in one meeting of the group (something
that ended up being published in the bulletin as a part of that meeting’s
“report”): she had reflected upon it and concluded that no, having a girl-
friend doesn’t make it easier to come out of the closet; she had nothing
to prove to anyone. Besides that, in the same letter she tells that she was
going to focus on loving herself first, on loving being a lesbian, and only
after that she should pursue her dream of finding a loved one - reading
the bulletin helped a lot, yes, thanks! Nand, a physician with a literary

29. The account mentioned here are discussed in more depth in the 3rd chapter of my
dissertation (Maia 2017a, 134-178).
30. See Meccia (2016).
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vein, writes a short story that depicts the same romantic love ideals
present in her autobiographical accounts, in which she narrates the
development of her relationship. Different women publish, in almost
all issues of Um Outro Olhar, love poems for a loved one, bitter poems
about rejection and loss, laudatory poems about missing someone who
had passed away, inspiring poems about lesbian pride. This is, to me, a
collective construction of ideals about love, shared and created through
the circulation of writings, made by women who frequently complained
about having no “models” for that. I have read Butler’s Excitable Speech
thinking a lot about those texts - about two, in particular: Nani telling
she used to feel anguish because of her unintelligible feelings toward
other girls, until she was called a DYKE by a neighbor. After that, the
“understood what she was”; the second is when Eliane, one of my favor-
ite collaborators to Um Outro Olhar, wrote a letter saying she longed for
the day in which “dyke will become a compliment”. That, my friends, is
what “promoting pride” is all about.

It is funny how writing sometimes is more like a specific way of think-
ing, isn’t it? I mean, writing almost as a way of investigating, trying to
look for insights on the dialogue [with oneself] laid out on the paper.
(nothing new under the sun, right, Carolina? Isn’t that the reason why
you write a personal journal? What a genius.) I just realized something.
I've once heard from my friends variations on the theme “you study
letters, right?”. At first, I thought they were referring to (and maybe
they were) personal ads - I used to publish some [on my Facebook pro-
file] (is it ethical? I'm thinking about that now). After losing the count of
how many times I've answered “that’s not reeeeally what my research
is about”, I've started to pay more attention to them, in a kind of net-
work-built non-directive approach to inspiration... But paying more at-
tention to what I'm writing now, I realize that not only the documents
I've analyzed were crucially defined by correspondences, but also that
a very meaningful part of that content fall under the epistolary genre.
0k, that’s not new to me, I actually mention that in the dissertation
(I have even a hypothesis for why letters, that I'll summarize shortly
after this, and after that I promise this text will come to its end), but
I haven't formulated it that way. My friends think I “study letters” (in-
stead of I “study lesbian periodicals”) because, well, I talk about letters
all the fucking time. You see... Since my dissertation has already been
approved, I thought I had already understood what it is about...

Both Gloria Anzaldua (in her Letter to Third World Women Writers) and
Audre Lorde (in Age, Race, Class, and Sex) come down on the bourgeois
ideal from A Room of One’s Own: paper is expensive, time is scarce; if
you can’t afford to write a novel, write bit by bit, as much as you can.
Lorde defends poetry as the most economical genre, the voice of poor
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women and of women of color. In the case of the women whose writings
I've analyzed, I think the deal wasn’t exactly having “a room of one’s
own” (meaning time and financial autonomy), but more about creat-
ing authoritative, legitimate narrative voices for thinking their own
lives. Lorde highlights how much investment (material, emotional, of
time) and dedication writing a long narrative (such as a novel) requires.
I think the same could be said about the more evidently “political” ar-
ticles and essays present in Um Outro Olhar, as well as reports, polit-
ical calendars, etc., that require a lot of time for preparing them, lots
of reading, discussion, baggage. Letters appear, then, as an accessible
genre for writing opinions and narratives of one’s own experiences —
and those letters were published in their entirety in the bulletins as a
way of expanding the discussion. (What I wouldn’t do to be able to re-
write that part of my dissertation now!)

After rereading those topics listed on my first e-mail, it got me thinking
if I could really be able to discuss all three access I promised I would
bring here. Then I asked myself if, when I was writing those e-mails, I
hadn’t already dropped the commitment to fulfill that promise. Then I
got angry at myself: I never wanted this last message to serve as a “con-
clusion” - it would give it an appearance of cohesion and totality that
was exactly what I was trying to run away from. Well, now it’s your
turn to say if it worked.

(I hope it did.)

Love,
Carol

P.S. I've made a copy of my friend’s poem about “pursuing the clouds” in
the next page.

P.S.2: “A wild patience / has taken me this far” are lines from the poem
Integrity, by Adrienne Rich.

P.S.3: Just so you have an idea of my traveling here, I've finished this
letter close to Registro/SP.

[page break]

Faz tanto tempo que ndo paro:
tem que ler

tem que escrever

tem que lavar roupas

fazer comida, se houver.
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Traduzir, ler, procurar
escrever. Concluir.

Faz tanto tempo que ndo
namoro com as nuvens.*

(Mariam Pessah)
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31. It’s been a while since I don’t stop
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I have to write

I have to do the laundry

and cook my food, if there is some.
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to write. To conclude.

It’s been a while since I don’t

pursue the clouds.
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ABSTRACT

New forms of organizing social movements are de-
bating the intersection of different social markers
or axis of oppression, as gender, sexuality, class and
race, problematizing sexual and gender norms. Us-
ing an ethnographic approach and qualitative meth-
ods such as interview and observation, the present
study aims to answer the question: What does it
mean to the activists from A Revolta da Lampada to
do activism using artivism as a method, on a collec-
tive with intersectional inspiration that has the free
body as a common struggle denominator? The col-
lective from Sao Paulo, Brazil, claims to be a platform
with intersectional horizon, creating a common de-
nominator - the free body — among different identity
groups without the hierarchization of agendas and
delegitimization of its exclusive spaces. Through the
celebration of their bodies occupying public spaces, it
uses diverse artistic expressions to do activism, what
is being called artivism.
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1. INTRODUCTION

The Brazilian LGBT movement, initially known as the homosexual
movement, first made its appearance in the late 70s in association with
the global ripples of counter-culture and developed an antiauthoritari-
an tendency (Benetti 2013: 31-34). During the 80s, there was a significant
reduction in the number of groups due to the association between AIDS
and homosexuality. This resulted in a more pragmatic approach for cre-
ating alliances with the State aiming at guaranteeing civil rights and
protecting homosexuals from discrimination and violence (Green 2015:
291-292, Miskolci 2011: 40-41).

From the beginning of the 1990s, the movement once again has be-
gun to grow and has diversified the institutional formats through
which it had been organized. Using an identitarian discourse and
a rights-based approach (Itaborahy 2012: 21), the movement focused
the political struggle on law reforms, believing in a ‘legal utopia’,
which lead to an unwanted consequence: the stratification of re-
spectability/citizenship considering the sexual identity (Carrara
2012: 143, Colling 2010: 3-5).

In recent years, new forms of social movements have appeared de-
bating the intersection between different social markers or axises of
oppression, such as gender, sexuality, class, and race. Together with
the emergence of artists who problematize sexual and gender norms
(Troi and Colling 2017: 127), they are constantly attacked by conserva-
tive sectors in Brazil. Within this context, an artivist collective called
A Revolta da Lampada (‘The Lamp’s Revolt’) was founded in S&o Paulo
in 2014, choosing as common denominator the Corpo Livre (‘Free Body’)
to gather activists from diverse identities who suffer different kind of
oppressions for being how they are. With Fervo tambem ¢€ luta (‘Party
is also fight’) as one of its mottoes, the collective proposes the celebra-
tion of deviant bodies and uses diverse artistic expressions to create a
different way of doing activism, called artivism.

Considering the inquiry perspectives opened by feminist scholarship
with the use of intersectionality, using from an ethnographic ap-
proach, this paper intends to use intersectionality as lens with an-
alytic sensibility to investigate intersectional dynamics and the so-
cial movements praxis from the collective A Revolta da Lampada, by
answering the research question: What does it mean to the activists
from A Revolta da Lampada to do activism using artivism as a method,
on a collective with intersectional inspiration that has the free body
as a common denominator of struggle?



123

In the context of identity politics and rights-based approach within the
Brazilian LGBT movement, it is relevant to understand the mechanisms
that social movements are creating to join forces against conservative
tendencies and work different issues in solidarity. To do so, this paper
explores this process of experimenting new ways of resistance on the
Brazilian social movement, investigating the praxis from the collective
A Revolta da Lampada.

1.1 BRIEF HISTORY OF THE BRAZILIAN LGBT MOVEMENT AND SOME
REFLECTIONS ON ITS POLITICS THROUGHOUT TIME

The second half of the 20th century was marked by a new trend on so-
cial movements - especially the feminist, homosexual, black liberation,
and environmentalist movements - that were interested in questioning
modern disciplinary institutions and fighting for their own rights. They
largely emerged in the US and Europe in a moment of cultural and po-
litical effervescence, with “the influence of the hippie movement, the
Beatniks, May 1968, and a whole perspective of sexual liberation and re-
thinking political and social issues” (Benetti 2013: 31). During that time,
and unlike the countries from the global north, which were experienc-
ing a moment of sexual and political liberation, Brazil’s experience was
characterised by exile, censorship, torture, and lack of civil rights.

The year of 1978 was marked by the beginning of the “First Wave of the
Homosexual Movement”. This early activism emerged within a larger
context of democratic opposition to the military regime, inspired by so-
cialist and anarchist ideologies, characterised by a “strong antiauthori-
tarian language aimed at strengthening a ‘homosexual identity’ (Green
2015: 273-274). MacRae (cited by Facchini and Lins Franga 2009: 60) also
pointed out in this context the emergence and the visibility of the fem-
inist and black movements, as some of its activists started to defend
a strategy of social transformation that would go through an alliance
with other minorities, workers’ movements and left-wing groups.

As such, the homosexual movement was born in a much broader con-
text of social justice through social and cultural change, establishing
some dialogues with other minority groups, contesting gender norms
and heteronormativity. Some researchers as Benneti (2013: 36-37),
Colling (2010: 3-5) and Sant’Ana (2017: 20-21) also believe that some of
these concerns of the movement reflect a ‘queer Brazilian embryo’.

Analysing the movement’s ideology, MacRae (cited by Facchini 2010:
89-90) explains that it carried a great deal of counterculture and the
anti-authoritarian spirit of the time, producing a discourse aimed at a
broader transformation, including homosexuality as a strategy for cul-
tural transformation, corroding the social structure from the margins.
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In the early 80s, a drastic reduction of groups took place. Many factors
contributed for it, ranging from a lack of financial resources, financial
crisis, and so on. Regarding that reduction, it is crucial to remember
the role of the HIV/AIDS epidemic, when international and local media
started to frame it as the ‘gay cancer’ or ‘gay plague’. Many activists died,
and the movement suffered internal divisions, as some groups wanted
to gather efforts to fight the epidemic while others wanted to avoid the
identification of AIDS as a homosexual disease (Itaborahy 2012: 19).

The “Second Wave” followed in the mid-80s, with the process of re-de-
mocratization and fight against HIV/AIDS. Groups focused on the ep-
idemic learned how to get money from the government and interna-
tional organizations, helping to develop the movement with these
investments, and succeeding in dialoguing with the State to assist in
the creation of the Brazilian AIDS program. However, the epidemic had
the effect of re-pathologizing homosexuality, creating the stigmatized
‘bioidentity’ of the AIDS patient by reconfiguring the pyramid of sexu-
al (and social) respectability, and did not develop a more critical and
‘denaturalizing’ view of heterosexuality, which remained in a ‘comfort
zone’ (Miskolci 2011: 40-41).

During the 80s, PT (Worker’s Party) was the only party to include gays
and lesbians’ rights in their political agenda (Green 2015: 291-292). The
90’s saw a revival and inaugurated the ‘Third Wave’, establishing the AB-
GLT (Brazilian Association of Gays, Lesbians, Bisexuals, Travestites and
Transexuals), a national umbrella organization that helped to unify the
movement, approving a resolution defining same-sex civil unions as its
top priority (Facchni cited by Itaborahy 2012: 23). After the withdrawal
of PT’s support for the issue, one of its deputies at the time, Marta Supli-
cy, launched a national campaign to approve a bill legalizing same-
sex domestic partnerships. After a decade of unsuccessful attempts,
the movement dropped the legalization of same-sex civil unions as its
priority and adopted a different discourse which embraced all the seg-
ments of the LGBT movement: the discourse against homophobia (Itabo-
rahy 2012: 23). Another important remark for this period was the idea of
organizing street events to celebrate the International Day of Gay Pride,
which became the mark of the movement on the national and interna-
tional level in the beginning of the 21st century (Facchini 2010: 110-111).

Due to the relative success of public policies focused on STD/AIDS, social
demands gained more political relevance in the area of healthcare, edu-
cation, culture and, finally, in the demands for the recognition of rights.
Carrara (2012: 143) analysed this process and pointed out two hazardous
unwanted consequences of the ‘judicialization of the Brazilian sexual
politics™ it can cause differential access to justice and its application
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in an unequal country such as Brazil. The legal achievements can gen-
erate unequal results that can only be accessible by an elite, resulting
in a hierarchy of those who hold more rights than others and/or in a
stratification of respectability/citizenship considering the sexual iden-
tity (Carrara 2012: 143; Miskolci 2011: 42).

1.2 BRAZILIAN POLITICAL/SOCIAL CONTEMPORARY CONTEXT

The year of 2013 was marked by numerous protests in hundreds of Bra-
zilian cities. The protests were summoned on the internet and triggered
by an increase in the price of public transport but ended up bursting a
bubble of discontent. The original claims - or the variety of different
claims - got coopeted by right-wing movements trying to forbid the par-
ticipation of left-wing parties and workers’ unions, a sign of the polar-
ization that started to divide the population between “left” and “right”.
The parties’ supporters, who believed in an imminent coup, were op-
posed by those claiming to be against corruption, who believed in an
impending impeachment (Tatagiba 2014: 39-44).

Although Dilma Rousseff managed to win her second election in 2014,
Brazil’s Congress voted for her impeachment in 2016. The vice-president,
Michel Temer, was declared president and promoted a complete change
in government (from left-of-centre to right-wing). Temer’s administra-
tion began by approving a constitutional amendment known as ‘the end
of the world’ that imposed a 20-year cap on federal spending, including
education and health care. He also approved a labour law reform pretty
much celebrated by big companies, but not by workers (Barbara 2017).

In an effort to distract the population from these scandals and playing
with its sense of morality and the need to protect the “Brazilian tradi-
tional family” (Herdt 2009), non-gender conformist groups were being
demonised. During our fieldwork, a museum exposition called ‘Queer-
museum: cartographies of difference in Brazilian art’ was accused of
paedophilia and zoophilia by the group who fuelled the protests for Dil-
ma’s impeachment called MBL (‘Brazil Free Movement’). Some days af-
ter, a federal judge decided that the Federal Council of Psychology should
reinterpret an internal standard, issued in 1999, to stop prohibiting psy-
chologists from offering ‘sexual reorientation’ therapies, opening a rift
for the notorious ‘gay cure’ (Langlois 2017).

All this was taking place in one of the most lethal countries for LGBTSs.
According to GGB (Gay Group of Bahia), 347 murders were reported in 2016
and according to the TGEU’s Trans Murder Monitoring Project, Brazil
was the country with more killings of transgender people in the world
due to transphobia, with 40% of the total the accounted killings, 868 out
of 2.190, from 2008 to 2016 (TvT research project 2016: 7-16). The 2013 IBGE
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(Brazilian Institute of Geography and Statistics) survey showed that the
life expectancy of the transgender community is no more than 35 years,
less than half of the national average of 74.9 years (Rede Trans Brasil
2017: 56).

All these recent events reveal a more complex process of advancing the
interference of fundamentalist religious groups over the constituted
powers of Brazil. Groups that were already dominating the Legislative
agenda and influencing the Executive, now extended their arms also to
the Judiciary, museums and theatrical stages in a true crusade against
sexual and gender diversity (Brum 2017, Quinalha and Galeano 2017).

1.3 THE INTERSECTIONAL AND/OR ARTIVIST COLLECTIVES' SCENE:
PRESENTING A REVOLTA DA LAMPADA

Many examples can be found of groups that gather activists from the
black and LGBT movements, as Rede Afro LGBT (‘Afro LGBT Network’), a
group that emerged in 2005 and is a multi-identitarian organization,
which also assumes the fight against machismo, sexism, among other
human rights agendas (Ratts cited by Luz 2012: 3). Although it was creat-
ed because of the insufficiency of an identity representation, it opts for
the strategy of reaffirming identities, forcing an extension of the limits
of both (Bairros cited by Luz 2012: 3).

In an attempt to explain the recent emergence of artivist collectives in
Brazil, “especially those in sexual and gender dissent”, Troi and Colling
(2017: 127) list the following reasons:

the expansion of access to new technologies and the mas-
sification of social networks; the broadening of the LGBT
theme in the media in general, especially in soap operas,
films and television programs; the emergence of diverse
trans identities and people who identify themselves as
non-binary in our country, as well as the valuation of
fechagdo!, non-compliance with the norms (corporal and
behavioural) of effeminate boys, masculine lesbian wom-
en and other several flexible identity expressions (...). But
perhaps the most important of the reasons lies precisely
in the self-declared or not need to react to the terrible pic-
ture in which we are inserted, marked by the return and
growth of conservatism and religious fundamentalism.

According to the authors, a profusion of diverse collectives, with an empha-
sis on performances, such as O que voce queer? (Belo Horizonte), Cena Queer
(Salvador), Anarcofunk (Rio de Janeiro), Revolta da Lampada (S&o Paulo), Selvd-
tica agoes artisticas (Curitiba), Cabaret drag king (Salvador), Coletivo coiote (no-
madic) and Seus putos (Rio de Janeiro) is arising (Troi and Colling 2017: 127).

1. “The fechagdo consists of a performance that is characterized by exaggeration, by the de-
liberate artificiality and, in this case, by a set of actions, gestures and postures that inten-
tionally do not conform to what society generally expects from a male person” (Colling 2012).



FIGURE 1
“"RDLin the
street 2016".
Photographer:
Rafael Canoba?.
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Among these groups is the collective A Revolta da Lampada. ‘The Lamp’s
Revolt’. Its name is a reference to a homophobic attack that took place
in Sao Paulo in 2010, when two gay men and their heterosexual friend
- who was ‘read’ as gay - were violently attacked with long lamps (Gl
2010). Four years later a group of friends/activists from different move-
ments organized a protest at the same place. In the event’s description
on Facebook, the activists said that “the fluorescent lamp has become
a symbol of oppression not only to LGBTSs, but to all bodies perceived as
inadequate by the hegemonic model” (R7 2014).

The collective claims to use an intersectional framework, gathering ac-
tivists from different movements fighting for the ‘free body’ of all those
who suffer any kind of oppression. Using a language of resistance through
protests which become parties, the public is invited to express itself freely.

2. Rafael Conoba’s pictures were given to the collective, sharing his personal files for this paper.



The agendas of these protests range from current political issues or scandals
to the violence against different oppressed bodies, with speeches and gigs
from different activists and artists, closing in a big celebration in the streets.
The work done by the group is not limited to protests, but extends to promote
roundtables, seminars in universities, workshops about artivism, etc.

FIGURE 2
“RDL in the
street 2016".
Photographer:
Rafael Canoba.

As claimed by one of its activists, Gustavo Bonfiglioli (2017), there is a
need to rethink the resistance and organisation methods in the move-
ments, considering the fragmentation of different identity groups while
the enemy more openly promotes oppression — more lamps onto every-
body’s faces. Explaining the collective, he says that it is

a platform with an intersectional horizon which wants
to create a common denominator among different fights
without the hierarchization of agendas and delegitimiza-
tion of its exclusive spaces. On the idea of free body, trans
and cis women, travestis, black men and women, poor peo-
ple, bichas, sapatonas, transmen, immigrants, refugees,
fat bodies, aged bodies, independent artists, workers, peo-
ple in street situation, etc. march together in the streets.
Different realities, different levels of privilege, but with
something in common - oppressed bodies for being how
they are and operating as they wish. To occupy the streets
for the free body has been an exercise of resistance and
meeting, sharing, affection and celebration among these
different bodies who march - and dance - together: be-
cause Fervo tambem € luta (...). And not to unify under the
same flag, but to host all the flags at the same time, on the
same space (Bonfiglioli 2017).
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FIGURE 3
“"RDL in the
street 2016".
Photographer:
Rafael Canoba.

2. CONCEPTUAL AND ANALYTICAL FRAMEWORK

2.1 NECESSARY DEBATES ON SOCIAL MOVEMENTS' THEORY: A SHIFT IN
POLITICS?

As shown above, the mainstream Brazilian LGBT movement struc-
tured its claims on the recognition of different identities to demand
rights and citizenship. Categories such as heterosexual, gay, transgen-
der, travesti etc. not only provide an illusion of belonging, but also lim-
it our understanding of gender and sexuality as variable behaviors,
constantly changing throughout history (Ingraham 2006: 312-313).
“Rights-based organization strategies and developed interventions
around sexual orientation and gender expression need to shift away
from common categories of identity toward a broader context of strug-
gle” (Budhiraja et al. 2010: 131-132), as that approach masks the real
diversity in sexual/gender expressions.

Butler believes that it is necessary to make political claims using cat-
egories of identity and to have the power to name yourself, but it is
also necessary to remember the risks that these practices imply (cited
by Colling 2010: 2). The queer political proposal does not point to any
division, but rather it is a unifying appeal to various non-conformist
gender/sexual experiences: the experience of shame. Being cursed as
bicha/faggot, sapatdo/dyke, abnormal or degenerate is the founding
experience of the homosexuality discovery, or what our society still
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attributes to it, the space of humiliation and suffering. Turning this
experience into a political force of resistance is the purpose of the orig-
inal queer proposal (Miskolci cited by Colling 2010: 2). For Seffner (2011:
75-76), using the injury as the common denominator that constitutes
LGBT, also allows articulations with other social movements where
injuries of race, class, religion, gender, HIV status, disability, migrant
or refugee status are discussed.

Manuel de Landa introduced useful distinctions between two gener-
al network types: hierarchies and meshworks. The first has a cen-
tralised control, is over-planned, homogenised, with particular goals
and behaviour rules, operating in tree-like structures, as the military,
bureaucratic organisations and capitalist enterprises. The second,
on the contrary, is flexible, based on de-centralised decision making
(as ‘swarming effect’), self-organisation, heterogeneity, diversity, not
having an overt single objective (cited by Escobar 2009: 397), non-hi-
erarchical relations, direct democracy, and the striving for consensus
(Juris 2008: 354). Deleuze and Guattari used the metaphor of ‘rhizomes’
to describe meshworks, suggesting that they are “networks of hetero-
geneous elements that grow in unplanned directions, following the
real-life situations they encounter” (as cited by Escobar 2009: 397).

Another important point on the social movements’ field is the central-
ity of knowledge-practices in movements and how these enactments
weaken the boundary between activist and academic knowledges. The
present paper aligns with the two-fold argument from Casas-Cortes
et. al. (2008: 45):

First, movements generate knowledge and that knowledge
is material - that is, concrete and embodied in practice. As
such, it is situated. Second, knowledge-practices are polit-
ically crucial, both because of the inextricable relationship
between knowledge and power and because of the unique-
ly situated locations of these practices.

2.1.1 The role of emotions in doing activism

Due to the enormous personal commitment entailed by being an ac-
tivist, the role of emotions and pleasure involved in the collective ac-
tion should not be underestimated. Therefore, the safe space created by
some social movements plays an important role on why activists stick
to their movement, by promoting a place where they can share painful
experiences, know about each other, share knowledge, and work their
reflexivity and positionality — what is called ‘affective politics’ or ‘poli-
tics of affections’ (Brown and Pickerill 2009: 32-33).
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2.2 INTERSECTIONALITY

Intersectionality “has been heralded as one of the most important con-
tributions from the feminist scholarship” (Davis 2008: 67). The term
intersectionality was first coined in the 80’s by Kimberle Crenshaw, a
black North-American feminist. She first used it to explain the differ-
ence in experiences and struggles of women of colour, considering not
only their gender, but also their race. The concept, however, originated
in the 70’s when different feminist groups - black, lesbians, third-world,
anti-colonial - started to challenge the category ‘woman’ as a united
block. They claimed, instead, that different groups of women have dif-
ferent struggles, considering their variety of identities and power re-
lations involved, and that the idea of ‘sisterhood’ was taking in con-
sideration the experience of western, white, heterosexual, middle-class
women (Denis 2008: 679). The concept evolved and can be explained as
an analytical tool to explore the interaction between different categories
of identities, but also of oppression/subordination/privilege — as gender,
sexuality, race, ethnicity, caste, class, religion, age, body, etc. According
to Cho, Crenshaw and McCall (2013: 785), intersectionality is developing
towards a field of studies, that can be divided by fluid boundaries into
three different areas of engagement:

the first consisting of applications on an intersectional
framework or investigations of intersectional dynamics,
the second consisting of discursive debates about the scope
and content of intersectionality as a theoretical and meth-
odological paradigm, and the third consisting of political
interventions employing an intersectional lens.

2.3 THE BODY

As Grosz states, “we understand bodies as sites of cultural meaning,
social experience and political resistance” (paraphrased by Harcourt et
al. 2016: 149). Since Foucault’s exploration about resistance to system-
ic power situated on the body, feminist scholarship has tried to shake
presumed concepts of gender and biological sex (Harcourt et al. 2016:
149). Queer theorists, such as Butler, allowed the theorization of heter-
onormativity as a set of legal, cultural and institutional practices which
keep assumptions of gender as a binary system that reflects biological
sex, believing the only natural sexual attraction is the one between the
supposed ‘opposite’ genders (cited by Schilt and Westbrook 2009: 441).
Spivak and Mohanty wrote about the experience of female embodiment
being informed by sexism, racism, misogyny and heterosexism (cited
by Harcourt et al. 2016: 149). However, this experience can be enlarged to
all bodies who express the feminine, as effeminate gays, transwomen
and all others who do not conform with the heterosexual norm.
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In the last decades, body politics place the body as a site of resistance,
being an important mobilizing force for gender equality, sexuality and
human rights. On an essay about ‘unworthy bodies’, Borghi (2016: 4-5)
explores the relationship between public space, body and performance,
giving attention to the bodies that do not conform with the heterosexu-
al-patriarchal sexist and capitalist norm, which considers these bodies
as out of place, putting them aside, marginalized and excluded from
the privileges. She departs from the point of view that the public space
is not neutral, and it is ruled by the heterosexual norm. In this per-
spective, the body is in constant relationship with the space, not only
the body inhabits the space, but it is also space. Hence, the body is a so-
cial space, relates with other spaces and participates on producing the
space. In this way, bodies have enormous potential - bodies outside the
norm have even more -, as they have a strong subversive potential that
can allow the transgression of the norms that regulate public spaces.
If we add artistical performances to the body, we perceive forms of ac-
tivism and resistance in which we use our own body as support for ac-
tion in the public space, what allows us to make visible the relations of
domination and social injustice, bringing a new way of doing activism.

2.4 ARTIVISM

Distinct aspects traditionally characterize art and activism: art is situ-
ated in the symbolic, while activism operates symbolic actions that in-
terfere in the real. The historical value of authorship has led art to build
itself from the individual, activism aims to incite a collective action; art
reinterprets the world, while activism aims to transform it. However, a
simple exercise of reflection is enough to dismantle these conceptual
premises that dictate exact boundaries between what are no more than
cultural constructions, that can always be overlapped, reinvented or,
subverted (Mourdo 2015: 53-54).

Artivism can be understood as a conceptual neologism that calls for
links between art and politics, and stimulates the potential uses of art
as an act of resistance and subversion. It can be found in social and
political interventions, produced by people or collectives, through poetic
and performative strategies. Its aesthetic and symbolic nature intensi-
fies, sensitizes, reflects and questions themes and situations in a given
historical and social context, aiming at change or resistance. Hence,
according to Raposo (2015: 5), artivism is merged as a cause and a social
claim and simultaneously as an artistic breakthrough - namely, by pro-
posing scenarios, landscapes and alternative ecologies for enjoyment,
participation and artistic creation.

From the different kinds of the artivist’s expressions, the performance
is the one which allows to bring together the constructions coming
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from what is historically understood as art and activism, since it uses
the body as a mean of expression, which is presented in both these two
historical traditions. According to Mourdo (2015: 67), there are four key
factors needed for a successful performance:

1 - transmit a vibrant dissonant dimension, using forms
of communication more emotive and symbolic than log-
ical-rational;

2 - exerting itself unexpectedly, creating an impact by the
element of surprise;

3 - in space and/or time with special meaning, playing
with the artistic notions of site-specific and dramatic nar-
rative (associated with dates and symbolic events);

4 - be registered and transmitted by the media and/or the
internet, reaching the public sphere and public cyberspace,
the media stage that generates public.

By using their bodies, they create a different kind of art, that is used
politically to express a message, and that will only be acknowledged by
the emotions that it will provoke.

3. RESEARCH APPROACH AND ROLE AS RESEARCHER

Considering the objectives of my research, it aligns with an ethnograph-
ic approach, as it involves the exploration of a cultural group, trying to
understand and interpret the point of view of its participants (O’Leary
2004: 118). In order to answer the research’s question, different research
methods were used to gather primary data, such as interviews and ob-
servation. However, the main method used was informal, semi-struc-
tured, one to one interviews, as it is the method that allows the develop-
ment of rapport and trust between the researcher and the interviewee,
providing rich and in-depth qualitative data (O’Leary 2004: 161-170).

The questions around my positionality appeared mostly intuitively in
the process of choosing my topic. For a long time, I saw myself as a
sexual minority who suffers discrimination for being bicha and fat.
The fear of discrimination and violence shapes and forces the person to
analyse himself, to be aware of his difference in relation to the others. I
had already acknowledged that I did not suffer the same oppressions as
others and started to see my struggle in a different way. However, this
only came to light when I started to study intersectionality in its dif-
ferent ways of engagement. Now I understand my position of privilege
for being a cisgender, white, middle class man, even being a fat bicha,
considering the sum of my other identities, I am on a privileged position
within the LGBT community.



134

Now as a researcher I position myself as doing a research with, and not
on social movements. I listened to my interviewees as someone curious
to learn what the experts on that kind of activism had to tell me, always
investigating what all the concepts that I am discussing on this paper
meant to them and trying to understand how they practice them.

3.1 DATA GENERATION METHODS

3.1.1. Interview and sample selection

The interviews had an informal and flexible structure, following a
guideline questionnaire elaborated previously, but on a way that en-
abled to explore specific points following the natural flow of the con-
versation. With the help of Cadu Oliveira — one of the activists from
the collective - I sent them an explanation about my project and asked
for a response of those who would like to contribute to my research.
As the first interviews were happening, different names started to ap-
pear. In a snowball sampling method, I asked again for Cadu’s help to
name other activists that could reflect the collective’s diversity. Most
of the interviews took place at a friend’s apartment in Paulista Ave-
nue, where I could create a safe and inviting environment. Other in-
terviews took place in their houses and in a park, attending to my
interviewees’ preferences.

The interviewing process took around 4 weeks and earned me 11 in-
terviews. Before starting each interview, I asked the consent from the
interviewees to record our conversations. Considering the topics that
were touched during the interviews and their role as activists and
public figures, I explained that anonymity is not recommended in this
research, and I offered a ‘term of free and informed consent’ explain-
ing the research and giving the option to be asked previously in case I
decide to cite them on the paper. All of them signed the term and only
one activist asked to be asked about the use of his words expressly. It
was assured the confidentiality in specific topics in case they would
find necessary, giving them “the right to decline to answer any par-
ticular questions, and the right to end the interview upon request”
(O’Leary 2004: 167).

3.1.2 Observation

Another research method used was to gather primary data through
observation. I observed a meeting from two GTs (group work) about
a fundraising party for their protest in November/2017 and a cine-
ma event organized by the collective. This observation was fully dis-
closed, non-participant and unstructured. Another episode that was
observed was the collective’s participation during the major protest
that happened in Sdo Paulo on the 23rd of September 2017 in response



135

to the judicial decision that allowed the usage of ‘sexual reversion
therapy’ by psychologists in Brazil, the commonly named ‘gay cure’
(Langlois 2017). This observation was, however, fully participant — as
I could not fight against my bias and my positionality around the
theme. The data collected during my observation helped me to form
my analyses on how the collective structures themselves work out
their own horizontality.

3.1.3 Secondary Data

Besides that, secondary data was collected from scientific articles, re-
ports from NGOs, international organizations, and mostly from the
collective and some activists’ production to inform the background. A
very rich amount of material about the collective has been produced by
them, and they are available in newspaper articles, videos and inter-
views on the internet. An internet research yielded 623 webpage results,
as well as 221 results on YouTube, on the 20th October 2017.

4, ANALYSIS AND RESEARCH FINDINGS

4.1 RDL'S INSPIRATION AND FIRST STEPS TO ORGANIZE THE COLLECTIVE

In 2014, the LGBT Parade in Rio de Janeiro was cancelled due to lack
of funding and help from different government institutions. An inde-
pendent one was organized and gathered LGBT groups, but also had
huge representation from feminist and black movements. The festive
aspect was very strong with provocative artistical performances, but
not without meaning and political claims. It was this joining of politics,
statement of different claims, articulation of different groups, and cel-
ebrations of different bodies in the public space that started to interest
Gustavo®. Back in S3o Paulo, a group of friends decided to post a call
through his Facebook page (Bonfiglioli 2014) asking for a meeting with
friends, activists or not, to think together a different way on doing ac-
tivism and to prepare the first RDL protest. More than 50 people showed
up on that meeting, and a manifest was collectively written with sev-
eral claims towards the Corpo Livre. Their first protest took place on the
same spot where the lamp episode happened on the Paulista Avenue.

4.2 SELF-IDENTIFICATION AND THOUGHTS ABOUT CATEGORIZATION

I interviewed 7 gay men with different social-economic backgrounds,
races, and migrant status; a bisexual woman, a lesbian one, an older
heterosexual black woman, and a trans man - as it can be seen on Ap-
pendix A. All the activists preferred to name their different identities
and some of them explained the political importance or need of using
those names.

3. Interview with Gustavo Bonfiglioli, 17 August 2017.
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Ariel* explained that he feels he belongs to all letters of the LGBT letter
soup. He says that he never saw himself as a lesbian, but as a sapatido,
and does not agree on how this term is seen nowadays, expressing only
relationships between two women, while there is a whole ‘sapatdo cul-
ture’ that englobes lesbians and trans men. For him, differently from
discovering himself as sapatdo, to identify himself as trans man was
a political choice that was taken in order to make people take his mas-
culinity more seriously. However, Ariel also identifies himself as bicha,
but this process happened from the general opinion of him. He started
to be “read” as bicha, as he believes that this is the masculinity — more
effeminate - that he expresses on other people’s eyes and suffered ho-
mophobic attacks because of this image.

Luana® affirms herself as sapatdo as she feels comfortable despite her
privileges as white, middle class, with a university degree, although she
knows that this is not the reality for many women in many places. She
believes we are living in a period when it is necessary, and political, to
name the identities but hopes that in the future, we will no longer need
to use those boxes. For Luis® it is necessary to distinguish how you iden-
tify yourself politically and how you see yourself personally.

Vitor” told me how he explains to his students why he uses the word via-
do and not gay. When he affirms himself as viado, he is claiming a place
different from the hygienic one that the word gay gained throughout
the years. He says that this conservative process was also promoted by
the so called ‘Brazilian Homosexual Movement’ in order to separate the
gay men who deserves respect from the more effeminate and peripheric
(and mostly black) viados and bichas.

Gustavo® explains that it is a paradoxical relationship, as he believes
on a hypothetical world where these categorizations should not matter.
However, while the different bodies get different value considering the
way they are perceived, it is necessary to embrace those categorizations
in some levels to gather in community and fight together for legitimacy.
Talking about critiques towards identitarian movements, which blame
them for promoting the weakening of the human rights, workers’, and
leftist agendas, he believes that it was a necessary political phenome-
non in order to understand their own specificities.

4. Interview with Ariel Nobre, 1 September 2017.

5. Interview with Luana Torres, 18 September 2017.
6. Interview with Luis Arruda, 22 August 2017.

7. Interview with Vitor Grunvald, 4 September 2017.
8. Interview with Gustavo Bonfiglioli, 17 August 2017.
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4.3 CORPO LIVRE: HOW THE ACTIVISTS SEE THIS INTERSECTIONAL PLATFORM
In brainstorms during the collective’s first meeting, the conclusion was
that they should articulate their actions around the body. This was
based on the idea that different bodies have different values for the
society. According to Gustavo’, when the black movements says, “the
cheapest flesh on the market is the black flesh”, is because the black
bodies are undervalued in comparison to the white body. When an LGBT
person receives a lamp on his/her face is because this body deserves to
be beaten, because this is a body that has less value. All these bodies
are different, have different privileges, but have something in common:
they are oppressed for being how they are. The idea that all the different
bodies need to be free and live with dignity, with access to resources, to
jobs, to affection, to sex, to whatever they wish.

Some of the interviewees explained that it is very important to be in a
space that acknowledges the complexity of their own intersectional iden-
tities, as some identity-based movements do not open the space to discuss
the specificities of people who embody different intersections, as sexuality
and race; sexuality with race and class, or all of those and HIV status.

Most of the interviewees explained in different ways how it is nec-
essary to have a better perspective of the society by an intersection-
al confluence of power relations, as many other movements are very
closed and do not dialogue with other groups. They agree that it hap-
pened for a reason, but what had attracted them is that the collective
gives an overview, passing through different kinds of oppressions, as
it is impossible to live in a society if you do not have a perspective on
how this society is composed.

Jose! gave the example of how diverse are the oppressions suffered by
the different activists from the gay bubble inside the collective. The dif-
ferences between a white middle class gay man from S3o Paulo as Luis,
and himself as a gay man from the countryside, coming from a more
conservative family. As between Andre, gay man from the Northeast of
the country, and Cadu, an effeminate black gay man, and Gustavo, a
white middle class gay man, but who is also fat and extremely fechati-
vo'. He tells that those people are “read” in different ways, even all being
gays. To him, this intersectional inspiration is a ‘mess’ that helps them
to understand that things are different for everybody regarding their
own embodied experiences, considering the place they occupy, their so-
cial class or race.

9. Interview with Gustavo Bonfiglioli, 17 August 2017.

10. Interview with Jose Alberto, 29 August 2017.

11. This term is used to explain people who gain the attention where they go by the way
they dress up and or express themselves. In this case, letting very clear that he is an
effeminate gay. See footnote n. 4.
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Different activists that were interviewed showed their concern to join
different oppressed bodies to the collective, in order to see their inter-
sectionality not only as a perspective, but also as real practice. They say
that the collective started mostly with middle class gay men and for
a long time they were the majority — a source of discomfort for them
and one of their biggest challenges. In order to counter this situation,
the collective has worked on gathering forces with different identitar-
ian groups, asking for the help of black and transgender activists for
specific events, and this relationship has helped them bringing those
different embodied experiences to the collective.

4.4 FERVO TAMBEM E LUTA AND ARTIVISM

Fervo tambem ¢€ luta (‘Party is also fight’) has an overall meaning per-
ceived by all the interviewees as celebrating the different oppressed
bodies in public spaces, the same spaces that do not allow their expres-
sion nor their existence.

As shown before, the collective was inspired by the independent LGBT
parade that happened in Rio de Janeiro in 2014. Not unlike the Brazilian
Carnival in the streets, it is far from being just a party, but is also polit-
ical on the sense of a democratic celebration that gathers people from
different social markers on the public space. Interestingly enough, as
the LGBT parades served as inspiration to this RDL's motto, according to
Jose'?, the last two LGBT Parades in Sdo Paulo began with a drag queen
shouting Fervo também ¢ luta, a sign that their message was starting to
be assimilated by other movements.

The first time I saw an artivist performance from RDL was in 2015. At that
time, inspired by Eduardo Cunha’s declaration - President of the Lower
House of Congress — that the discussion about the legalization of abortion
would only happen over his corpse, they organized the ‘Catwalk over Edu-
ardo Cunha’s corpse™ (A Revolta da Laimpada 2015a), where diverse people
explained their different reasons for walking over his body, linking it to
their free bodies, and walked over a doll with the congressman’s face,
indicating that the fight for women’s rights over their bodies would not
be silenced (Grunvald 2015: 37-38), ending with one activist taking off his
clothes and dancing over the doll. In the same year, one of the biggest and
most powerful Evangelical churches in Brazil released a video showing
a paramilitary army called ‘The Altar’s Gladiators Army’ (Exército Glad-
iadores do Altar 2015), showing a real threat to LGBTs and afro-religious
groups. In response to that, RDL produced a video presenting ‘Amazonas do
Fervo™ (A Revolta da Lampada 2015b), where a group composed by many

12. Interview with Jose Alberto, 29 August 2017.
13. See <https://www.youtube.com/watch?v=U-iUEDh{8g4>.
14. See <https://www.youtube.com/watch?v=WYmKmDgnKl4>.



different bodies wearing provocative clothes made fun of the military
language, while dancing and shouting the ‘Free Body Manifesto’.

Vitor, as an activist and academic, has been involved in various dis-
cussions around artivism. For him, artivism is a practice that belongs
to the political arena and to the art field. In some way, the artivism is
this grey area between art and politics, and talking about the artivism
proposed by the collective, he believes that it is built with a different
language to try to connect people in a way that traditional political lan-
guages are not able to connect.

From structured projects to improvised ones, the collective has different
ways of practising artivism. Through the discovery of their bodies’ possi-
bilities, political statements can be made with little resources. The col-
lective organized a workshop about artivism requested by MASP, and an
activist that collaborates with the collective, called Leandrinha Du Art®.
In this event, wheelchair trans women performed lying on the floor, in
front of the museum on Paulista avenue, with a poster: ‘The men who
desire me, kill me!’ (A Revolta da Lampada 2017c), explicitly linking the
contradiction between desire and oppression over trans bodies.

In response to the recent attacks to arts and culture, with the demo-
nization of nudity, the collective organized a photoshoot called “Meu-
KooPraCensura”” (‘My Ass to the Censorship’), celebrating the beauty of
different naked bodies, gathering women, bichas, black bodies, trans
bodies, etc (A Revolta da Lampada 2017g).

FIGURE &4

Photoshoot
"MeuKooPraCensura".
Photographer:

Rafael Canoba.

15. Interview with Vitor Grunvald, 4 September 2017.
16. See <https://www.facebook.com/LeandrinhaDuArt/>. Accessed 7 November 2017.
17. See <https://MeuKooPraCensura.tumblr.com/>.
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FIGURE 5

Photoshoot

"MeuKooPraCensura".
Photographer:
Rafael Canoba.
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Using the four key characteristics for a successful artivist performance
proposed by Mourdo (2015: 67) as a framework to analyse the perfor-
mances — and the photoshoot - described above, it is clear that they
attend all of them, as (i) they transmit a vibrant dissonant dimension,
through emotional and symbolical communication; (ii) were unexpect-
ed, creating a surprise element; (iii) were on a time/space with special
meaning and a dramatic narrative; and (iv) were registered by the mass
media or shared on the internet, perpetuating the message that differ-
ent bodies need to be free from different kind of oppressions.

Thus, artivism is a new concept that is not consensual yet, probably
because is something that is still under construction but so far is very
clear that they discovered that anyone can be an artist/artivist and that
they are delivering their political message in a different way, a way that
goes through emotions, as only art used to do.

4.5 LET'S TALK ABOUT PRAXIS!

The collective has the purpose to be horizontal, for Luis®, a challenge to
keep the horizontality is its size, as it is very important to bring more
and different bodies, however, with more people, different methods will
have to be elaborated to keep it horizontal and spontaneous, as he sees
the spontaneity as one of the collective’s main characteristics.

Many activists explained that they have three major events during the
year: the Revolta da Lampada parade in the street, the ‘CICLA das 5’ and
the monthly events on MAM. The other events are organized mostly

18. Interview with Luis Arruda, 22 August 2017.



FIGURE 6
Event at MAM.
Photographer:
Rafael Canoba.
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by invitations received from universities, museums, and other collec-
tives. The themes are chosen mostly based on the Brazilian social/cul-
tural/political context. An example is their monthly talk at MAM. One
of the museum’s entrances is in a major park in Sdo Paulo, ‘Parque do
Ibirapuera’. There, every weekend, hundreds of teenagers from differ-
ent social classes gather to skate, listen to music, flirt, and have fun.
Through events on their Facebook page they announce the theme to ev-
erybody that would like to join. However, the teenagers that are already
there are the ones who are invited to participate using non-usual ways
of persuasion, as little parties (fervos) and artistic performances. Once
they got their attention, they propose to talk.

On April 4%, 2017 the new national school curriculum was announced by
the Brazilian Government to journalists. Two days later, a new version
of the document was published excluding all the references to ‘gender
identity’ and ‘sexual orientation’ (Cancian 2017). On April 23 the collec-
tive organized the talk: ‘Gender in Schools: past and future of the LGBT
youth’. Considering that black people, women, LGBT, fat people, people
with HIV are systematically expelled from the spaces of power but also
from the spaces of affection. The collective proposed discussions around
sadness, depression and bullying, bringing diverse activists’ bodies to
tell their stories. (A Revolta da Lampada 2017a).
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In May they addressed the theme: ‘Masculinities: Are Men Educated to
Be Violent?’. The event ended with guests and activists publicly admitting
that reinventing masculinity into a healthy culture is only possible in
political and affective connection with women (A Revolta da Lampada
2017b). A similar process took place in July that year, this time addressing
the topic of HIV-based discrimination (A Revolta da Lampada 2017d).

Not all themes are chosen unanimously. According to Luana®, she and
Gustavo were trying to bring ‘fatphobia’ to the light many times but
there was always a more “urgent” theme. During the discussions about
the talk in August both had to stay still, and the group brought the
theme ‘The Fat Body is Beautiful’. Activists from different generations,
races and gender identities discussed models and stereotypes that mar-
ginalize the fat body in our daily lives (A Revolta da Lampada 2017e).

Working together with FESPSP, the collective and the foundation organized
annual cycle seminars - ‘CICLA das 5 - to discuss different issues within the
academy, activists, and the broad public. In 2017 the umbrella theme was
‘Work’s Uncertainties’, and the collective discussed different aspects of ‘Labor
and Vulnerable Bodies: The Company Imitates the Society’. The tables were
made by activists from cut-outs that prioritize the diversity of race, ability,
class, gender, sexuality, age, and HIV status (A Revolta da Lampada 2017f).

The invitation for the 2017’s protest is an example of how the collective
operates as meshworks with other social movements, to use the analo-
gy from Escobar (2009: 393-404). In the text, RDL intersects its intersec-
tional inspiration and praxis with artivism and the idea of celebrating
diverse bodies in the public space (‘Fervo também é Luta’), bringing a
strong message of resistance against the censorship promoted by con-
servative sectors with the theme: ‘Corpo Livre E a Cura! Meu KOO para a
Censura! (‘Free body is the cure, my ass to censorship’).

We want to give a response from the streets to the neo-fas-
cist avalanche that censures, precarizes and criminaliz-
es our bodies, our art, our expressions, rights and public
policies to make a smoke curtain to divert attention from
the largest slurry tsunami ever experienced in politics in
the recent decades. The ass will have a fundamental role
in our march. Look at the irony: the ass is one of the only
things that all world has in common, but it is the most
censored body part of all (A Revolta da Lampada 2017h).

Apart from their own activists, other collectives and activists were in-
vited to perform and talk about the intersex body, the body in street
situation, the LGBT peripheric body, the asexual body, the sex workers
body, the body from Afro religions, the refugee body;, etc.

19. Interview with Luana Torres, 18 September 2017.
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4.6 HOW THE ACTIVIST SHARE KNOWLEDGE: AFFECTION IN DOING ACTIVISM
Since I got to know the collective, I always found interesting their very
well-grounded discourses through posts on Facebook, videos or texts
promoting their events. Many times, a very witty language has been
used, mixing up and creating new words - which makes translations
sounds very boring. The question arose as to know how the knowledge
is shared among the activists, considering that they came from so
many different backgrounds or bubbles.

The link with the academy was not denied, as some of them pursue
a Master/PhD degree. Vitor?, one of the academic activists says that a
very complicated delegitimization process of academic knowledge is
taking place within activist’s circles in Brazil nowadays. He agrees that
the academy should be denounced for being a very masculine, white
and cisgender space. Nevertheless, it should be occupied by the bodies
who are historically excluded from it, turning this space into a place
that do not consider these voices only objects of study but used also as
an empowering tool.

Cadu? says that they must be in touch with the academy, to have this
knowledge exchange, but they need to “keep a foot outside, it’s what
keeps us on reality, it’s the foot on the ground”. For him, the collective’s
language cannot be too academic as it becomes less accessible. Accord-
ing to Amanda?®, “at RDL your curriculum must stay at the door, outside,
before you get in the meeting. You will leave your Lattes there and will
participate here like me as equals”.

Hence, the knowledge is shared mostly orally, during their meetings,
events, and their personal relationship within the group. Stories about
endless and chaotic meetings were shared, describing their challenges
to focus and discuss the practical issues, but always with the wish not
to silence any voice. And during those meetings, in between practical
discussions, the activists share personal problems and stories. The col-
lective became a safe space where they can speak, listen, be listened,
learn without judgments, support, and help each other.

4.7 MOTIVATIONS TO DO ACTIVISM: PROCESS TO SOCIAL CHANGE

As many other movements, RDL elaborated a very poetic and pragmatic
manifesto (A Revolta da Lampada 2014). Their claims include the imple-
mentation of different public policies and the approval of diverse law re-
forms. Many activists mentioned the manifesto and that it still serves
as a north for their fight.

20. Interview with Vitor Grunvald, 4 September 2017.
21. Interview with Cadu Oliveira, 21 and 24 August 2017.
22. Interview with Amanda Alencar, 18 August 2017.



Some activists showed their deep appreciation on other movements that
do a more “community-based work”, helping oppressed groups in their
basic needs. Sometimes this appreciation was shown as a critique about
the work that the collective does, asking themselves, what is more im-
portant. Is that the right question?

A lot was said about their roundtables with LGBT and or peripheric
youth, conferences, workshops, and the reaction from common people
who start to follow their protests. They find pride and joy in seeing a
little seed planted in someone’s heart, hoping that their message had
touched these hearts and it will be replicated in their home, in their
daily relationships with different people. It is very strong the sense that
nothing will change/happen if it is not promoted a cultural and social
change in society. Hence, there is this way of looking to their activism,
as a process to promote social change.

The collective also tries to give attention to more pragmatic agendas,
community-based work and implementation of public policies and law
reform, but it is impossible to embrace all areas in which a social move-
ment can contribute. The idea of connecting and collaborating with oth-
er movements was pointed out by many of the interviewees as a short
term aim from the collective, which again resonates with the idea of
meshworks proposed by Escobar (2009: 393-404). Different independent
and horizontal movements focusing on their own specificities but col-
laborating and strengthening each other in ways of fighting.

5. CONCLUSION

The present paper attempted to answer the question: What does it mean
to the activists from A Revolta da Lampada to do activism using artivism
as a method, in a collective with intersectional inspiration that has the free
body as common denominator for struggle?

I assumed a very critical view from the collective in relation to identity
politics and how a rights-based approach and essentialist discourse from
the mainstream Brazilian LGBT movement. However, through the var-
ious answers the activist expressed their belief in the political need of:

a) Embracing your own identities and creating safe spaces with
affection;

b) Fighting for each identity specificities;

) The importance of working in solidarity with bodies who suffer
different or intertwined kind of oppressions.

The collective go beyond the established debate in identity politics, us-
ing it strategically when necessary, but trying to find intersectional
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ways to collaborate with other movements and fight against the op-
pressions that are structural in our society. The different possibilities
that intersectionality as inspiration entails to the collective’s praxis is
the common denominator found in the activist’s responses.

There is a need to understand the intersection of your own embodied
identities integrally, what cannot be found even in movements which
work with specific intersections of race and sexuality, for example. The
safe space to learn about each embodied experiences worked through
their affectionate relationship is also fundamental by the overview that
it gives from the diverse society they are embedded on. The hermetic
and bureaucratic way of organizing different social movements, which
is also expressed on their communication with the public is another
important factor, as they believe in the need of rethinking methodolo-
gies on how to do activism that embraces a festive aspect of their bod-
ies’ celebration, as well as the use of their bodies to express a political
message through art.

The common denominator of struggle found by the movement to work
in solidarity is the free body, the claim that all the bodies who suffer
different kind of oppressions and receive different values from the so-
ciety need to resist together and celebrate their own specificities. The
body is the centre of the collective’s framework, as it is seen as site and
mean of resistance and celebration. The discovery of your own bodies’
possibilities and need to occupy different spaces, as streets, academy,
companies, etc., is used as means for personal empowerment to pro-
mote collective empowerment to other oppressed bodies. Not detached
from the body lies the emotions, as affection within the collective, in
creating a safe space of learning, understanding and welcoming but
also in establishing an affection network with anyone who is open to
listen to their message. The celebration of those bodies is also embedded
in pleasure, as they do not believe it is necessary to be serious all the
time and avoid the fun in sharing experiences with others.

Artivism joins it all together as a strong methodological tool to reach oth-
er hearts and minds, finding out different forms of communicating and
informing, exploring the hidden possibilities of oppressed bodies, not de-
nying their emotions while spreading political and practical messages,
and using them to connect with people in a way only art could ever do.

The collective believes in a different way of organizing social movements,
avoiding institutionalization and hierarchical models. The horizontality
gives them freedom and a lot of challenges to deal with different points
of view and sense of urgency. Consensus is not reached every time and
there are conflictive opinions among the activists about different issues.
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However again, the creation of this safe and affectionate space helps
them understand each other’s experiences and needs. The political cri-
ses and the creation of factoids around gender and sexuality issues put
the collective in a very reactive agenda, demanding urgency in creating
responses to the different issues they would like to work on. But through
and in between these reactions they manage to negotiate and give their
message to the various issues concerning different kinds of oppressions.

From the fieldwork, it is clear the way that they try to promote an inter-
sectional view of the society through themes that matters to everybody.
Working on themes like HIV, labour market and masculinities, they
bring the particularities and different perspectives about the theme de-
pending on each body’s positionality. Black LGBT bodies, travesti bodies,
trans men bodies, white middle class gay bodies have different expe-
riences in relation to those themes and suffer different oppressions.
Working with those differences, they show the need to gather forces
and work in solidarity with each other.

The collective developed a manifesto with all the claims that they found
necessary to free the different bodies from their oppressions. This man-
ifesto is still remembered and used in events when it is appropriate. It
is a cardinal point that guides their work. However, as the collective and
its activists evolve with every internal and external interaction, they
must learn how to put intersectionality in practice and their body and
artivism as means to do activism. This leads to their actions having to
be at the same time very practical, reacting to the political crises and
the conservative wave in the Brazilian society, but also very symbolic,
trying to connect with people in an emotional level.

This way of acting, at the same time that can put some activists to think
on which kind of activism is more urgent, has also given the collective
the idea of the need to work on solidarity with different social move-
ments, which have different focuses and work on different causes, in
rich collaboration to give strength to the different actors.

To embrace their way of acting in a more symbolical level, talking
through art, emotions and embodied experiences with the aim to pro-
mote deep social and cultural change is a path that they are taking and
learning with their daily experiences. This experience has shown to be
very successful in the way they use this intersectional inspiration and
put it in practice, working strategically with identity politics, a point of
view that needs to be acknowledged by scholars in the development,
social movements, and intersectionality fields. As stated above, the sit-
uated knowledge from social movements has a lot to inform and con-
tribute to these areas, finding ways to go beyond academical debates



and showing that it is possible to put identity, intersectionality, body
and artivism in the daily practice of social movements.

Word Count (excluding bibliography): 9.993

APPENDIX A

Andre Bandim 33 Adman and bar's Gay man from the Northeast
owner

Gustave Bonfighoh 30 Diversity consultant Bicha gorda (fat faggot),
and artist gender disobhedient

Amanda Alencar 28 Cultural producer and Bisexnal, white, middle class,
actress full of privileges

Cadu Oliveira 39 Studied Marketing and Bicha, black, effeminate, out of
People Management, the standard
give lectures, atc.

Rodrigo Abreu 32 Actor, performer, Gay from the periphery
director, art producer,
cleaner...

Cida Baptista 9 Handerafts woman Black heterosexual woman

Vi Grunvald 34 PhD, Anthropologist, Viado,/ Bicha
university's teacher,
cinema director,
photographer

Jose Alberto kL] PhD, Psychologist, Cis man, white, gay
university's teacher, SP
City Hall mental health
coordinator

Ariel Nobre 30 Visual artist Trans man, sapario, bicha

Luana Torres 36 Banker, student of Sapatio
Psvchology
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ABSTRACT

Cineground (1975-78) was a Portuguese amateur film
producer, founded during PREC (Ongoing Revolu-
tionary Period) by artist Oscar Alves and filmmaker
Jodo Paulo Ferreira. Also revolutionary due to the ap-
proach of sexualities still criminalized in the 1970’s,
this project has shown that the true liberation of so-
ciety would require the liberation of the individual
body. This cinematography produced in Super-8, and
characteristic of the particular social conditions of
the format, addressed for the first time in Portuguese
cinema gay, with the representation of the double life
of homosexuals and the issue of coming out, and also
queer subjects, due to the constant presence of the
transvestite character. I suggest a discussion around
transvestite performance as a possibility of trans-
gression and denaturalization of normative norms of
gender and identity, and a critique on the represen-
tation and visibility of LGBT people in cinema, which
in the particular case of Cineground, becomes their
vehicle of existence.
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INTRODUCTION

In the aftermath of the Carnation Revolution, the independent and
nonprofessional film producer Cineground, founded by plastic artist Os-
car Alves and filmmaker Jodo Paulo Ferreira (who died in 1995) did not
respect the classic models of cinematography and much less the nor-
mative models of sexuality, showing that the true liberation of society
would require the liberation of the individual body. Produced in Super-8,
this filmography derives from the particular social conditions of a cir-
cuit of reduced economies, film societies (aka cineclubs) and creative
solidarities, as well as the generalized spirit of direct civic action in the
years following the April 25th 1974. An underground cinema at its core,
it was limited to small entertainment halls in the capital (bars and
nightclubs), places as marginal as the clandestine community it por-
trayed. With scarce means of production and a reduced technical team,
Cineground was able to produce 9 known titles: O Charme Indiscreto
de Epifania Sacadura (1975), Soliddo Povoada (1975) Fatucha Super Star-
Opera Rock...Bufa (1976), Os Demdnios da Liberdade (1976), Goodbye Chicago
(1978), As aventuras e desventuras de Julieta Pipi ou o Processo Intrinseco
Global Kafkiano de uma vedeta ndo analisado por Freud (1978), and also
Trauma (1976), Tempo Vazio (1977) e Ruinas (1978)), 3 movies from Jodo
Paulo Ferreira that are not available in any of the existing Cineground’s
archives and are believed to have been donated by the author to the Rus-
sian Cinematheque (neither Oscar Alves nor the two institutions who
have the films from the producer, Cinemateca Portuguesa and Queer
Lisboa Festival, have them in any format). The films portray sexualities
classified in the 1970s as still deviant, and in the language employed,
there is an appropriation of the negative stereotypes that would be at-
tributed to them. While some of the titles seem politically engaged, in
the case of Jodo Paulo Ferreira’s, others raise questions for reflection, in
the case of Oscar Alves’, which address the dual life of Portuguese homo-
sexuals, the “coming out of the closet issue” and the social marginality
that came along with it. Cineground reflects the ambiance and the era
in a “unique and unrecognizable way for the mainstream” and portrays
a gay and lesbian milieu that had been built in Lisbon since the previous
decade and which was becoming more expressive in the country, as
well as its popular circuit of bars and shows, especially in the geogra-
phy of Bairro Alto and Principe Real. The bars Bric a Brac, the Classico ma
non troppo, Travestol and Scarlatty Club, where the transvestite show
begins to assert itself, were amongst the most famous places (Cascais
2007, 152). Thanks to Cineground, gay and queer lifestyles were first in-
troduced to Portuguese cinema. The queer subject is present in the ever
ambivalent representation of sexuality by the transvestite character,
a distinctive landmark of this cinematography (Cineground starred fa-
mous transvestite celebrities of the day such as Belle Dominique, Guida
Scarllatty and Lydia Barloff, and amongst the 6 available titles, there
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is only one of them which does not include transvestite performances.
The naturalization of gender and sex as a form of political control and
social organization was particularly felt in the previous decades of dic-
tatorial repression, where institutions were in the realm of state ideol-
ogy. Family as a natural institution and especially the church, became
the target of “fake morality”, mostly visible in Fatucha Superstar, which
insists on “unmasking” the fallacies of the Catholic Church and to show
how social conventions became the norm. Although Portuguese society
was under ideological construction and there was a predisposition to
novelty in the context of post-April 25th / PREC, the criminalization of
non-normative sexualities remained unquestioned. Cineground’s films
are the product of a restricted circle, expressions of the existing and
possible culture of an invisible community and their marginalized ex-
periences.! The presence of transvestism, justified by the filmmakers as
a trend of the time, becomes a possibility of transgression because the
transvestite enjoyed a public freedom that a gay man did not have.

This essay is a reflection on the body as a component of visual culture,
and the processes of identification around gay culture and the trans-
vestite body present in the work of Cineground. The resources used in
the “ethnographic reconstruction” of the film producer were filmog-
raphy, film reviews and articles taken from press documentation of
the time, and interviews with its agents? using the methodology of
photo-elicitation3 with film frames. Judith Butler’s Queer Theory and
Performativity Theory was the theoretical basis chosen for this study,
as a place for challenging hegemonic forms of thinking and power and
its rigid models of existence, whilst also recognizing the involvement
of subjects in the processes of power which affect them, and thus al-
lowing “to turn power against itself in order to produce alternative
forms of power” (Butler 1993, 241).

1. See in this regard Jodo de Pina Cabral (1996, 2000), A difusdo do limiar: margens, he-
gemonias e contradicdes na antropologia contempordnea, and Susana Pereira Bastos, O
Estado Novo e os Seus Vadios (1997, 136), on the social representation of marginals during
Estado Novo. In this title, the author surveyed the “established criteria” that would lead
marginals to be considered a social danger, and that as a result of the “elites” speech,
would be confined in specific spaces for their status (prostitutes, homosexuals, beggars
and the mentally ill). The July 1912 Criminal Code Act defined a category of “vagrant” that
applied to homosexuals. The “strategy of detachment” shows the part of elites “in the
construction of deviant identities”. (in Revista Antropoldgicas, n°1, 1997).

2. Interviews were conducted with the following agents: producer Oscar Alves, and ac-
tors Domingos Machado, Domingos Oliveira and Carlos Ferreira; and Antonio Fernando
Cascais, an academic, who conducted the first study and dissemination of Cineground’s
estate through its introduction in the Queer Lisboa Festival.

3. See Annex B for movie frames.
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GENDER PERFORMATIVITY AND TRANSVESTITE PERFORMANCE

According to P. Raposo, performance can be described in a generic way
as a “way of communicating whose essence demarcates an act of ex-
pression (meaning / meaning and form)”, requiring the “awareness of
it and its doers”) and the existence of “an audience” (Raposo 2010, 78). It
has, like other human activities, a “place” and a social and / or cultural
function (Ibid., 79). The “situation of performance” provides a sense of
freedom that Durkheim describes as “collective effervescence” and ex-
emplifies with the production of new symbols and meanings through
public action. In this frame of thought, behaviors and actions once con-
sidered contaminated or promiscuous, become the focus of postmod-
ern analytical attention (Turner 1987, 6 e 7). Turner adds that while so-
cial life obeys an order that tends to be reinforced by ritual, symbolic
frames operate simultaneously with areas of ambiguity and indeter-
minacy, amenable to manipulation, the “cultural imperatives” them-
selves require adjustments and interpretations. Turner sees man as a
“self-performative” animal, in the sense that being his performances
reflexive, he reveals himself through performance in two different
ways: the “actor” can get to know himself better through representation
or performance, just as a group of human beings can get to know each
other better by observing or participating in performances produced by
other groups; performances can also distinguish themselves between
social (including social dramas) and cultural performances (including
“aesthetic or stage dramas”) (Ibid., 10). In some cultural practices we
may find spaces of power re-articulation, either racial or sexual, where
appropriation of hegemonic forms of power occurs and fails to repeat
the “loyalty” to these hegemonies, producing, instead, new possibilities
of signification that go against their original discriminatory purposes
(Turner 1987, 140). With Gender Trouble (1990) Judith Butler ushered a
new era in gender studies. Defending a discontinuity between sex and
gender, and questioning the sexual categories of “man” and “woman,”
the author shook identity politics at the genesis of the feminist move-
ment and laid the foundations for the construction of the queer theory.
Butler’s greatest innovation lies in the notion that normative sexuality,
defined by the biological sex, also strengthens gender normativity and
that it is precisely in sexual practice that one finds the power to destabi-
lize gender (Butler 1990/2017, 22). The most fracturing idea of this work is
the theory of gender performativity, according to which gender operates
as an “anticipation” of an inner essence whose construction happens as
a “revelation”, expected and authorized by social norms (Ibid.). Gender
is performative because what we take as the inner essence is actually
“fabricated” through a set of bodily acts that through repetition and rit-
ual lead to gender naturalization (Ibid.) The transvestite and drag shows
are the example that the author uses to explain this constructed and
performative dimension of gender, in which before a man dressed as
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a woman, the perception is that “man” is the reality of gender, lacking
reality to the gender introduced by comparison, the woman “(Ibid., 36).
Drag may look like a pretense reality and be easily taken as mere arti-
fice (Ibid.) However, the meaning of this “gender reality” is less evident
when one thinks about trans bodies, and it is here that the destabiliza-
tion of norms occurs because our cultural or decorous perceptions are
not sufficient to perceive the bodies we see (Ibid., 37). This conscious-
ness about the limits of the naturalized gender knowledge opens room
for questioning and transforming the idea of "gender reality”, leading
us to think about its possibilities. Although drag performance does not
hold a subversive quality in itself, the way in which it deconstructs “on
stage” common assumptions of gender and sexuality, attributing them
originality, reveals the performative nature of the “original acquired”,
heterosexual model. Parody can be interpreted as a resistance strategy
to prove that gender and sexuality are not organized in terms of “origi-
nal” and “imitation”, but rather that both exist, as possibilities of perfor-
mance (even if regulated). Years later, in Bodies that Matter, Butler (1993,
123) develops the idea that it is precisely the production of the terms
sex, gender, and identity in the context of power regimes that makes it
imperative to repeat them in “languages” and directions that relocate
their original (normative) goals. According to the author, political agen-
cy cannot be isolated from the power dynamics in which it is forged.
Performativity — Butler explains — becomes, by its iterative quality, a
“theory of agency” in which power is a condition of its very existence
(Butler 1990/2017, 39). In a similar way, the enactment of female identity
through traditional stereotypes with the aim of subverting and paro-
dying, typical of transvestite shows, also shows resistance to / appro-
priation of / the “language imprisonment” (in regards to the available
speeches) (Amaral, Macedo and Freitas 2012, 11). By exposing the catego-
ries of sex, gender, and desire as effects of a specific power formation,
Butler approaches Foucault’s critique, which the author calls “geneal-
ogy” (Ibid., 45). The genealogical critique analyzes what is politically
at stake when organizing categories of identity as a source and cause,
when they are in fact, in the author’s opinion, the effects of institutions,
practices and discourses (Ibid., 46). Foucault rejects the construction of
sex as univocal (sex makes a person) and elaborates a theory around
sexuality in which sex is seen as an effect rather than the origin (Ibid.,
202). Sexuality is presented as an open and complex historical system of
power discourses in which the term sex is produced as part of a strategy
that hides and perpetuates power relations (Ibid.).

Foucault’s “discursive construction of the subject” originated in Althuss-
er’s doctrine of interpellation, according to which the social subject
would be produced through the language conveyed by the Ideological
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State Apparatuses (ISA)* (Althusser 1971, 46 e 47). In Althusser, as in Fou-
cault, subjection is part of the process of construction of the social sub-
ject, it happens in the recognition and acceptance of the language of
authority, that results from the indoctrination by the ISA. Butler’s cri-
tique of the first author focuses on the absence of the reasons that lead
individuals to accept the subordination and normalization that this
authoritarian state discourse presupposes, suggesting that “the theory
of interpellation may need a theory of consciousness” (Butler 1997, 5).
This idea is illustrated by law enforcement: by alerting the subject he
becomes aware of his situation of transgression, and the reprimand not
only works to repress or control the individual, but also contributes to
their social and legal formation (Butler 1993, 121). Through this process of
rebuke, the subject not only acquires visibility within the social struc-
ture, but when transferred to a possible external and questionable state,
comes into existence in discourse (Ibid.). This process leads the author
to question other ways of “being constituted by law” without it implying
obedience and an interdependence between the power of rebuke and the
power of recognition. Seeking to overcome Althusser’s concept of “bad
subjects”, Butler explains that interpellation can lead to disobedience,
where the law is not only rejected but fractured, forcing a re-articula-
tion of the law (Ibid., 122). The expected uniformity and conformity of
the subject may give rise to a refusal of the law in the form of “parodic
coexistence of conformity” that will question the legitimacy of the estab-
lished order (Ibid.). The result will be a re-articulation of the same law
against the authority of the one who decrees it, a repetition (Ibid.). After
being given “a name” that situates him in discourse and over which he
had no choice, the subject builds his own through the questioning of
others, and cannot be extracted from the historicity of the current that
was built around him by others. The subject’s agency then occurs in this
belonging to the power relations to which he tries to oppose. In short,
and still regarding the relationship between drag performance and sub-
version, the drag-triggered space of ambivalence allows us to reflect on
the implication of individuals in the power regimes that constitute them
and to which they (simultaneously) oppose. Drag is subversive in the
sense it allows us to contemplate the imitative structure upon which
sexual production itself depends and to question the claim to the natu-
ralness and originality of heterosexuality (Butler 1993, 125).

4. “What distinguishes the ISA from the (repressive) State Apparatus is the following fun-
damental difference: the Repressive State Apparatus “works through violence”, while the
ISA function [...] in a massively prevalent way through ideology, while functioning sec-
ondarily through repression, and this is greatly attenuated, concealed or even symbolic
(there are no purely ideological apparatuses). Thus the school and the churches “educate”
by the appropriate methods of sanctions, exclusions, selections, etc., not only their offi-
ciators, but also their sheep. Thus the Family... Thus the ideological cultural apparatus
(censorship, for instance), etc (Althusser 1971, 46 e 47).
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When it comes to body depictions, the symbolic hierarchies that exist
in societies, are also reflected in cinema, through a selection of what
can and cannot be seen (MacDougall 2006, 19). This explains why the
most varied bodily experiences are absent or treated with extreme dis-
cretion and the functional (or transgressing) body systematically “san-
itized”, as determined by cultural and social practices (Ibid.). The first
appearances of LGBT characters in cinema come from the early twen-
tieth century, in which sexuality would not be yet assumed but rather
suggested through performance. One exception was the private record-
ing of Austrian director Richard Oswald, Anders als die Andern (Unlike
Others) (1929), considered to be one of the first gay-themed films in film
history and deemed destroyed by Nazi censorship (Bessa 2007, 280). Fea-
turing the contribution of sexologist Magnus Hirschfeld, the film was
intended to challenge Paragraph 175 of the German penal code which
criminalized homosexual relations, by offering a portrait of homoerot-
ic sociability during the Weimar Republic (Ibid.). In the aftermath of
World War I, governments throughout the western world began to de-
velop mechanisms for policing public morality that extended to cinema
(Nowell-Smith 2017, 75). While national censorship commissions were
widespread in European countries, in the US the large scale film in-
dustry attempted to self-regulate through what became known as the
Hays Code (1934-1962) (Ibid., 76). The approach to LGBT characters was
subliminal or “derogatory” as this was a time of censorship and “mor-
al commitment”.® Due to this scrutiny, sexuality in cinema, especially
during the 1930s-50s, would be “more suggested than assumed”, a sce-
nario that would only change with the social revolution of the 1960s
(Rocha and Santos 2014, 1). From this decade onwards, the previously
forbidden or veiled social themes start taking part of the narrative in
the most varied filmographies, where LGBT characters and their life-
styles have been displayed as part of complex structures, along with
issues of class, ethnicity or religion. On mainstream culture it’s Pedro
Almoddévar’s cinematography that, since the 1980s, has attracted the
most attention, with its intricate plots that often revolve around LGBT
identities (Ibid., 10). The 1990s bring new conflicts and a greater variety
of representations in the field of sexuality. There is a proliferation of
gay, lesbian and also LGBT film festivals (the first edition of an LGBT
festival would happen in 1977, the Frameline Film Festival in San Fran-
cisco (Bessa 2007, 257), and in the 2000s there was a definite “come out”
for a multitude of commercial and independent filmographies that took

5. Developed by Will Hays, a republican politician founder of the Motion Picture Producers
and Distributors Association (MPPDA) (and supported by religious institutions and other civ-
il society organizations), this document was intended to “protect” American society from
the negative effects of cinema through the censorship of content such as nudity, adultery,
drug use, among others, that were considered as “morally repugnant”. In addition to those
themes that could still be “masked”, a ban was applied to any depictions of racial miscegena-
tion, homosexuality, or parody of religious figures (Rocha and Santos 2014, 2).
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into account the different identities and the complexity of existing sub-
jectivities (Rocha and Santos 2014, 13). In contemporary cinema, espe-
cially since the 1970s, the transvestite has become a commonplace for
both drag and queer cultures, and the usual distinction between “queer
and straight representations” was no longer easily cataloged as nega-
tive or positive. Alongside mainstream cinema and before the advent
of the new queer cinema, cult and avant-garde films also offered some
audiences, often selective and / or marginal, similarly to Cineground’s
case, less socially and sexually veiled views of the transvestite and drag
characters, in which cross-dressing was seen more as a lifestyle than
as a pathology (Grossman 2015, 4).° In this genre there is Ed Wood’s auto-
biographical Glen or Glenda (1953), or John Waters’ controversial under-
ground classic Flaming Creatures (1963), a filmography that was banned
from the mainstream cinema circuits and is responsible, along with
Andy Warhol’s factory, for publicizing numerous transvestite and drag-
queen characters, including the popular Divine, Waters cult figure star-
ring in titles such as Multiple Maniacs (1970), Pink Flamingos (1972) or
Female Trouble (1974). Transvestism became, in this context, not only a
synonymous for camp’ culture, but a true embodiment and celebration
of deviance and political marginality (Ibid. 4). It is also in this under-
ground cinematography that Cineground, as the name itself implies, is
most inspired and with which it identifies more, what seems visible
in its aesthetic and also (in a certain way) political identity. A queer
reading proposes repositioning the “narratives” outside the boundaries
of normativity, as defined by the basic premises of queer theory (that
challenges narrow categories of gender and sexuality) (Dhaenens, Van
Bauwel and Biltereyst 2008, 335 and 336).

The shift of focus from individuals to the social and political context
within gender and sexuality studies, derived from the social construc-
tionism paradigm, also had its impact on film studies, in particular
with the work of some feminist critics who began, from the 1970s on-
wards, deconstructing the “masculine look” in visual arts (Laura Mul-
vey (1975) and Teresa De Lauretis (1984; 1987) stand out among the most
significant contributors. Studies on queer representation also began to
consider the role of the audience in constructing the meaning of the
argument, where before textual determinism predominated in film
theory in general. The contribution of cultural studies argued that the
viewers would have an active and transformative action, and that the

6. Some of the films featuring transvestite characters between 1900 and 1960 include:
Harold Lloyd in Spitbal Sadie (1915), Charlie Chaplin in Busy Day (1919), The Masquerader
(1914), Perfect Lady (1913); Fay Tincher in Rowdy Ann (1919) or Billy wilder in Some Like it
Hot (1959) (Grossman 2015, 1).

7. See Susan Sontag (1966/2018, 1), Notes on “Camp”, in which the author presents a reflec-
tion on the concept of camp, “It is not a natural mode of sensibility, if there is any such.
Indeed the nature of Camp is its love for the unnatural: of artifice and exaggeration”.
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order within the film, regardless of a specific meaning of identity, class,
sex, ethnicity or nationality, could be perceived in a different “textual
order” by different viewers, matching the plurality of interpretations
with the plurality of the audience (Dhaenens, Van Bauwel and Biltereyst
2008, 339). As MacDougall (2006, 16) points out about the place of the
body in cinema, “representations of experience immediately create new
experiences in their own right”. Also reflecting on the place of sensory
experience in cinema, author Laura U. Marks (2000, 138) proposes a form
of cinematic representation that relates the world of mimesis / imita-
tion with the world of symbolic representation. Through the process
of mimesis, a relationship created between the viewer and the object
allows a coexistence between the experience of reality and the forms of
symbolic representation that result from the production of signs about
that reality (Ibid., 139). The processes of identifying that result from this
production of signs or symbolic representation are, in turn, invoked in
queer cinema studies, which explore how representations can limit the
possibilities of existence, but also constitute a locus of agency. Although
not all individuals identify themselves with the available identity cate-
gories, no one lives outside society and the network of representations
in which they find themselves, allow them to act on the circumstances
of their social representation and react to the negative images that lim-
it them (Dyer 1993, 3). A central characteristic in the representation of
LGBT people is that their sexual identity is “not visible”, there is rather a
set of signs, behaviors and iconographies that are associated with them
(Ibid., 20). This is the only way to “make the invisible visible”, that is, the
basis for the representation and visual recognition of the LGBT people,
which on the other hand requires a typification, which being limiting,
is also necessary for the representation of LGBT individuals in social,
political, practical and textual domains (Ibid.).

In recent decades, concerns about categorization in human societies
has shown that sexual categories are historically specific and new.
At a political level, these categories have been redefined by the LGBT
community itself, and it is common to see an attempt to depathologize
non-normative sexualities, shifting the category of homosexual from
people to acts (Ibid., 21). Since typification takes place in the realm of
available definitions, the creation of gay and queer subcultures (which
were the basis of the early movements) emerged as a way of resisting
the negative implications of categories, as a way of life that could be
recognized in the context of a total culture. What is considered the most
important result in this typification is the semiotic identification, the
possibility of meeting amongst members of a group. In cinema, the rep-
resentation of homosexual desire is translated into the production of
cultural texts that facilitate the recognition of LGBT characters (Ibid.,
22). As a style, sexual comedy is one of the artistic forms (alongside with
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the horror genre), where ambivalence about male sexuality is more
common, as an “authorized” form of expression to explore dubious and
difficult aspects of social life (Dyer 1993, 114). Its potential lies in the
fact that by seeking to become popular, it pays attention to the contra-
dictory nature of human attitudes and behaviors, appealing to a wide
range of audiences and preferences (Ibid.). In the case of the transvestite
character, the fact that there is a man in women’s clothing elicits an
immediate comic effect because it is “incongruous” with gender roles.
This is a formula used to elicit laughter from Shakespeare’s plays to
modern cinema (examples are Some Like it Hot (1959), Tootsie (1982) or
Mrs. Doubtfire (1993)). While the “demotion” of the male performer un-
dergoes in cross-dressing allowing for a controlled show of superiority,
the performance opens up a possibility for gender role scripts to be re-
defined. In short, the dichotomous gender policing by the ruling order
is maintained in these films, but the transvestite offers, nonetheless,
a liberating quality, when the disguise with which it appropriates and
manipulates gender conventions is intended to break with these same
conventions, giving the viewer conflicting information about sexual
identification and the rules of sexual determination.

CINEGROUND (1975-1978)

The Super-8 circuit, in which Cineground fits, would not intersect with
large scale cinema in Portugal, and Cineground’s own production condi-
tions mirror the particular social characteristics of this type of cinema.
This format, still used today by some filmmakers especially due to aes-
thetic and technical preference, gave rise to a first moment of “democ-
ratization and massification” of filmmaking in the 1960s, as it offered
the ordinary citizen an “affordable” way to make cinema (albeit always
expensive, and with users mostly from upper and middle class) (Neves
2007, 1). The 9mm film and the central perforation was followed by the
8mm, and with Super-8? the distribution of small cameras also came to
Portugal. The path of possibilities and the transformation of mentalities
achieved with the Revolution has brought a generation of new talents,
with greater cinematic and interventional concern. The development of
structures alongside the “democratization of images and words” attract-
ed more enthusiasts and by the end of the 1970s the FPCA (Portuguese
Amateur Film Federation, now the Portuguese Film and Audiovisual Fed-
eration) would have over 70 registered film societies (Ibid.). Cineground
would take part, in the words of journalist, writer and filmmaker Anto-
nio Loja Neves, “in the memorial collection of our lands and on the de-
velopment of our society” (Ibid., 7). This way of looking at Super-8 as a
“professional” film format was embraced by Jodo Paulo Ferreira, author

8. Technical detail: The film is 8mm wide, exactly the same as the old standard 8mm,
and has also single-sided perforations, but its perforations are smaller, allowing for an
increased exposure of the film, and therefore a better image quality.
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and collaborator of Cineground, who remained in the making until the
late 1980s (becoming, in the meantime a prominent director of this for-
mat in Portugal), and by Oscar Alves, visual artist and his production
partner. Jean Cocteau’s staging and Andy Warhol’s cinematography, in
particular because of his use of transvestite characters in Flesh (1968),°
are cited as the main inspirations, along with their common fascina-
tion for the seventh art. Broadcasted by the National Radio-Television
network, RTP1, in 1975, Warhol’s filmography featured unusual content
for Portuguese television at the time. The type of cinema, as its name
implies, was also inspired by this author’s underground style:

It was the Post-April 25th, censorship was over, the police
didn’t know what to do, the Church tried to get involved
[unsuccessfully, as Oscar would explain later]. We started
the company and started writing and making the movies.
[...] Jodo Paulo wanted to make a line of films for the left,
for Russia, Eastern countries... I never wanted to be a pol-
itician... Not that I was right-winged, I have always been
a leftist but 'm not interested in any political affiliation...
The themes were decided individually, but we respected
each other choices."®

The creation of the producer resulted naturally from the coexistence
and convergence of interests of a group of friends:

I had a famous restaurant at the time, me and others,
called Guess who’s coming for dinner and we’d always meet
there. In Alcantara, where Herman’s restaurants are today,
Herman [a well-known Portuguese TV celebrity] bought
the place later. One of my partners had a garage next door
and we used the garage as a studio. It was very hard... Even
today I look back and it seems impossible for me the way
we sorted things out... with amateur projectors, we crafted
everything, with everything to serve [...] We built the sce-
narios, the props, wardrobe... Let’s say it was mostly I who
built everything. J. P. Ferreira had no way for that kind of
task, poor guy [...] he did the editing, sound though [...]| He
had a way with that, although it was as rudimentary as
possible. We bought the stuff, spent a lot of money, it costs
a lot of money to make movies, it was very hard! It was the
only portable format, there was no other. I still have those
cameras stored somewhere. But God forbid, it was expen-
sivel Already at the time, we ran out of savings.”

9. Although the argument was discussed by Andy Warhol and Paul Morrissey, Warhol’s
collaborating filmmaker and studio, The Factory, habitué, the film was made solely by
Morrissey (who made the story into a trilogy: Flesh, followed by Trash (1970) and Heat (1972).
Inspired by real-life characters and events, the story unfolds around a bisexual prostitute
played by Joe Dallessandro, and marks the cinematic debut of “marginal characters” who
would be a regular cast in Warhol’s filmmaking, such as transvestites Candy Darling and
Jackie Curtis and stripper Geri Miller. In: Gary Comenas (2002/2015). warholstars.org.

10. Personal interview with Oscar Alves, 28th March 2014.

11. Personal interview with Oscar Alves, 28th March 2014.
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Jodo Paulo Ferreira was in charge of post-production, sound, assem-
bly and editing. According to Oscar Alves calculations, during its active
years Cineground had no more than 40 collaborators (among “technical
staff” and actors), 50% of which have passed away already.
They were my friends. I was like, “Do you want to star
in the movie?” “Ah! Of course!”. Then a group started to
gather. There was a goodwill back then, a goodwill that
I think would be hard to find today... No one got a penny,
you know? There was a small revenue from a movie that

I distributed to all of them. But it was a ridiculous thing,
two or three cents each.”

Domingos Machado (Belle Dominique) explains that his first contact
with Cineground was made through his fellow-soldier Domingos Olivei-
ra (another actor) during the Colonial War in Angola.”® Domingos Oliveira
was an acquaintance of director Oscar Alves, who suggested the collab-
oration of Domingos Machado in the second title of the producer, Soli-
ddo Povoada, 1976. The “goodwill” that characterized this medium is a
common observation in the reports of the producer’s various actors: the
cast was formed among friends, the filming locations were often “some-
one’s place”, the scenarios were made from recycled materials, all taking
into account their limited resources, alike other projects that were be-
ing made in this format. Filmmaker Vitor Silva, a professional colleague
of Jodo Paulo Ferreira’s, says that this way of working would make one
think about a certain “collectivism”, a “teamwork promoted by Super-8,
which did not happen with 8mm, whose crafting was more individual-
istic” (Loja Neves 2007, 15). During conversations with Cineground agents,
it was common to reference J. P. Ferreira’s filmography as “politically
engaged” and “technically audacious”. This opinion seems to be shared
by Antdnio Cunha, also a filmmaker and co-worker of J. P. Ferreira:
He did not want to make films “for cinema” [...| He was a ci-
nephile above all. He was able to subvert all this tendency of
seriousness which characterized filmmaking back then. Soon
after April 25th, he and a group of friends, mainly Oscar Alves
and Domingos Oliveira, formed Cineground. They would make
films with unthinkable subjects for their time: transvestites,
homosexuals, extremely interesting and important films
where these subjects were approached with great humor. In
Fatucha Superstar... we could see the Holy Mary hanging from
an olive tree, wearing boots and a plastic suit preaching: “This
is where I will start my fight. 'm going down there andI'll be a
whore!” They were very homosexuality-oriented films, made
with great seriousness. There was no commitment with “low-

liness,”... although, for me, they used it remarkably and with a
great sense of humor (Loja Neves 2007, 16).

12. Ibid.

13. Although there is no room to explore the subject in this article, I think it is important
to note that the first public appearance of Domingos Machado as a transvestite took
place in the army, in 1973’s Luanda, in the context of a military barrack Christmas party,
during the Colonial wWar
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Regarding Cineground’s screening locations, Oscar Alves refers to the
bar Classico ma non troppo as the “great host” of his filmography, in-
side of which some scenes from the first feature film, Soliddo Povoada
(1976) were shot, in particular this one scene when transvestite Belle
Dominique sings a French song. The owner of the place, a friend of the
filmmakers’ went as far as to “buying a screen for Cineground’s cre-
ations and to broadcast them continuously”. In a review from critic
Lauro Antdnio in the magazine Isto é Espectdculo, from September 1976
issue, there is the following piece about this first work of the producer:

Cineground is similar to underground. The cameras are su-
per eight but the schemes and purposes move away from
the amateur cinema that is usual to see in the festivals
regularly organized by these collectives... Facing the ta-
boos and taking them courageously, this is what seems to
appear in S. P. which addresses the issue of homosexuality.
Addressing the issue of homosexuality is in itself an act of
courage when the trivial thing to do is to relegate the case
to the list of traumas, forbidden subjects, pious forgetful-
ness. And yet homosexuality does exist... S. P. merely tells
a love story... Marginalized by society but still a love story
(Antodnio 1976, 66).

Another critic, José de Matos-Cruz (1982, 100), leaves only a small review
to this production, in an edition of the Portuguese Institute of Cinema
about the April Years in Portuguese Cinema: “The homosexual tenden-
cies of a certain bourgeoisie, and the commitment with society”. For O.
Alves, Soliddo Povoada (title taken from a poem by Pablo Neruda) was a
symbolic work, a “statement” and an “achievement”:

Iwas making a protest [...] The film depicts several cross-re-
lations, aiming to criticize the... I don’t mean heterosexu-
ality, but the family institution! The lack of tolerance even
coming from women, who had a hard time accepting this
reality back in the day...*

Also in this production, there is the first scene of full rear nudity ever
recorded in Portuguese cinema, played by the amateur actor Domingos
Oliveira, a youngster newly arrived in the capital after the Colonial War:

We have a scene with Domingos sitting naked on a rock, we
had nowhere to shoot and we went to Monsanto [a park near
Lisbon]. All of a sudden there was a platoon from G.N.R. (Na-
tional Republican Guard) coming to arrest us. But in what
grounds? We were free to do whatever we wanted... so they
left.’® [Domingos Oliveira intervenes| No, actually the team
stayed there until the end! I got off the rock completely naked, I
don’t know how to react to danger. What one of the guards said
was that they had received a complaint about prostitution and
pornographic films... but the police didn’t know what to do...s

14. Personal interview with Oscar Alves, 28th March 2014.

15. Ibid.

16. Personal interview with Domingos Oliveira, 28th March 2014.
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Domingos Machado states that Cineground’s project is inseparable from
a particular moment in Portuguese society, when the widespread dis-
position for novelty was allied with a “certain ingenuity”

This was 1975-76-77, during PREC... I remember that when
I came back from Luanda and resumed my professional
life and studies, I found myself very confused with the
post-April 25th Lisbon I landed in which had nothing to
do with the city in the time I left for the war overseas...
to make transvestite shows was unthinkable before April
25th, Estado Novo would not allow such a thing... trans-
vestite characters were performed sporadically by theater
actors... Portuguese society was thirsty for new things
and Cineground, in the domain of amateur cinema, was
an attempt, and a very funny one too [to bring novel-
ty] because let’s not forget that it was amateur cinema,
“they” filmed with one camera only! We had to frame a
shot and then the counter-shot... with only one camera,
there were never two of them... if there were it was very
exceptional... [...] it was a lot of work, I recall it used to
take us hours to shoot..."”

Cineground’s filmography acquired popularity in Lisbon’s nightlife and
the audience of Classico ma non troppo began to diversify, as the pro-

ducer notes:

It was mainly frequented by homosexuals, 70-80% by mid-
dle class customers, there was not a big mix, people of a
certain class. Intellectuals of the time, artists. Then people
started to go there just to watch the movies, and it was
a big mess, they started to tell and tell.. that’s when the
Church intervened, I don’t know how the church became
aware of us. We had a table to register the viewers that
grew steadily, the information went mouth to mouth and
people started going to the bar just to watch the movies. I
think mainly out of curiosity.’®

The Church’s “interference” would not prevent Cineground from keeping
to broadcast their work, not even when J. P. Ferreira produced the sec-
ond feature film, Fatucha Superstar- Opera Rock... Bufa in 1976, regarding
which his partner 0. Alves still manifests a certain “moral discomfort™

The Church wrote to me and J. P. Ferreira... We received
a letter from the episcopate of “I do not know where” to
tell us that we should think before screening homosexual
films because it was condemned by the Church, etc... We
ignored them, of course. I think the Church later tried to
boycott us, I don’t remember how. There was no use, there
was no authority, it was just a psychological boycott [...]
He made the popular Fatucha... [...] He wanted to put the
Holy Mary in a big hurly-burly, deconstruct the image of
the saint and I never agreed with that, I was born a Cath-
olic, you know? And to do such a thing... well it was pain-
ful. But I sure did it. I did all the scenarios, the wardrobe,

. Personal interview with Domingos Machado (Belle Dominique), 3rd April 2014.

18. Personal interview with Oscar Alves, 28th March 2014.
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everything [...]. But the Church attacked us big time on that
one, you have no idea.”

Fatucha would become the most mediatic (because most transgressive)
title of the producer, described by Mario Damas Nunes in a review of the
magazine Isto é Espectdculo, in April 1976 as:

A filmography [...] that advances recklessly (for now only
in Super-8) in (still) taboo subjects. And if the theme of the
first movie, S.P., was difficult to approach (a homosexual
encounter) in a way that it seemed that it stopped some-
how on the way, the same cannot be said of this “Fatucha”,
a transvestite in updated costumes of Isadora Duncan.
Paulo Ferreira made an attempt to descent into the true
“hell” of Fatima, of the pilgrims and the commercial ex-
ploitation that proliferates around it.

Cineground’s only “revenue” at the time, and indeed during much of its
activity, was being able to see their work broadcasted as they did not
charge box office and consumer’s revenue reverted to the location that
accepted the screenings. At least two titles from J. P. Ferreira authorship
would be awarded in international film festivals,? what according to Do-
mingos Oliveira allowed him to pay the actors for the first time. Regard-
ing the other productions, the press materials of the time are practically
nonexistent. In the years of 1976 and 1977, the films were continuously
screened at Classico ma non troppo, and Cineground’s productions would
only be moved to Scarlatty Club when the first bar closed. Scarlatty Club
was a much celebrated space of Lisbon’s nightlife, both directors and also
several of their collaborators were customers there. The owner Carlos Fer-
reira (transvestite Guida Scarlatty) would collaborate with Cineground in
two titles (As Aventuras e Desaventuras de Julieta Pipi and Goodbye Chicago,
both produced in 1978), some of the shooting would also take place within
this space. These last 2 films starred the national transvestite show ce-
lebrities, Guida Scarlatty and Belle Dominique. Goodbye Chicago gathered
the entire transvestite cast of Scarlatty Club’s homonymous music-hall
and was screened as an introduction to the show. According to 0. Alves
this work was “commissioned” by Carlos Ferreira himself to Cineground.
These titles would be described as “amusing movies” in Cineground’s pro-
duction notes that were sent to the newsroom of the magazine Isto E
Cinema (Antdnio 1978, 14). Other than the clubs and bars circuit, the shoot-
ing and broadcasting locations outside the studio where the group met
came mostly from their network of acquaintances:

20. The short film Demdnios da Liberdade, directed by J. P. Ferreira in 1976, was sold to for-
eign countries, namely Belgium and Azerbaijan (still in the period of Communist lead-
ership), after its release at an international festival. This information, transmitted from
memory by Domingos Oliveira, who was part of the cast, is not included in the exist-
ing documentation about the producer. The title Tempo Vazio (1977), by the same author
but unavailable in the national archives that hold Cineground’s work, would have also
earned actress Carmen Mendes the Best Female Interpretation Award at the Costa Brava
Film Festival, in 1982 (Lusa 2003).
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A farm in Caparica, that was lent to us and our friend’s
places in general, a house in Rua da Madalena... a fancy
house in Espirito Santo... We had nowhere to be, we had no
income. [...] At the time there were gay beaches in Caparica,
19 Beach and others. The beach had the sand we needed [for
the scenery]. There were the gay bars... there was Cldssico,
Bric...[Bric a Brac, currently Trumps, in Principe Real].?!

Due to its nature this filmography was always to be confined to small
spaces and broadcasted to a restricted audience, a characteristic point-
ed out not only by 0. Alves but also by the film critics of the time, as
noted by Mario Damas Nunes (1976, 25):

Cineground is a name to bear in mind for the future. For-
tunately, we had the opportunity to get in touch with such
productions and make them known to our readers, who
otherwise would not have heard of this underground cin-
ema [...]. It is the wish of our team that they keep going
[with the making of their films]. And always on this path
of provocation, of invention, of escape from the pre-estab-
lished canons. Hoping that cinema would progress as well.

WHAT CAN WE LEARN FROM C/INEGROUND’S MEMORY?

The short history of mobilization around sexual rights in Portugal seems
to be a reflection of almost half a century of dictatorship, which has result-
ed in the stunting of the democratic mechanisms of expression for social
indignation (Santos 2005, 115). In European and North American metropo-
lises, the emergence of LGBT enclaves contributed to the proliferation of an
alternative to medicalized discourses, especially in political, literary and
artistic spheres, which legitimized other ways of life, giving visibility to
these marginal representations (Branddo 2008, 11). In Portugal, this liber-
tarian universe reached the well-travelled urban elites and universities,
especially on the form of political democratization. Individual rights are
eventually encompassed in a general plan of struggle by university stu-
dents and political elites, into an agenda marked by antifascism, anti-co-
lonialism, Marxism and anti-capitalism (Cascais 2006, 111).

Following April 25th, leftist parties as well as the unionized left, especially
the communist party, have been endowed with an organized structure that
have allowed them to quickly deploy and gain influence in society. How-
ever, according to the model of historical materialism of the class struggle
that leads the agenda of these political parties, the “homosexual issue” re-
mains marginal: “the struggle of homosexuals is regarded as essentially
demobilizing, ultra-minoritarian and without repercussions or profit for
broader struggles of general social and political value, a petit bourgeoise
illusion “(Ibid., 112). Additionally, in the years following the Revolution, the
stereotypical image of homosexuals that prevailed in political circles, civil

21. Personal interview with Oscar Alves, 28th March 2014.
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society and academia (gender, gay, LGBT, queer studies, would only reach
Portuguese universities much later), did not favor the receptivity of the
first activisms. The decriminalization of homosexuality in Portuguese law
was only decided in 1982, and effectuated in 1983. LGBT association and
militancy in Portugal would only consolidate in the mid-1990s, resulting
on one hand from socioeconomic factors such as Portugal’s membership to
the European Economic Community (EEC), which in addition to the expec-
tation of economic development, brought to gay and lesbian communities
“the expectation of cultural and legal legitimacy”, through the importation
of a more advanced legislation into ours (Santos 2005, 145 and 176; Cas-
cais 2006, 116) and on the other hand, with the HIV / AIDS epidemic, which
spreading since the 1980s fostered a network of activism that would find
its source of political intervention in queer theory, showing “new ways
of doing sexual politics “and understanding identities” (Vale de Almeida
200443, 97). It is possible to identify in this subculture, alike other examples
in history, the duplicity undertaken by marginal groups for the conquest
of public space, in which performance, due to its spectacular dimension,
emerges as a form of negotiation with a speech (external and hegemonic)
that does not recognize their existence. It is a humorous cinema that is
still, as Bessa (2007, 267) says about the diffusion of queer cinema in recent
decades, a “self-representation of the struggles waged against homophobia
and the hypocrisy of society”, a critique of heterosexuality as the norm and
an appropriation of what stereotypes ridiculed, such as transvestites and
their visual exaggerations. Although the widespread “climate of liberation”
of the time, while in the fine arts (example are Pornex, an exhibition of
erotic art organized at the Faculty of Social and Human Sciences of the
New University of Lisbon, FCSH-UNL, in theater (Comuna, Barraca, Teatro
Aberto, even though the homosexual theme in theatre only sees a real ex-
pansion in the 1990s) and in literature (with the lifting of censorship over
national and foreign authors that address these themes) (Cascais, 2001),
sexuality has become a common theme of intervention in post-April 25th,
in the mainstream film production it remains a veiled subject, and it took
Portuguese cinema 10 years to feature the first sex scene in a nationally
produced film, with O Lugar do Morto (1984), from the authorship of Anté-
nio Pedro Vasconcelos, and more than 25 years to “recover the gay theme”,
introduced by Cineground’s independent filmography, with O Fantasma
(2000) from Jodo Pedro Rodrigues.?

Cineground maintained, to a certain extent, the role that film societies
had assumed the decade before the end of the dictatorship, an “activity
behind closed doors” that “showed the films that no one could watch”,

22.Twould like to point out that the identities represented in this cinema do not include
lesbians and bisexuals, and although LGBT film festivals (such as Queer Lisboa, Rama
em Flor Festival and Lisbon and Porto Feminist Festivals) have brought them some visi-
bility, they remain mostly absent from national film productions.
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made of “allegories and metaphors” (Loja Neves 2007, 17). In the post-April
25th, the associations in the midst of amateur cinema sought to answer
questions that seemed urgent for the Portuguese society at the time, such
as neighborhood associations, and small film societies and groups began
to lose visibility (Ibid.). The difficulties began to increase for Cineground
which, in addition to surviving with a reduced economy of means, ex-
pressed, according to A. F. Cascais, and as mentioned before, a culture in
this gay and queer cinema that was also “politically marginal, antago-
nized and opposed by the prevailing conceptions of the political culture
of the time*, which was partly manifested in the progressive separation
of the two producers.? Even J. P. Ferreira, whose leftist militancy he tried
to express through his filmography, could not find representation in the
political class, which did not accept the homosexual subject and “rejected
this filmography and the culture of Lisbon’s gay ghetto alike”.

The historical conditions under which the films were produced and
screened make up for a significant part of their conditions of existence
(Bessa 2007, 262). The films produce and describe an affective and political
territoriality that inadvertently subverts and dialogues with the prevailing
norms of sex and gender in our country. Cineground’s estate, although be-
ing part of the historical and cultural heritage of LGBT communities at the
time and now (though not inclusive of all these identities, it is still consid-
ered a cultural heritage of the struggle for recognition of LGBT rights in the
Portuguese society), was sentenced to oblivion “to the point of becoming
a complete surprise to those who rediscover it” (Cascais 2007, 153). In the
opinion of Oscar Alves, at that time there was more of a sense of commu-
nity, people would address these subjects openly (within the existing com-
munity): “well, they thought they were free...”.” This idea is shared by A.
F. Cascais, “it was simply: exist and organize yourselves autonomously”.?

The “localization” of Cineground’s work at a pre-mobilization moment in
Portuguese history allowed me to read it in the light of Judith Butler’s
queer and gender performativity theory. The author criticizes the found-
ing principle of identity politics, which presupposes the need for fixed
identities to claim their agency and hence guarantee their interests and
desired political claims (Butler 1990, 142). Parodic practices, which she
also refers to as “politics of despair”, in the sense that they symbolize
the inevitable exclusion of marginal genders (Ibid., 146), also expose the
“illusion” of gender identity as an essence (Ibid. ). Butler’s suggestion
to feminist theory is a new conceptualization of identity as an effect,
produced by gender performance, in order to increase the possibilities

23. Personal interview with Fernando Cascais, 29th April 2014.
24. Ibid.

25. Personal interview with Oscar Alves, 28th March 2014.

26. Personal interview with Fernando Cascais, 29th April 2014.
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of existence and agency of individuals without the limitations of fixed
identity categories (Ibid., 147). This proposal does not aim to discredit
the available identity categories, but to identify in the same process of
construction of these identities, the practices of subversive repetition
that will allow individuals to challenge them (Ibid.).

The initial step would be the questioning of the body as a pre-discursive
or pre-cultural entity, an idea that lies at the heart of the naturaliza-
tion of sex and bodies. This idea comes close to U. Marks’s (2000, 164)
concept of “haptic visuality”, which argues that sensory experience pro-
duces knowledge about what is observed. According to this author, and
as mentioned previously in the essay, a true knowledge of the world
should not be reduced to the domain of vision but to be based on a bridge
between the world of mimesis and symbolic representation (Ibid., 138).
Using contemporary philosophers Merleau-Ponty (1973) and Derrida
(1974), the author explains that language, being founded on the body,
cannot precede it, whether this is the body of a speaker or of a perform-
er. In the case of cinema, representation is inalienable of its corporeal-
ity (Ibid., 142). The possibilities of theoretical approximation about the
body between Marks and Butler’s work expands through Marks’s con-
cept of “intercultural cinema”, referring to the global cultural flows of
film and video production in the western metropolises of the 1980s and
1990s (Tollof 2001, 293). If for Butler deconstruction of identity is a way
of turning political the terms that constitute identity itself and there-
by questioning a hierarchy of power based on binary sexuality (giving
rise to new configurations of power and representation) (Butler 1990,
148), Marks resorts to “intercultural cinema” as the vehicle of agency for
minority populations, giving them a history and memory through the
“power of artifice” in the absence of real narratives (Ibid., 295). The po-
litical importance of the “power of artifice” can be compared to the one
invoked by Butler in the “politics of despair” of parodic gender norms, as
it creates conditions for social transformation through the invention of
a space in a de-territorialized context where minority cultures may ex-
ist (Ibid.). The transformative quality of cinema, as a vehicle of agency,
postulated by Marks, seems to be in line with Cineground’s cinemato-
graphy, in the sense that it establishes a dialogue between the dominant
culture and the minority culture that this cinema represents. Even if
not politically engaged this cinema makes room for a form of micropo-
litics, a concept endogenous to queer theory that rests ultimately on the
individual’s inalienable power to counteract the norm (Mascarenhas
2012, 68). Cineground is the product of a particular era in the history of
Portuguese society (post-April 25th, PREC) when the LGBT community’s
sexual and civic rights were not recognized in legislation nor in public
opinion and before the emergence of civic militancy for minority rights.
I am uncertain if it is correct to assume that these films are intended
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to claim visibility for the unauthorized lifestyles they depict but I be-
lieve they negotiate their possibilities of existence through the power of
agency provided by cinema. The visualization of these films demands
a “sensorial translation” within the existing cultural knowledge / in-
formation, which may bring possibilities of transformation at political
and social spheres, such as processes of identification, the construction
of social alliances, and ultimately, offering current audiences the ac-
cess to a material memory that, if nothing else, attests for their exis-
tence (Ibid., 293), even if we must “see it to believe it.”

This is an episode of resistance that, alike many others around the world
(and with no necessary connection to the intellectual identity move-
ments consecrated in Western societies in recent decades) has contribut-
ed to the construction of a different story through acts and ways of think-
ing that differed from a predominant system. Thus the question asked by
J.P. Ferreira to conclude his introductory note for the catalog for Cinema a
Margem Film Festival, organized by the Center for Independent Filmmak-
ers, of which he was the director in the years of 1980-1981: “Should this
absolutely bold and engaged cinema really keep being marginalized?”
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ANNEX A
SYNOPSIS OF THE FILMS BY JOAO FERREIRA, QUEER LISBOA ARTISTIC
DIRECTOR, QUEER LISBOA FESTIVAL (2007, 2008)

CHARME INDISCRETO DE EPIFANEA SACADURA (1975)

Oscar Alves / Short Film: 27 min. / Fiction

In his first short film, Oscar Alves experiments with the flashback-based narrative struc-
ture and the theme that would be further explored in his later work Aventuras e Desven-
turas de Julieta Pipi, filmed with greater means. Shot with no dialogues or sound ef-fects,
the film relies on intertitles to convey the essence of the dialogues, and it requires greater
rhythm and expressivity from its actors; to this end, Alves recreates the expres-sionist
aesthetics of silent cinema. The time and setting of the action are revealed imme-diately:
1930, the Chalé das Aguas Correntes (Chalet of Running Waters). Epifanea Sacadura (Fefa
Putollini), actress, welcomes us with a “Hello, Boys!"; lounging on her chaise longue in a
languid pose; she even fondles herself on occasion. Epifanea is clearly bent on seducing
the boys. The actress speaks of her career; she tells the story of the making of a film, in
which we see her character receive the visit of a gentleman that turns out to be a vampire.
A situation she resolves by immobilising him through a “Bot-tled Fart” she had handy. She
then produces a king-size hammer and stake to get the job done. Epifanea confesses that
life in the movies has made her into “a drunk, glutton, and neurotic”, and then recounts one
more recollection: the filming of “Ultima Valsa em Cucu” (“Last Waltz in Booboo"). A beach
stands in for the desert that serves as the backdrop for an exotic story; the actress, in a
shell bikini, crawls into the arms of the leading man. On set, the actor turns out to be a real
gentleman, helps Epifanea when she is bitten by a spider, and even gives her a manicure.
The actor only looses his stride when Epifanea pulls his tunic up, and screams, “Not in the
ass!” The film ends with a commercial for the “Vaqueiro” brand of margarine - “Even in
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the desert, a little “Vaqueiro” comes in handy” -, in a sequence that is a clear reference
to Bernardo Berto-lucci's Last Tango in Paris (1972). The actress then, still reclining on
her chaise longue, recounts her discovery at 18. We learn of her peasant origins, and how
director Lauren-tis Kommecds discovered her while climbing a tree and shooing away
a butterfly that had landed on her behind. Kommecis instructs his refined producer to
school Epifanea in how to eat, apply makeup, and walk on heels, so that he may turn her
into a star. The conclusion, as foreseeable from the director’s artistic name, the photos of
Epifanea’s first filmic efforts are revealed: a porn flick.

SOLIDAO POVOADA (1976)

Oscar Alves / Feature Film: 45 min. / Fiction

Soliddo Povoada, the first feature-length film by Oscar Alves, and the only melodrama in his
brief directorial career, is a legitimate heir of the visual aesthetics of the Cinema Novo, whose
main reference is Verdes Anos (1963), by Paulo Rocha. Set in Lisbon after the revolution of
25th April1974, a city that aspires to be cosmopoalitan, the film portrays two middle-class
couples, played by Domingos Oliveira, Carla Tuly, Fernando Silva, and Isabel Wolmar. In
the first scene, we are introduced to the relationship between the main character (whose
name we will never learn), and Fernando. We are in the former's apartment in the Amoreiras
area, and Fernando calls him from a phone booth. In the car, driving towards Monsanto,
the protagonist recalls his break-up with former girlfriend (Carla Tuly), in a flashback where
the two are seen, in a theatrical setting among the ruins of the Carmo convent, going their
separate ways. In another flashback, he recalls how he met Fernando, on the day he visited
the glass factory the latter manages with his wife (Isabel Wolmar), to place an order. The
main character seems to have already accepted his homosexuality: before dining alone
with Fernando for the first time, he takes leave of the transvestite (Belle Dominique), in the
latter's dressing room. He tells her that he cannot attend her show, thus stating the end
of a relationship that despite being “necessary” had no future, since he actually despises
the world she inhabits. After their first romantic dinner, the two men sleep together. At
Fernando's, his wife awaits long into the night for his arrival, upon which she embraces him
and the two make love. In a voiceover, we hear Fernando comment, “All this is a farce”, while
remembering his male lover, naked, sitting on a rock in Monsanto. This flashback suggests
that the relationship has progressed, and that the two did not just share the one night after
the dinner; they have been lovers for a while. Solidao Povoada seems to aspire to signal the
growing divergence between pre revolutionary Portugal, and a new rising frame of mind.
In a meeting at an antiquarian, the main character and his former girlfriend go shopping
together, as friends, and her words express tolerance towards his sexuality. Fernando, on
the other hand, remains in his marriage. In the final sequence, we see images of Lisbon,
full of anonymous passers-by, while each of the four main characters walks alone; they
eventually meet, but do not know (or recognize?) each other. Four realities that crossed in a
Lisbon under transformation.

GOOD-BYE, CHICAGO(1978)

Oscar Alves / Short film: 16 min. / Fiction

The last film directed by Oscar Alves, Good-Bye, Chicago was devised to open the show of
the same name at the Scarllaty Club in 1978. The film is therefore the fictional version of
the perilous events of the weeks that preceded it, events that resulted in the show which
the audience was about to see live on stage. Filmed with no sound, Good-Bye, Chicago
opens with the landing of a private plain at Tires airport, in Cascais; its three passengers,
acclaimed by a multitude of fans and many photographers who invade the landing strip, are
three divas. The three vie for the attention of the photographers, striking various poses,
and even resorting to physical aggression in order to gain the spotlight. The diva played by
Guida Scarllaty receives luxury treatment: she is whisked off towards Lisbon in her own
convertible, with her puppy and a bottle of champagne in hand. When her car breaks down,
she is forced to accept a ride from her “rivals”; the three squeeze in the back of a much
more modest car, with their legs and wigs sticking out of the car windows during the trip.
The following sequence, showing a firemen's car and a body lying on the road, suggests
what is soon confirmed by the insert of a newspaper headline, announcing the death of
the divas in an accident. Except for the character played by Scarllaty... Soon returning to
work, she organises a casting session for the show Good-Bye, Chicago. Several female
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transvestites and a male one (Tony, played by Maria José, who was also part of the show'’s
cast), receive an invitation in the most unexpected circumstances: while shooting a film,
during a moment of intimacy, or even on the operating table, while undergoing surgery. For
this specific segment, Oscar Alves also used a sequence which parodies the theatre play
A Verdadeira Historia de Jack, o Estripador (1977), playing in Lisbon at the time and staring
AnaZanattiand Zita Duarte. In the final sequence, all are reunited at the Scarlatty Club; the
film ends, and Good-Bye, Chicago begins.

AVENTURAS E DESVENTURAS DE JULIETA PIPI (1978)

Oscar Alves / Feature Film: 44 min. / Fiction

The opening sequence of Adventures and Misadventures of Julieta Pipi clearly trumpets
the film's theme. Images of 1970s Los Angeles, and a departure from LAX, give way to
Lisbon airport, where internationally famous actress Julieta Pipi (Belle Dominique) has just
arrived. Miss Pipi gets ready for a tense press conference, to take place in her palace on the
outskirts of town. Faced with questions that are at times political, others intellectual, and
even frankly and inquisitively sexual, Pipi defends herself in her Italian accent (a leftover
from her latest film, shot in Italy) from all provocations, and even skirts the impertinent
questions on her acting background.With the press conference as its backbone, the film
delves into Pipi's career and past glories through a series of flashbacks.

FATUCHA SUPERSTAR: OPERA ROCK... BUFA (1976)

Joao Paulo Ferreira / Feature Film: 43 min. / Fiction

The oeuvre of Jodo Paulo Ferreira, which began in 1975, generally had a strong focus
on social and political issues, he directed this singular work, Fatucha Superstar, in a
musical style inspired by Andrew Lloyd Webber's production of Jesus Christ Superstar.
With the Portuguese revolution of 1974 still fresh, Ferreira deconstructed one of the
greatest pillars of the dictatorial Estado Novo regime: the apparitions of Our Lady
of Fatima. If, on the one hand, Fatucha Superstar is faithful to the hippie aesthetic of
Webber’s musical — and to a Portuguese generation of the time — on the other, Fatima,
or Fatucha, is a sophisticated transvestite that appears to the three little shepherds in
dark glasses and a convertible. The film begins with images of pilgrims in Fatima. But,
in spite of this documentary style introduction, Jodo Paulo Ferreira asks us to revisit the
myth, revealing to us his own truth about it. In an open, deserted field, the three little
shepherds, Licia, Jacinta and Francisco dance with unfettered gaiety, until Jacinta (with
a hairy moustache) has a premonition. But it's to Francisco that Fatucha appears. The
boy immediately calls his sisters so they can also witness the strange phenomenon.
Fatucha sings to the little shepherds, promising them fame and success in the future.
But Francisco, more than inebriated by these promises, falls in love with this fascinating
woman, to whom he dedicates, in bucolic ecstasy, this song: “I feel my head turning
around, / the bosom, corset, / | can't forget that broad, / she is hot as hell..." Then comes
Fatucha again, also in a solo, promising to begin her struggle, not without consulting
first with God, who thus reacts to her proposal: “What debauchery...” When Fatucha
appears again to the little shepherds, the miracle begins, in the form of magician's tricks.
She makes a table appear, takes objects out a top hat, makes orange juice appear to
quench their thirst, and transforms Jacinta into an appealing woman. But something
goes wrong when she makes Jacinta disappear, leading her siblings to chase her away.
Fatucharuns to her carand tragedy looms. As a new Isadora Duncan, her veil gets caught
in the car wheel. Fatucha seems to have left us. Halfway into his reinterpretation of the
apparitions, Jodo Paulo Ferreira interrupts the narrative with an insert — announced by
psychedelic lighting effects —, that brings us to the present. On a dance floor, angels,
nuns, and God dance without shame. The characters in this fable give themselves up to
the most earthly and carnal desires. On an altar in the background, instead of a religious
figure, there is that other, rather more pagan, cult object: an enormous phallus. At the
end of the film, there is a new return to the present time. A group of friends celebrates
Fatucha. She isn't dead after all. In a final homage, they sing in unison: "Oh Fatucha
Superstar, why are you fooling the people. / Oh Fatucha Superstar, beware that they will
screw you in the end”.
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DEMONIOS DA LIBERDADE (1976)

Joao Paulo Ferreira / Short film: 20 min. / Fiction

At the heart of an upper-middle class family resides a bizarre love triangle. Two men, one
woman. A couple, and a stranger to the family. The stranger is hitchhiking by the road and
aman invites him into his car. A hand on a thigh speaks volumes. She is waiting for them
at home, a sumptuous villa. An essay on the various possibilities and rituals of recent
freedom, Os Demonios daLiberdadeis also a manifest of sexual freedom. But the demons
are still around. The lover who breathes fresh air into this couple’s life is himself chased
by the ghosts of morality and by a past still too present, duly identified by a swastika on
his forehead. A very effective musical score,together with especially careful editing and
a great cinematographic sensitivity in the set-up,shooting and time management, make
this short film a singular object for its time. And, thirty years after its making, we can
but think about some aspects and behaviours of our society today,where strong signs of
lack of freedom still seem to prevail.

ANNEX B

FRAMES OF CINEGROUND'S FILMS (1975-78) USED IN THE INTERVIEWS
WITH THE MEMBERS OF THE PRODUCER, THROUGH THE METHODOLOGY OF
PHOTO-ELICITATION

Solidao Povoada, 1975

O Charme Indiscreto de Epifdnia Sacadura, 1975
Fatucha Superstar: Opera Rock... Bufa, 1976
Demoénios da Liberdade, 1976

Goodbye Chicago, 1978

As aventuras e desventuras de Julieta Pipi, 1978
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FILMACAO AND
REPRESENTATION:
THE AUDIOVISUAL

IN THE MONTAGENS
OF PERFORMANCE
IN THE BATUQUE OF
PONTO CHIQUE - MG

PAMILLA VILAS BOAS COSTA RIBEIRO
Universidade de Sao Paulo, Sao Paulo, SP,
Brazil, 05508-010 - fla@usp.br

ABSTRACT

This article discusses how the production of a film
with the Ponto Chique batuque and other nearby ba-
tuque groups, connected by the Sao Francisco river,
mobilizes social and aesthetic processes, in other
words, how the film while a process of production
and exhibition takes part in this relation between
aesthetic drama, social drama and ritual drama.
From the dialogue with authors of performance the-
ory, the starting point is to discuss categories such
as representation, drama and “montagem”, compre-
hending the ‘filmacao’ as the materialization of this
fluid space where the batuqueira/vazanteira culture
builds upon. Using the ethnography method, the ar-
ticle wants to reflect on the relations between the
batuqueiras montages and the film montage as fic-
tion and friction between the past and the present.
The article works with the hypothesis that the frag-
ments of the past organizes the filming timing and
can constitute a temporality specific of the batuques.
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FIGURE 1
Map of Brazil
highlighting
Ponto Chique.

FIGURE 2

Map of the state
of Minas Gerais
highlighting
Ponto Chique.

FIGURE 3
Map of the Ponto
Chigue municipality.
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FIGURE &4
Batuque
presentation
before the

movie session
(2010). Picture of
André Fossati.
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INTRODUCTION

My first encounter with the batuque of Ponto Chique, a community lo-
calized on the bank of a river at the north of Minas Gerais, happened in
2010 when I worked in the project Cinema no Rio Sdo Francisco' which
followed down the communities at the margin of the Sao Francisco river
making short documentaries with its residents which were later shown
in a big screen in the city’s squares. During that time, I was the one who
searched for the “city’s characters” and realized the interview together
with the filming team. Sailing through the S3o Francisco river is an ex-
perience hard to translate. As the own river landers joke, once you sailed,
there is no turning back, you will return again. Following the prophecy,
I returned still working for the project in the years of 2011, 2013, and 2014.

I was from this experience and the encounter with the batuque of Ponto
Chique, that Iin 2015, entered in the master program in Anthropology of
UFMG to discuss the relation between performance, representation and
the cultural and political categories. This process resulted in the master
thesis “THE LIFE IS A REMANSO: Performance, culture and politics in the
batuque of Ponto Chique (MG)” defended in May of 2017.

The batuque of Ponto Chique has as its main members Agripina, Rai-
munda, Pascoalina, Maria José, Francisca, Rosinha, Jodo de Lid, Ade-
mar, Valeriano, Olimpio, Nilson, Neusa and Pretinha. The main mem-
bers are the ones involved the longest with the group, but there are still
the granddaughter and daughter of Olimpio that sometimes participate

1. More information about the project: http://cinemanoriosaofrancisco.blogspot.com/
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FIGURE 5

Some members
of the batuque

of Ponto Chique
gathered during
the recording of
the documentary
(2017). Picture of
Fernanda Brescia.

FIGURE 6
Olimpio, Agripina
and Valeriano
(valu) (2010).
Picture of
Amanda Horta.
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in the encounters. There is also the little grandson that, as Olimpio ex-
plains, was born for the batuque. He used to be at the front of the group,
guiding them. However, his daughter moved to Salvador and took the
grandson with her. Until this day he is invocado with samba, Olim-
pio says. There is also Elenice who entered the group recently and gets
goosebumps every time that she watches the DVD that we produced in
the filmacdo of the batuque. There is also Juquinha, Olimpio’s brother,
who passed some years ago.
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In the field work for the master’s thesis I came across the native term
representacdo (representation) which is understood by the as (re) pre-
sentation, connected to the action of bringing things back to life. The
word, repeated in different moments by the members of the batuque,
seemed to be a term organized by the thought of the batuqueiros. The
understanding about the idea of representation surpass the false and
true dualisms or the rupture between the real and its representation
still present in some tendencies of the anthropological theory.

For this research it was important to have in mind that the category
representacdo is understood by the group in the sense of action, of rela-
tion, connection with the past.

This term brings also the power of the batuque as a tradition that rein-
vents and renovates itself to keep pulsing in the batuqueiro’s lives. Agripi-
na and Olimpio always say that the batuque will end. However, at any
given time a batuqueiro can emerge in the wrinkles of the river, in the
movement of the crdas® It is also in this representacdes that they live,
elaborate and bring new meanings to the conflicts of everyday life. To
represent it is also to perform to an audience, and can involve a partic-
ular experience of the batuqueiros to make present a being or an entity.

This term guided the chapters of the dissertation that wanted to trans-
late different visions of the group surrounding the representacoes and
the shaping of the batuque in the different visions. Another native cate-
gory that emerged from ethnography was filmacdo that the batuqueiros
used referring to the action of filming. It was on the day of filmacdo, in
which the batuqueiros performed to the cameras, that the ancestors
were incorporated in the performance, that the body healing or the ef-
fectiveness of the practice happened. Following this flow and realizing
the importance of the relation between the batuqueiros and the imag-
es, still during the field research for the master’s thesis, I created an
amateur video with the cellphone cameras and produced a DVD that
was given to all the members of the batuque. A part of this first experi-
mental exercise of filmacdo can be seen through the link: https://www.
youtube.com/watch?v=_WyRrd-Feql&t=246s

The DVD then started to develop the role of re(a)presentar Dona Neuza,
member of batuque and wife of Olimpio, who passed away suddenly one
week after this experience of filmacdo with the group. It was possible
to perceive, therefore, that the DVD entered in the net of relations and
representacoes of the batuque.

2. It is the name that the riverins give to the sand banks formed in the middle of the river.
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After the masters we proposed, collectively, for the State Fund of Culture of
Minas Gerais a project for the realization of a documentary together with
the batuque of Ponto Chique in particular, and also about its relations with
the surrounding batuques. We proposed also a reunion of batuques in the
quilombola community of Bom Jardim da Prata, in the municipality of Sdo
Francisco, circa of 60 Km from Ponto Chique. As I pointed in my disserta-
tion, the reunions of the riverines batuques are the place of expression of
this memory, in fragments, that flows through the Sdo Francisco river.
The project was approved in 2017 and at the same year, myself and filming
crew spent 15 days filming the batuques surrounding Ponto Chique. The
documentary is currently in process of montage, editing and finalization
and it will be released in the second batuque reunion in 2019.

During the filming with the batuque of Ponto Chique it was possible to see
that the effectiveness of the performance, the collective energization hap-
pened even in front of the camera, better saying, it happened especially for
the camera. It was not possible then then to separate batuque to be filmed
from an “authentic” batuque realized in Dona Izabel’s? terreiros, considered
the queen of batuque. Filmacdo is also an important modality of represen-
tation of levantamento* in the culture of batuque. It reflects this montage
in which “pieces” of the past are reconstructed in the present for a future
project that culminated in the collective production of this film.

Dias (2001) points that the poetics of batuques is marked by the essentiali-
ty and economy of the expressive ways by the short form and concentrat-
ed meaning. This encrypted communication, there is a metaphorization
of the verbal discourse, by the elaboration of a dubious language built
with simple images, whose translation was restricted to the communi-
ty that celebrated. To the author, during the slavery period, the freedom
space of the dances in the terreiro enabled a privileged moment of inter-
nal communication through the sung chronic. In this space, they sang
every kind of messages, articulations, critics, and claims. A very peculiar
metaphorical poetic language arises, contrary to the perception of the he-
gemonic culture of the colonial period that the batuques were something
bizarre without further refinements of expression. For the author, these
traits are close to the habit of expressing themselves through proverbial
phrases, “dear to the old guardians of oral traditions in Africa and who
probably would have influenced the poetry of the terreiros and senzalas
in lands of the diaspora” (Dias 2001: 21). For the author the new living con-
ditions imposed different meanings for the arguments, but survives the
basic idea of the synthetic and connotative formulation.

. Dona Izabel is considered the queen of batuque for her atuation and tradition with the prac-
tice that comes from her ancestor. To be the queen of batuque is a sort of nickname given by
consideration, for the protagonism in the dance, wisdom in singing, for influence in the prac-
tice. Therefore, it is not about a monarchic symbolism that imposes some hierarchy or rule.
4. Native term used by the batuqueiros meaning a process to make the practice more
powerful and visible.



FIGURE 7
Batuque of the
Quilombola
Community of
Geraes Velho
during the
filming of the
documentary
about the riverines
batuques (2017).
Photo of Raphael
Vilas Boas.
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In spite of the importance of the batuques in the historical constitution of
diverse modalities of dances and performances and, simultaneously, as
the locus of elaboration of diverse groups or traditional communities, the
ethnomusicologist Paulo Dias points to the lack of researches and material
on the subject. The name Batuque is something that goes back to the preju-
diced view of the settlers when they came across the dances and practices
of the enslaved. Batuque is then a generic name that assumes several other
nomenclatures depending on the community. In Ponto Chique, for exam-
ple, the ancients called the practice of Lambero. Already in Geraes Velho,
nearby community, the practice is known as Carneiro. It is worth em-
phasizing that, although the batuques are common in different regions of
Minas Gerais and Brazil and refer to this “slavery” past, the researches on
the subject, from a sociological and anthropological perspective, are rare.

An example of this “invisibility” are some bibliographies about the Sao
Francisco River such as “Musicals in the Middle Sdo Francisco” and
“Language and Folklore in the Sdo Francisco River”, where none of them
mention the batuques. It is very strange to think that the folklorists who
dedicated themselves to the study of the cultural and musical practices
of the S3o Francisco river did not have to face the riverines batuques.

Dias (2001) reports that, in 1993, he went to Cunha to look for the local Jongo.
He went to a Municipal Museum, where he was informed that the dance
no longer existed in the city. At his insistence, the person in charge of the
place said that, yes, there was a bunch of “cachaceiros”, but what they did
was a “noise”, not the “true” Jongo. On my first visits to Ponto Chic when
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I asked about the batuque they told me that there was no such thing as a
batuque. Pursuing further batuques from the Southeast, Paulo Dias reports
that this model of approach came to show some constancy and that many
were efforts to dissuade him from the venture. For the author, the visually
crude batuques of terreiro does not attract researchers. For Paulo Dias this
attitude still remains between artists and intellectuals. The author also
points out that folklorists have not been interested in batuques in the past
for the “lack” of aesthetic refinement and for the “absence” of symbolic ap-
paratuses and denounces that this position still remains among intellec-
tuals often inattentive to the importance of the groups in sharing memory,
moving the fragments of a story built on the margin.

Aragjo (2013) researched the poetic inscriptions in the coconut of Ceara
and in the candombe of Minas Gerais, making a mention of the batuque
of S80 Romao de Dona Maria do Batuque. Aradjo (2013) calls practices
like the batuque, jongo, coconut, of songs danced by the intricate rela-
tion between song and dance.

Araujo describes the performance of the dance of Dona Maria de S&o
Romao, a city near Ponto Chique, in which the group presented specif-
ic vestments and a singularity in the way of dancing that recalls the
greetings carried out in the religions of African matrix.

In addition to the whirls and jumps present in all the man-
ifestations registered in this collection of dancing songs, in
the batuque of Dona Maria, the components -man/woman,
man/man, woman and children- touch shoulder to shoul-
der on the left and right side in the dance performance, and
rotate by switching pairs randomly. (Aratjo 2013: 68).

The performance of Dona Maria ‘s batuque is very similar to the Ba-
tuque of Ponto Chique, signaling this relation between the groups of this
specific region of the High Middle S3o Francisco.

I have mentioned two studies that, from different perspectives, deal
with, on the one hand, a more historical and ethnomusicological aspect
and, on the other hand, a more analytical character of the poetic and
stylistic characteristics of the performances of several danced songs,
among them, the batuque de Sao Romao. The present article tries to
apprehend the batuque of Ponto Chique and other groups in its most
contemporary moment, articulating its performance in fragments of
memory and its relation with the images.

In addition, the proposal is to perceive the groups in their specific con-
text impregnated by the importance of the river Sao Francisco in the
ways of life and to think the world. An example of this relationship
with the river are the daily performances of the batuqueiros in their



work in the ebbing®. In one of my canoe crossings with Seu Olimpio,
I came across the following dialogue between Olimpio and a vazan-
teiro colleague: “Who is rich has cattle, who is poor runs to the bush,”
jokes Olimpio. Zé da preguica replies, “Well, I'm going there.” “I've come
back,” says Olimpio. The vazanteiros are constantly being threatened
by the environmental police, by the farmers and by the very cattle
that enter and trample the plantations to drink water in the river. The
dialogue reveals the surrealism of the daily life of those who work this
territory. The lands of the ebb are officially of the state, but they have
a kind of unofficial use right reaffirmed collectively by the occupation
and the relations produced in the space. The vazanteiros live in this in
between-place, in the imponderable, in the displacement where they
produce relations of work, consumption, conflict and commerce.

In the theater of the vazanteiros this displacement is performed, as
shown in the above dialogue. The movement of traffic through the ebbing
is also done by staging, gestures and manipulation of the forms of lan-
guage that are privileged objects of studies of performance anthropology
(Dawsey 2005: 20). A time when aesthetic experience is at the center. For
Schechner (1985), theater and ordinary life would be a kind of Moebius
tape (a non-steerable surface), each becoming the other (Schechner 1985:
81). This flow between every day and theater also make tangible the rela-
tions produced in this between-place of life in the ebbing.

And it was precisely these performances in the ebbing one of the themes
addressed by the documentary. Olimpio performed for the cameras all
the way until the arrival in the ebb, the process of planting, the songs of
work, etc. These montages were suggested by Olimpio and it was up to
the film crew to follow the narrative he created.

FIGURE 8
Movement of
riverine on the Sao
Francisco river
(2016). Photo of
Pamilla Vilas Boas.

5. A possible translation for the portuguese term “vazante”.
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FIGURE 9
Crossing of the
Sao Francisco
river in the port
of Ponto Chique
(2017). Photo
of Raphael
Vilas Boas.
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This article also discusses elements of a visual anthropology made in a
very specific ethnographic context, as a result of a shared production that
thinks about the impact of these media to the local groups. The relation-
ship with the audiovisual is something that has intensified in the groups
of the region as another modality of raising the batuque. It is another way
of making visible a practice that is always about to end, but never ends.

As Ferraz and Mendonga (2014) point out the different research strate-
gies with images that vary according to each research context and the
multiple dimensions of the ethnographic encounter, we may think that
the batuqueiros appropriated the resources of the audiovisual to express
this history of the forgetting and to move the fragments of their memo-
ries even more. It is possible to suggest that, just as the songs represent
different temporalities, fragments of the past that join fragments of the
present, the audiovisual can also represent and reverberate these dif-
ferent temporalities lived in the performances of the batuques. In this
sense, the filmacdo is inserted in the perspective of the batuque to leave
their memories visible, increasingly present and also to bring to the fore
the relationship of the batuqueiros/vazanteiros with the images and
the force of their montages, also incorporated by the audiovisual, in the
dissemination of a memory that refers to the event of slavery and that,
however great the attempts at erasure, it emerges in fragments and
remnants of a performance that can never be forgotten. It is relevant
to think not only of the importance of the audiovisual to represent the
batuque, but also to discuss the influence of the batuqueiras montages
in the audiovisual and how their categories can bring new understand-
ings about cinema and performance.

FILMAQﬂO WITH THE BATUQUE

The day I arrived at Ponto Chique, in the field for the master’s degree in
2016, I went to greet Olimpio and inform him of my stay in the city. He
asked me if I would want a representacdo, I said yes and I would even
record the audio and film. I decided then to bet on this role of who pro-
duces images that the batuqueiros gave me, despite not having a crew
or adequate technical equipment. We settled the footage for Saturday,
June 4, 2016.

“During all this time, we never asked for a ritual to be performed ex-
clusively for our anthropological benefit, we are not in favor of such
an artificial theatrical performance” (Turner 1968, p. 18). This passage
brought me some concerns: would it be the representation of the ba-
tuque for filming something false? What I want to demonstrate is that,
from my experience in the field, the word representacdo is not detached
from the sense of reality, knowing that it does not make the least sense
this separation for the batuqueiros. To represent is to be directed to
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action and not to mental representations, and the batuque surpasses in
discourse and in performance, the chaotic dichotomy between reality
and representations (Peirano 2001).

On the day of the batuque, Valu decides to make a representacdo at his
house because it is lighter to get a better footage. Valu actively partici-
pates in the assembly of the equipment. He graces the table with the im-
age of Nossa Senhora and asks us to film an image of her in the opening
and closing of the DVD. Because he never saw any image of a saint in the
performances of the batuque.

I question Valu if the other batuqueiros would not care about the image,
but he explains to me that no, they are all devotees of Nossa Senhora.
Valu also reports that, in her mother’s time, she made a batuque for
Saint Peter because she represented the saint, and other batuqueiros
who represented Saint John performed the batuque on the saint’s date.
In other conversations, Valu explains that one of the reasons for in-
serting the image of Nossa Senhora was so that the bishop, who has
a relationship with the Pastoral Movement of Fishermen, would feel
represented if he saw the DVD. Here representation appears in its most
political sense revealing a widening of the term by native theory.

The group meets in front of the house of Olimpio and Valu remains on
the other side watching. Pretinha arrives before 7:00 p.m. for fear the
group would start the batuque without her. With the group reunited,
they cross the street towards Valu’s house. On the house, Olimpio gath-
ers the group and gives the instructions: you four (his daughter and
granddaughter - the youngest ones, and Pascoalina who was in a differ-
ent outfit of the group) stay there and start to twirl around here. Later
he explains that they came out first because the younger ones represent
the older ones, the current batuqueiros represent their ancestors and
this process has no end.

The batuque brings together these sacred, profane and playful dimen-
sions in their practice, transcending our compartmentalized view of rit-
uals. To think about performance implies not isolating spheres of social
life such as aesthetics, ethics, politics, religion, etc. (Hikiji 2005). I have
found in the literature on batuque that in many cases, the batuques in
the senzalas combined “religious” and “profane” activities in a single
event, which transcends our cartesian mental logic which perceives the
manifestations of the sacred and profane as static events.

Thus, in agreement with Van Gennep, it is necessary to assume the sa-
cred and the profane not in their static and clearly separated polariza-
tion, but to conceive them as dynamic positions. In this sense, in the
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batuque of Ponto Chique, there would be no essence in the sacred or
profane, but in its relative position in a given context of relations.

It is always Olimpio who pulls the first song, as leader. He is the one who
gives the orders and commands the intonation. The roncador® is what sets
the rhythm of the dance. “What I want to drink is cachaga”. Valu bought
cachaca that was shared by some batuqueiros in the middle of the cir-
cle. Olimpio rejected such an attitude. He explains that there should be no
cachacga in the middle of the circle and anyone who wants to drink should
absentmindedly take a sip and return to the circle. For Olimpio, if people
drink too much they can fall and hurt, in addition to disrupting the dance.
Neuza (2016) explained that in the old days, when the batuqueiros sang the
song of cachaca, a few cups arrived and each member took a sip. “It was
not much, just to cheer up, the music would ask.” Today she explains that
almost no batuqueiro drinks cachaca, she herself, stopped drinking,

Music warms the circle. Agripina circulates all over the place with the
dance she inherited from her mother. The neighbors joke that she is us-
ing crutch and limping all day, but that is just getting into the circle that
she even forgets she has problem in the leg. Pascoalina throws her body
forward, back, looks, defies with her face, and returns. Pretinha is fast
and when she meets Agripina on the circle they have fun in the game.

The feminine identity is then triggered in the performance that sub-
verts and stresses the male pattern. Female corporality gains relevance
in dance. Pretinha circles the whole circle with a piercing look and in-
vites each present to hit the shoulder-to-shoulder. Since the time of Ma-
ria Catenga, it is in the performance that the women share moments
of protagonism, like Maria Catenga, the woman batter drum of the ba-
tuque. Dona Pretinha, the woman who dances the batuque, Agripina,
the woman who knows how to call the songs.

Corporality was, until then, the place of the feminine, but as in a
flash, the past comes to the surface and Olimpio jumps with the box
and dances the carneiro” with the women. The other day I comment
on how beautiful it was to see him dance with Agripina, I had never
seen this before, and he explains that in the past men also danced,
but that Zé dos Passos, coordinator and enthusiast of the group, found
it more appropriate that men no longer danced in the performance.
Olimpio never questioned the decision. Neuza remembered the old
batuqueiros Seu End, Seu Anténio do Morro and Jodo do Morro who
danced with mastery. Olimpio tells us that the men always danced

6. It is a typical instrument of the batuques of the river San Francisco and that has its
origin in the instruments of Central Africa.
7. Carneiro is the name of the dance that mimics the ram animal.
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and could not leave all at once. As they are playing the boxes, this
could interfere with the rhythm.

The rhythm intensifies to the trance of the boxes, at which point every-
one connects in perfect harmony. Rhythm, melody and beat on the same
frequency or intonation as they say. The group seems to be in a collective
trance. Participants intensely experience performance. A man begins to
imitate a ram. The movements of the ram are present in the corporal
mimesis of the dance of the batuque and it was just at the moment that
they sang the music of the ram that Valu began to shout and to shake the
body. Commenting on the batuque the other day, Olimpio remembered
his great-grandfather. He and Neuza began to sing: “Look at my sheep,
meh - he has been shouting, meh - oh he - oh he - meh. Olimpio says
that the great-grandfather was already an old person but at the time of
this song he screamed, and trembled the whole body. “There was nothing
better. My mother did not learn, no one learned that. Valu started yelling
there yesterday. But who is he to shout like my great-grandfather?” As in
a flash, Valu incorporates his great-grandfather and the ram in gestures
and sounds. In the batuque of Maria de Sao Roma3o it is the voice of her
mother that appears when she is going to sing, in the case of the batuque
of Ponto Chique it is the memories that bring through the corporal mime-
sis, gestures and songs the connection with a past.

It is at this moment that the past articulates to the present in a “mu-
sical relationship” (Dawsey 2012). Valu incorporates, by the sounds of
the ram, his great-grandfather who will be remembered by Neuza and
Olimpio the other day. The cachaga is ritualized again remembering
that the song “I want to drink cachaca” was a kind of catalyst of the per-
formance. Neuza remembers the little cups, the mother and the grand-
mother dancing until dawn.

It was during the performance for the filmacdo that the images of the
past came to the surface in a surprising movement. The “old” batuque
in which the men could dance and amarradas® with the women returns
in the performance of Olimpio. The Carneiro, which gives the name to
the dance and the movement of the shrug, comes to the surface by the
screams and tremors of Valu that shows what his great-grandfather’s
mimesis was like. If, at the beginning of the research, I sought to under-
stand the differences between a batuque made by the ancestors in Dona
Izabel’s terreiros and a current batuque “transformed” by the contact
with the audiovisual, they show me, in performance, the misconcep-
tion of this separation. It also seems to me to deal with what Dawsey

8. It is a term used by the batuqueiros that refers to the moment in which the dancers
slam the shoulder to each other. This movement refers to the mimesis of the ram, which
justifies the fact that some groups in the region call the practice of Carneiro.
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(2012) calls the involuntary memory of the city: “It is also a good image
for the anthropologist who tries to be attentive to the surprising move-
ments of social life, when images from the past flash from the depth of
the involuntary memory of the city “ (Dawsey 2012, p. 213).

At no point did the group remember that there were cameras and mi-
crophones in place and that the presentation was going to be filmed. At
that moment, with the camera in hand, I seemed completely invisible.
It could be filming or not, it did not matter. A catharsis among the ba-
tuqueiros that live side by side, also linked by ties of kinship, and who
share dilemmas, histories and a common past in the work on the farms
and the ebbing. The next day, as if nothing had happened, everything
comes back to normal, they live together, talk about others, tell stories.

This first experience of ethnography from the use of cameras and with
a proposal of audiovisual recording during the field points to possible
meanings for the term native filmacgdo. It is a term that is directed to the
action and that seems to refer to the audiovisual, not as a product, but
as a performance. We may suggest that it matters more to batuqueiros
the moment of performance for the film than the resulting imaging
product. It was exactly this imaging exercise with the group that guid-
ed the master’s thesis in elucidating aspects of performance that had
not been expressed during the research. It was from the moment that I
took the place of the filming, attributed by the batuqueiros, that the re-
search reached its potential and it was possible to apprehend elements
of relation with the past and collective energization, which until then,
I had not noticed. This shows the power of images as an ethnographic
method and the power of performance for the cinema to maintain the
practice of batuque in the community.

The DVD became more important in the act of represent the batuque
for entities, in other cities, for other groups, than necessarily for the
aesthetic result of the production of the images. We can suggest that
filmacgdo, not filming or audiovisual, is the performance for the cine-
ma that marked the trajectory of the group since the first passage of
the Cinema no Rio Sdo Francisco project in 2006 when the batuque per-
formed before the cinema screening in the main square of the city. This
performance was crucial to the batuque’s levantamento.

The DVD also entered into the relationship between social dramas and
aesthetic dramas. It is possible to think of this relationship from the
reflections of Schechner, an author who is manifestly opposed to the
dichotomy between ritual and social dramas and aesthetic-theatrical
dramas as suggested by Turner.
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In the essay “Selective inattention” Schechner elaborates
his well-known model of an infinity-loop, to discuss the
interactive relations between social dramas and aesthetic
dramas: social dramas affect aesthetic dramas, and aes-
thetic dramas affect social dramas (Dawsey 2011: 208).

An example of this relationship was the seventh-day Mass of Neuza,
a member of the group, in which she was sung in the batuque. The
batuqueiros made a song to honor her. Neuza then became a batuque
and can be sung on other batuques performances. From this interactive
relationship, it is possible to understand the incorporation of the au-
diovisual in the web of relations between social dramas and aesthetic
dramas. The DVD, which had images of Neuza’s last performance in life,
came to represent it, capable of making her present, as well as the music
made in her honor. The DVD also operates in the relationship of making
this important member present in the life of the batuqueiros, as well as
the songs of batuque that bring elements of the past in a memory that
is always updated in the present. The audiovisual seems to operate at
this junction of social and aesthetic performances, bringing together
aspects of effervescence and collective elaboration to elements of a me-
ta-theater® of daily life that expresses tensions and contradictions of re-
ality. These are social dramas, like the death of Neuza, which stimulate

the realization of aesthetic dramas and both affect each other.

The very infinity-loop model, which Schechner drew from
his Turner readings, goes back to Turner (making a loop)
by revitalizing his discussions. The model comes out en-
riched. In particular, Schechner’s notion of “restored be-
havior” was central to Turner’s formulations. “I learned
from him (Schechner),” says Turner (1985, p. Xi), “that
every performance is ‘restored behavior’, that the fire of
meaning erupts from the friction between the hard and
soft woods of the past [...] and the present of social and
individual experience (Dawsey 2011: 208)

BATUQUEIRA'S MONTAGES

“The mill is mine / the ox is mine / the sugar cane is mine / the ba-
gasse is yours”. The facts reported in rhyme, music, performances and
sung are also images, a sequence filled with tensions. When singing
this batuque at the time of filming the batuqueiros laugh and have fun.
An alienation? Almost as in a displacement they sing the story of their
ancestors, the work on the farms. The rhythm is even more frantic as
a way of energizing this “slave” past. They distort the bagasse of histo-
ry, in an imaginary memory in frames of the past that comes to the
surface. They are facts reported in rhyme, are stories and music sung.

9. Dawsey (2006) articulates the approaches of Erving Goffman, who is interested in the
theater of everyday life, and Victor Turner, who seeks to capture the moments of inter-
ruption, or meta-theater of daily life.
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In the batuqueiras montages® the objects, the wood, the armadillos"
are sung and they sing in the roda. We may suggest that in this perfor-
mance there is a form of an assembly or reassembly of beings. Thinking
that these batuqueiras montages translate the various senses for the
representation as action, we can say that the action of joining these
diverse pieces of the world is the way of giving existence to the beings
that populate the river San Francisco.

If we think of documentary fiction as one more form of past and present
friction, we can understand this relationship between the film’s mon-
tages and the batuqueiras assemblages as a kind of restored behavior
(Schechner 1985) in which the fragments of the past constitute filmic
temporality. “Above all, montages reveal dissonant or unresolved ele-
ments of social life” (Dawsey 2013: 70). It is the fusion of conflicts where
one creates an image or assembly filled with tensions.

It is possible to exemplify this idea of montage from the own songs of
the batuque, where the symbols of the slavery, for example, decompose
in assemblages batuqueiras. The music mentioned above draws atten-
tion to the imagery of the poetics of the batuques. The verses have their
power less by the discursive aspect and more by the force of the images
evoked. The verses are more the expression of an assembly, or of imag-
es, in fragments than of a discourse to be understood.

It is also in this moment that the collective memory* (Halbwachs 1990)
collapses into residuals that accumulates and travels along the Sdo Fran-
cisco River. It is also possible to think of this communication between
the batuques as the expression of an underground memory (Pollak
1992), that is, something unspeakable, inconceivable that does not align
with the memory one wishes to impose by the local elite. The emergence
of “underground memories” expresses less of an essence or a crystal-
lized tradition and an attempt to re-inscribe memories and traditions
under present-day conditions (Mello 2008).

We can suppose that these improvisational songs signify and inform
the memory of the group bringing new collective representations on
the events that can be passed on by the music. For Halbwachs (1990),
musical technical memory depends on the group that dominates its

10. I use the term montage inspired by Dawsey (2013, 2012, 2009, 2005b).

11. There are some songs of the batuque that sing the armadillos, mainly because they
are becoming scarce in the region because of hunting.

12. T use the term collective memory in reference to Halbwachs (1990) for whom memory
is a reconstruction in the present of materials of the past.
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language, through its codes and conventions, and which gives meaning
to them, perpetuating them. He cites the example of the child sweetly
packed by the songs of his nurse. Later she will repeat the choruses
that her parents sing along to her. “There are songs of roda, as there
are songs of work. In the streets of the great cities, popular songs run
from mouth to mouth, reproduced once by the realejos, today by mega-
phones” (Halbwachs 1990, p. 172).

This same author calls attention to the fact that it is not necessary for
men to have learned music to keep the memory of certain songs and
certain melodies. For him, rhythm just as words remind us not only
of sounds, but the way in which we determine their succession. For
the author, it is the rhythm that plays the leading role in our memory.
Rhythm does not exist in nature, it is a product of life in society. The
individual alone would not know how to invent it.

These demands are incorporated into the songs in a fluid way, in the
rhythm of the batuque. Other batuques will also produce memories as
the product of this shattering. Assemblies generate new assemblies.
This idea is interesting to think about this destruction of the symbols in
the performance of the batuque that decomposes in fragments that are
always reconstituted in the present, in a new performance.

When one thinks of this montage of the batuque as the relation between
past and present or as a friction capable of bringing things back to life
in performance, it is pertinent to retake some notions of Turner (1986),
especially in his characterization of an anthropology of experience.
The batuqueiras montages are perceived in the music, in the fragments
danced and sung. It is in this musical relation that the past is linked
to the present. We can suggest that the time of the documentary is the
time of the song.

Turner presents Dilthey’s metaphor to address the five “moments” that
constitute the procedural structure of each erlebnis, or lived experience:
1) something happens at the level of perception (being that pain or plea-
sure can be felt more intensely than repetitive or routine behaviors);
2) images of past experiences are evoked and delineated - acutely; 3)
emotions associated with the events of the past are relived; 4) the past
articulates to the present in a “musical relation” (according to Dilthey’s
analogy), making possible the discovery and construction of mean-
ing; and 5) the experience is completed through a form of “expression”.
(Dawsey 2005: 164). By joining past and present in the performance of
the batuque the flow of experience erupts into an “experience” linking
the group. It is at this moment that the past articulates itself to the pres-
ent in a “musical relation”.
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This essay on an anthropology of experience was posthumously pub-
lished and also reveals Schechner’s influence on Turner’s work. In the
late 1970s, inspired by the essayist, especially by the notion of “restored
behavior,” Turner elaborates an anthropology of experience based on
past-present relationships. These experiences that interrupt routinized
and repetitive behavior begin with shocks of pain or pleasure and bring
emotions and experiences from the past that are evoked in the present.

Then the emotions of past experiences give color to the im-
ages and sketches relived by the shock in the present. Then
there is an anxious need to find meaning in what has pre-
sented itself in a disconcerting way, whether through pain
or pleasure, and which has converted mere experience
into an experience. All this happens when we try to join
past and present. (Turner 1986:179).

In Dilthey’s view, experience incites expression, or communication with
others. We are social beings and we mean what we learn from expe-
rience. “The meanings obtained by the harsh penalties must be said,
painted, danced, dramatized, finally put into circulation” (Turner 1986:
180). This is how, for Turner, performance refers to the moment of ex-
pression, a way to complete the experience.

The sense of experience is generated when past and present enter into
“musical relationship.” In this harmonious®relationship between past and
present, what to say about soundscapes filled with noise? How to make an
anthropology of noise, or the noise that escapes the processes of organiza-
tion of sound? (Dawsey 2009: 352). Dawsey (2009) offers questions to this
model of anthropology of experience and points to possibilities of exploring
what he called the “unconscious sound” of cultural landscapes. This dis-
cussion of Dawsey is of paramount importance to think of the batuqueiro’s
assemblages that, in addition to fractioning past and present, also bring
to the surface the elements, or the noises of a story read against the grain.

While it is possible to perceive a movement that goes from the ritual
to the theater in the work of Turner, in Schechner the movement is
opposite, of the theater to the ritual. From Turner’s encounter with the
essayist, he creates the concept of liminoid to think about the relation
of social dramas in complex societies to cultural practices carried out
apart from the social whole. Schechner in turn will strain the divisions
between theater, performance and ritual by proposing an inverse path
and bringing the performing arts closer to rituals in traditional societ-
ies. For Schechner rite and theater are performances.

13. Dilthey’s metaphor seems to evoke the moment when the past is elaborated into an
action of transformation into present as a harmonious relationship between musical
notes. Dilthey, interested in the German music movement of the eighteenth century,
describes the instruments through which Mozart, for example, makes manifest the ex-
istential experience.
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The friction of the hard and soft woods of the past’, it is interesting to
think about the life of the wooden instruments that sing, mock, and
snore in the performance of the batuque. The roncador is the diacritical
instrument which points to the recurrent instruments in Central Africa
and which assumes new meanings in diaspora lands. It is he who snores
and mocks in the performance and, from the friction of its woods, makes
this past present. For Turner it’s not just an idea of the past, it’s really the
past that comes to the surface. For Schechner these are pieces of behavior,
things and beings that come together in the here and now.

FICTION AND FRICTION IN THE DOCUMENTARY

In 2017 we spent 15 days filming with the batuques of communities around
Ponto Chique. We stayed for a week with the batuque of Ponto Chique that
would be the thread of the documentary. I would like to bring, in these
preliminary discussions, the relation of the batuqueira’s montages and
their intentionalities that friction the collective project of the documen-
tary. From the raw material captured during the documentary footage, it
is possible to relate the actors of the film, the actors in the performance
and the actors in the filmacgdo, which can be understood as film while
performance and action. It is a relation of mirroring, or a pile of shards.

It is also possible to notice that the process of filming the documentary
has different characteristics from the first exercise of filmacdo with the
batuque. In the documentary, the batuqueiros were invited to perform
their histories, memories and daily life, beyond the moment of the per-
formance of the batuque.

During this experience of filming the documentary it was possible to
perceive some intentions of the batuqueiros in relation to their montag-
es thinking about the unfolding film. Olimpio, for example, participated
in the filming process and was interviewed by the crew. As much as he
was representing himself in the documentary and not exactly a charac-
ter, since he was talking about his life and performing his daily life for
the cameras, it was possible to perceive a “not not me”*dimension. He
knew the distance between him and what he represented in the film at
the same time that the negative duo brought a freedom to reassemble
himself in front of the cameras.

14. As noted on page 22.

15. Schechner (1985) created the term “not not me” to translate the between-place of
performance. The author explains that an actor never tries to convince himself or the
audience that the performance corresponds to a complete transformation. In the rep-
resentation the actor tries to offer his skills and knowledge to the character, but never
becomes himself. Also in ritual, incorporation or trance state, the subject never ceases to
be himself to become an entity or a spirit, for example.



FIGURE 10
Filming crew
accompanying
the daily route
of Olimpio to

its ebb (2017).
Photo of Raphael
Vilas Boas.
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“The actor [says Brecht] does not allow himself to be completely trans-
formed on the stage in the character he is portraying. He is not Lear,
Harpagon, Schweik: he shows them” (Schechner 1985: 217). According to
Schechner (1985), this space between “not” and “not not” also refers to
a temporality that transits between the past and the present for the
creation of an idea of the future. In this material that will later consti-
tute a film, it is possible to perceive the intentionalities that involve the
production of a documentary and the batuqueira’s assemblages that are
articulated in multiple temporalities that go back to infinity.

The performance of Olimpio also brings a relevant idea of the filmmaker
Eiseinstein that approached the importance of the character that is consti-
tuted before the spectator, during the course of the action and not with char-
acteristics created a priori. This was revealed in the montages proposed by
him, from the scenes of the descent of the port of the city, the entrance to
the canoe, the route to his ebb and the performances that he proposed when
singing and dancing with the hoe while weeding his small planting space
of pumpkins and beans. We were filming his work on the ebb and, suddenly,
Olimpio jumped and began to sing and dance with the hoe. He knew he was
delivering something we hoped for, an important performance for the film.
It was in the course of action and from his actor consciousness about the
multiple possibilities of the performance that he stages for the film.
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FIGURE 11

The batuque group
of Ponto Chique
and the crew

have fun during
the filming of the
documentary
(2017). Photo

by Raphael

Vilas Boas.
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Olimpio counts all the cases in detail, makes a point of singing the
songs while narrating the stories in a rich exercise of composing him-
self for the film in the limits of the act of representing. Zé de Abilio was
an influential man in Ponto Chique, he had promised to take the group
to represent in a nearby town. The group got all dressed up, waited for
the driving that did not come. “Oh Zé de Abilio/are you not the man of
the place/you knew that there was car/why did you call?”. Olimpio tells
the story, sings the music, laughs and has fun in front of the cameras.
Another point that drew attention during the filming was the eruption
of laughter, the laughter of the batuqueiros in commenting on the past,
on the batuques, on the cases and the inventions.

Valu, another important character in the film, demonstrates a greater
interest in the process of producing the images. He suggests locations
that would be more appropriate, have an appreciation for issues such as
lighting, framing, etc. Before we connect the cameras at his house, he
asks his wife Raimunda to straighten the place, remove the dust and be
silent so as not to disturb the recordings.

In explaining the tension between the real and the invented in the ba-
tuque, he illuminates a possible discussion about the documentary.
“The batuque has a part of a lie and a part of truth. You will correct the
lie and always give a true ending in the case” (Valu 2017). Another im-
portant point he comments during the interview for the film is the “gos-
sip” that is told inside the circle. In the batuque it is told about the life
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of its members, cases of jealousy, betrayals, things that happened. “You
will tell the lives of others without them realizing that you are telling”
(Valu 2017). This relation between real and invented can be compared
to Wagner’s notion of convention and invention. This invention is pres-
ent in the culture category and also in the performance of the batuque
and can be extended to the process of making a documentary with the
group. Valu, for example, uses the word invento instead of an event to
talk about his performances at traditional culture events.

For Wagner, culture can mean both the active invention of the world
and of life, as something that conditions (Wagner 2010). He takes this
dialectic as the core of all human cultures, since invention transforms
things and convention puts them in a recognizable world. This tension
between the historical and the invented in the batuque is as if valu
knew that the necessity of the invention is given by the cultural con-
vention and the necessity of the cultural convention is given by the in-
vention (Wagner 2010: 94). We invent to sustain and restore our con-
ventional orientation; we adhere to this orientation to affect the power
and the gains that invention brings us (p.96). It is because it is historical
that the batuque is invented. The documentary can be thought from
this dialectic between convention and invention and also in the tension
pointed out by Valu when he comments on the historical and invented
in the batuque. The documentary may constitute as another invention
that incorporates the performances of the batuque.

Raimunda, Valu’s wife, demonstrated great ability with the cameras
and used this interview space as a place of outburst against a silencing
that she lives indoors and also in the conflicts with some members of
the batuque. Skillfully she also traces herself to the cameras, select-
ing the most dramatic and shocking events. She talks about Neuza’s
death, gets emotional and says: “She was our singing canary.” After this
phrase she sings the song.

Scenography and costumes were important aspects for the batuques.
The batuque of Vila Santos Reis, for example, created a special event
for the day of filming. They set up a space, with a specific scenography,
and the uniformed members celebrating 100 years of matriarch of the
batuque. Maria Ciriaca died with the dream that Zé dos Passos, leader
in the quilombola community of Bom Jardim da Prata and a great pro-
moter of the local batuques, would record and film her stories. Before
her death, she asked her daughters to communicate with him so that he
would register that she was already leaving. For the daughters, the day
of filming the documentary was an intervention of the matriarch. “I'm
sure she’s there now,” they said.



FIGURE 12
The batuque

group from Vila

Santos Reis
prepared a special

scenography for
the filming day of

the documentary
(2017). Photo

by Raphael

Vilas Boas.
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To sing a person, an being or entity in the batuque is also to realize a
double passage: from the transcendental plane to a state of presence
next to the people on earth again. We can think of the movie within this
passage of bringing people from the spiritual plane into a physical pres-
ence. We can still think of documentary as a way of moving between
reality and fiction and as a friction between invento, 