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Abstract

RECLAIMING REPRESENTATIONS:
TRANSNATIONAL PHOTOGRAPHIC PRACTICES FROM
BRAZIL AND THE CHALLENGING OF MESTICAGEM AND
BRANQUITUDE

Tatiane Schilaro Santa Rosa de Souza Ramos

This dissertation examines how Brazilian-born artists, Maria Thereza Alves,
Jonathas de Andrade, and Dalton Paula have used photographic techniques to represent
racialized populations in Brazil. These three artists have long been committed to
opposing the oppression of these populations through their practices. First, my goal is
to investigate how these artists tackle or dialogue with hegemonic national discourses
to claim the photographed subjects’ spaces for recognition within a nation-state, in this
case, Brazil. Second, I study how mesticagem operates vis-a-vis whiteness and non-
whiteness in Brazil, more specifically through the photographic. I examine how these
three artists represent notions of Blackness and indigenous subjectivities. I contend that
these artists work within an expanded field of photography; their practices are examples
of the relationship between the production of images and the role of images for
subaltern racialized communities.

Although the celebration of mesticagem is a particular trope linked to modernity
in Brazil and in Latin America, it emerged to address a colonial context in which the
concept of race had been primarily used to enable a reorganization of labor, via slavery,

that operated through the dehumanization of non-whiteness. My dissertation advocates



for a broader understanding of the visual discourse on racial miscegenation in Brazil,
not to demonize mesticagem, but to develop a critique of its celebratory “normative”
cooption as a national narrative and its veiled (and not-so-veiled) associations with
branquitude.

Through these artists’ practices one observes how mesticagem operates as an
ambivalent visual discourse vis-a-vis whiteness and non-whiteness in Brazil. I argue
that these artists’ responses to this ambivalence takes place through an expanded field
of photography: These artworks expand the image into pursuing reclamation for
racialized communities. So that the portrait, the photographic document, and the
photographic archive are expanded in that pursuit of visualizing and reclaiming the
photographed subjects as part of a public sphere.

To understand the discursive coupling of mesticagem with whiteness and reveal
how it manifests through visuality is not to speak only about Brazil, but to examine
how these artists either deploy or challenge discourses that are reminiscent of a modern
ontological mandate based on racial difference. Thus, this dissertation serves local
Brazilian scholarship regarding the representation of difference in visual culture and
examine ideas of Blackness, whiteness, and indigenous subjectivities and their
representation beyond the U.S. national scope, making a space for the recognition of

itinerant and transnational visualities.
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Preface

During my whole life in Brazil, I heard racist comments from white friends and
family members about racialized people. When I was younger, I used to feel surprised
to listen to these confessions;! still, I would not notice when I also would make a
racist comment, a typical positionality within white culture. As a young light-skinned
woman living in Brazil, I was not aware of the extent of racism's systemic roots.
When I moved to the U.S. and lived here with my partner, a racialized Brazilian-born
Latino, systemic racism became evident to me.

Living in the U.S. made me put some of the pieces of the racialization puzzle
together: awareness came through our lived experiences as an immigrant interracial
couple. Detailed accounts of prejudice and racism that my partner and I have lived
here are for another time, another format. But in situating my voice as a writer, [
attempt to move away from the neutral zone of academic writing to fight my
participation in academia’s history of enabling whiteness.

Witnessing the process of my partner's racialization unfold in the U.S. made

me realize my complicity with whiteness as a Brazilian and the symbiotic racial

! Regarding confessions and whiteness, Janet Mawhinney emphasizes how white (liberal) culture often uses
storytelling to “normalize and recirculate white power and privilege despite the explicit goal of shifting these
power relations.” Mawhinney looks at how white culture and white people are especially prone to confessing their
own experiences of “discrimination,” while at the same time shutting down people of color’s experiences with all
sorts of oppression. Mawhinney uses accounts of anti-racist workshops they participated in, in these liberal
settings facilitators use the tactics of sharing experiences and/or storytelling to account for racism. As Mawhinney
concludes, these workshops, having most white participants tend to be dominated by their voices and experiences
that end up focusing on non-race discrimination and their supposedly “victim statuses.” Janet Mawhinney,
“Giving up the Ghost, Disrupting the (Re)Production of White Privilege in Anti-Racist Pedagogy and
Organizational Change” (University of Toronto, Canada, 1998),
http://www.collectionscanada.ca/obj/s4/f2/dsk2/tape15/POQDD_0008/MQ33991.pdf
http://hdl.handle.net/1807/12096, 16, 52.




relations that U.S. and Brazil hold.? It made me also realize that I also pass as white in
the U.S., but only when it is convenient to white Americans and white Latinx people.
Although I do not belong in white privileged American culture, I have been well-
received by white Americans, especially when their acceptance comes as a
comparison between my immigrant's lighter skin to my immigrant spouse's darker
skin.

Although in the U.S., I am a Latina and non-citizen, whiteness is stamped on
my face and body. I write to unlearn it. I write to understand why my “European
appearance” is enabled while racialized bodies like my spouse’s become subaltern. I
write to use the movements and positions that power has allowed me in this country

to unravel branquitude, to make it visible and shameful.

2 See discussion in my Introduction.



Introduction: Photography, Community and Representation
in Contemporary Art Practices from Brazil

Photography, the Photographic Quality, and Imagined Communities

Late modernity’s ontological debates around photography centered on
examining it as a candid result of a technical “writing in light,” a medium controlled
by both a camera and an author.> With postmodernity came the decentralization of
Western modernity along with the uprooting of photography’s discourses.* This
decentering allowed thinkers to expose the persistent colonial deployment of
photography in its constructed notions of racial, ethnic, and cultural differences. The
study and perusal of photographic archives related to different fields of knowledge—
and the abundance of these archives—also broadened the contemporary study of
photography beyond the earlier focus on a photograph’s authorship and the photograph

as a unit or as a result.’> Photography’s reality effect, as Stuart Hall put it, came into

3 See the discussion in Ariella Aisha Azoulay, “Chapter 1 - What Is Photography?,” in Civil Imagination: A
Political Ontology of Photography (London, UNITED KINGDOM: Verso Books, 2015),
http://ebookcentral.proquest.com/lib/ucsc/detail.action?docID=6100181.

4 Stuart Hall calls this moment a “crisis of western modernity.” Famously, he said, “Now that in postmodern age,
you feel dispersed, I become centered. What I’ve thought of as dispersed and fragmented comes, paradoxically, to
be representative of modern experience. It also makes me understand something about identity which has been
puzzling me in the last three years. Black people in London are marginalized, fragmented, unfranchised,
disadvantaged and dispersed. And yet, they look as if they own territory. Somehow, they too, in spite of
everything are centered, in place: without much material support, but occupy a new kind of space at the center.”
Stuart Hall, “Minimal Selves,” in Identity: The Real Me, ICA Documents 6 (London: Institute of Contemporary
Arts, 1987).

5 “Photographic archives that had been collecting dust for years in psychiatric hospitals, prisons, state and
municipal institutions, hospitals, interrogation facilities, family collections or police files, unremarked upon by
scholars of photography, as well as the notion and institution of the archive itself instantaneously became a
privileged object for research and public exhibition.” Ariella Aisha Azoulay, “Chapter 1 - What Is Photography?,”
in Civil Imagination: A Political Ontology of Photography (London, UNITED KINGDOM: Verso Books, 2015),
http://ebookcentral.proquest.com/lib/ucsc/detail.action?docID=6100181, 23-24.




question for many postcolonial or anti-colonial artists and thinkers, not only as an
urgent ontological debate, but because photography’s reality effect enabled the
formation of myriad oppressive discursive practices, from the ingraining of racial
stereotypes to political propaganda used as regulatory or disciplining colonization
techniques.

Due to its indexical quality,® photography became a very effective weapon for
racial thinking, and historically contributed to countless chilling practices, from racial
profiling to cartes de visite of enslaved peoples and postcards of lynching. From the
19th century on, photography became a technology for visualizing and regulating racial
difference with specific methods of recording and presenting alterity. Furthermore,
through photography, embryonic notions of racial difference already present in early
modes of visualizing difference (i.e., colonial illustrations, or Casta paintings) achieved
the status of so-called “evidence.”

But, despite these forms of repression associated with photography, as Coco
Fusco argues in Only Skin Deep: Changing Visions of the American Self, “racial
thinking is not experienced or enforced through exclusively repressive means.

Photography has not only produced pseudoscientific truths about race, but has a

¢ Scholarly, one of the most studied examples of the link between raciology and photographic techniques were
“pseudoscientific” practices, such as phrenology, which largely deployed photography to create false racial
hierarchies, often explicitly challenging the humanity of non-white populations under colonial forms of
domination. See Coco Fusco, Only Skin Deep: Changing Visions of the American Self (Harry N. Abrams, 2003).
Coco Fusco, “The Other History of Intercultural Performance,” TDR (1988-) 38, no. 1 (1994): 143,
https://doi.org/10.2307/1146361. Brian Wallis, “Black Bodies, White Science: Louis Agassiz’s Slave
Daguerreotypes,” in Only Skin Deep: Changing Visions of the American Self, ed. Coco Fusco (New York:
International Center of Photography in association with Harry N. Abrams, Inc., Publishers, 2003). Steven D.
Lavine, Exhibiting Cultures: The Poetics and Politics of Museum Display, 2nd Printing edition (Washington:
Smithsonian Books, 1991).




fundamental role in the construction of racialized viewing as a positive, desirable, and
pleasurable experience.”’ In other words, if one considers the productive nature of
images to generate discourse, one can consider numerous visual practices that have
positively influenced the ways through which racial difference is made visible.® Images
persist as powerful tools for moving the imagination and, consequently, shifting
discursive practices and lived experiences. Photography has been deployed in defiance
of colonization’ and those living under oppressive power relations have also used it to
create spaces for agency and self-recognition; I discuss such contemporary theories of
the gaze further in this introduction.

This dissertation examines how three Brazilian-born artists, Maria Thereza
Alves, Jonathas de Andrade, and Dalton Paula have used photographic techniques to
represent racialized populations in Brazil. These three artists have long been committed
to opposing the oppression of these populations through their practices. Jonathas de
Andrade and Dalton Paula have risen to fame in the international art world recently,
around the first decade of the 2000s. Maria Thereza Alves, on the other hand, is a more
established artist who developed an international art profile first (based in the U.S.,

Mexico, Germany, and Italy) and only recently has shown her work in Brazil.

7 Coco Fusco, Only Skin Deep: Changing Visions of the American Self (Harry N. Abrams, 2003), 19.

8 T am thinking here of fetishizing processes discussed by Post-Colonial scholars such as Frantz Fanon and Homi
Bhabha. Homi K Bhabha, “The Other Question...,” Screen 24, no. 6 (November 1, 1983): 18-36,
https://doi.org/10.1093/screen/24.6.18. Frantz Fanon and Charles Lam Markmann, Black Skin, White Masks, 1967.

% See, for example, Teju Cole, “When the Camera Was a Weapon of Imperialism. (And When It Still Is.) - The
New York Times,” The New York Times, February 6, 2019,
https://www.nytimes.com/2019/02/06/magazine/when-the-camera-was-a-weapon-of-imperialism-and-when-it-

still-is.html.



Instead of traditional photographic production, which has its own canonical
debates,!® T study how these three artistic practices use the photographic quality of
images as a way of “being with others,”!! to use Ariella Azoulay’s expression. I
consider the photographic quality of an artwork as the artist’s deployment of
photography as not only the result (a photograph) but also the medium of photography’s
techniques, processes, and aesthetics. The photographic quality is everything that
becomes visible through the taking (or making) of a photograph (i.e., all the camera
registers through its capturing of light), but more importantly, an artist’s arrangement
of certain iconographies or subgenres associated with photography, from the technical
specificities of headshot or portrait photography to the diverse practices of social
documentary photography.

I purposefully use photographic quality instead of “photography” in my
discussion to incorporate art practices that do not necessarily result in photographs,
such as the case of Dalton Paula’s series of painted portraits, which I examine in
Chapter 3 from the perspective of the photographic. I am more interested in how these
artists” works look like photography but also behave like something else. 1 am attracted
to how their practices extract the aesthetics of photographic genres only to evade such

visual repertory. By borrowing photography’s aesthetic and processes, these artists are

10 Ariella Aisha Azoulay, “Chapter 1 - What Is Photography?,” in Civil Imagination: A Political Ontology of
Photography (London, UNITED KINGDOM: Verso Books, 2015), 23-24.
http://ebookcentral.proquest.com/lib/ucsc/detail.action?docID=6100181.

1 Tbid.




making particular statements about not only the significance but also the limitations
and troubles of representing “race” in visual culture in Brazil.!?
The very grouping of the terms “race,” “Brazil,” and “photography” may sound

”13 not to be

troubling to some Brazilians because race and racism are still “taboos
mentioned or discussed in casual conversations at home, at work in an office, or during
a happy hour at a bar.!* Most (white) Brazilians eschew talking about race: they run,
walk away, or worse, whisper a vile joke, which has been part of Brazilians’
communion with the idea of cordiality or recreational racism, a term defined by
scholars such as Adilson José Moreira.!> As Patricia Pinho rightfully discussed most
recently, however, white Brazilians have become more vocal and self-identified with
branquitude,'® especially to protest Black and Indigenous rights.!”

What does it mean to look at the politics of photographic practices in relation
to either representing or looking at “race” in Brazil? First, it means to write a
manuscript in firm opposition to the national discourses on racial democracy in Brazil

and its histories. It means to write a text that enters in conversation with the long

invisible or overlooked epistemologies of Afro-Brazilian, Black, and Indigenous

12 T refer to Nicole Fleetwood’s discussion on how the Black body productively “troubles” the field of
representation, especially when Black bodies do not attempt to create a mere positive or spectacular
representation, but instead acknowledge this troubling effect. Nicole R. Fleetwood, Troubling Vision:
Performance, Visuality, and Blackness (Chicago: The University of Chicago Press, 2011).

13 See Lilia Moritz Schwarcz, Racismo no Brasil (Sdo Paulo, SP: Publifolha, 2001). Cleusa Turra, Gustavo
Venturi, and Datafolha, Racismo cordial: a mais completa analise sobre o preconceito de cor no Brasil (Sdo
Paulo, SP: Editora Atica, 1995).

14 See Daniela Vieira, Mariléa de Almeida, and Sueli Carneiro, “Between Left and Right, I Remain Black:
Interview with Sueli Carneiro,” Transition, no. 130 (2020): 173—89, https://doi.org/10.2979/transition.130.1.18.
15 See Adilson Moreira, Racismo Recreativo, 1* edigdo (Sdo Paulo: Editora Jandaira, 2019).

16 Throughout this dissertation, I use both the terms whiteness and branquitude. 1 use branquitude when I want to
refer to features or discursive formations that are more particular to Brazilian notions of whiteness.

17 See Patricia de Santana Pinho, “Whiteness Has Come Out of the Closet and Intensified Brazil’s Reactionary
Wave,” in Precarious Democracy: Ethnographies of Hope, Despair, and Resistance in Brazil, ed. Benjamin Junge
et al. (Rutgers University Press, 2021), https://doi.org/10.36019/9781978825697.




thinkers, artists, leaders, and activists from past and present. It means to debunk and
displace white visual spaces and normative discourses hailing from colonial endeavors
lingering in the present. It means to write about photography and its techniques,
processes, and visuality as intrinsic to an imagined public sphere composed of agents
such as the photographed subjects, makers, and spectators who exist outside the final
photograph and whose positionalities, subjectivities, and lived experiences impact the
understanding of the visual production or visual economy!® about or around them.

I write about an expanded field of photography or the relationship between the
production of images and their roles for communities’ part of a public sphere. Images,
especially old images such as icons or images associated with ancestors, were tangible
extensions of traditions and knowledges with specific purposes in each culture.
Although Western art history has pushed such links aside and labeled them “beliefs”—
—or irrational features of beautiful objects to be collected and exhibited—the social
function of images is still alive in many autochthones cultures across the world. I
believe it has become central to grasp how photographic images are coupled—in their
making, deployment, or use—with their imagined communities. !

By considering writings by Stuart Hall, such as “The Work of Representation”
and “The Spectacle of the ‘Other’,” or bell hooks’s seminal “Oppositional Gaze,” 1

seek to understand the deployment of the photographic in the representation of racial

'8 The term visual economy has been coined by Deborah Poole and considers how images circulate and “are
appraised, interpreted, and assigned historical, scientific, and aesthetic worth.” Deborah Poole, Vision, Race, and
Modernity: A Visual Economy of the Andean World (Princeton, NJ: Princeton University Press, 1997), 10.

19 The term imagined communities refers to Benedict Anderson’s notion that the collective social bound in large
communities, or nations, is imagined rather than experienced. Benedict Anderson, /magined Communities:
Reflections on the Origin and Spread of Nationalism, Revised edition (Verso, 2006).



difference in Brazil. I also borrowed part of my notion of the photographic from Hall’s
“The Spectacle of the ‘Other’,” in which he interweaves semiotic analysis and
Foucauldian discursive formations to read images and examine representational
practices associated with stereotyping to discern the politics of representation around
certain products of visual culture.?°

Hall acknowledges the messiness of dealing with the idea of racial difference
when he says that representation “engages feelings, attitudes and emotions and it
mobilizes fear and anxieties in the viewer, at deeper levels than we can explain in a
simple common-sense way.”?! This complexity of feelings that is part of representation
plays a crucial role in shaping the photographic quality of the practices I discuss in this
dissertation. To understand image production in relation to the production of
communities is to investigate how these images, especially regarding representation
and “racial difference,” mediate the desires and fears of white and nonwhite
communities and subjects in Brazil. Moreover, I investigate how these seemingly
individual feelings, desires, and fears have been constructed throughout history and
around national and transnational discourses on otherness and difference.

In addition to Hall’s theories, I develop the notion of photographic quality
within an expanded field of photography and its relationship with communities in
Brazil through Krista Thompson’s Shine: The Visual Economy of Light in African

Diasporic Aesthetic Practice. Thompson examines how African diasporic communities

20 Stuart Hall, “The Spectacle of the Other,” in Representation: Cultural Representations and Signifying Practices,
Ist edition (London ; Thousand Oaks, Calif: Sage Publications & Open University, 1997). 44.
21 Ibid., 226.



have used the camera (video, still, and telephone) to create “new forms of participation
in black public spheres.”?* By looking at the visual economy of Afro-diasporic
photographic practices, Thompson expands the ontology of photography by centering
how the Black diasporic body interferes in and uses technologies of light, shine, and
bling.? Thompson emphasizes how these subjects “use the camera in conjunction with
other technologies to construct a complex set of relations to their local, transnational,

and diasporic communities.”*

For Thompson, practices such as performing for the
camera, bling and hip-hop cultures, or skin bleaching as constructed for video are
subversive repertoires of Blackness formed against the boundaries of postcolonial
Afro-diasporic nation-states and their specific normative discourses.?’

While Thompson casts her net beyond the “art world” to include popular visual

culture from the African diaspora, I focus on practices displayed and labeled as

22 Krista A Thompson, Shine: The Visual Economy of Light in African Diasporic Aesthetic Practice, 2015, 10.

23 About such ontology, Thompson writes about the forms she studies in the book, “Skin bleaching, video light,
street photography, and the contemporary art that engages these complex practices all raise questions about

what constitutes photography in these and other cultural and geographic contexts. In this way these expressions
form part of “photography’s other histories.” This is Christopher Pinney and Nicolas Peterson’s prescient term for
scholarly analyses of the medium that consider a range of photography is rethought across cultural contexts and
over time. These practices expand notions of photography beyond understandings of the photograph as a “three-
dimensional thing...[that] exist[s] materially in the world, as chemical deposits on paper,” as Elizabeth Edwards
and Janice Hart describe it. While lens-centered African diasporic expressions at times take more conventional
forms, these expressions also emphasize the moment of the photograph’s taking, the pose, the performance for the
camera - ephemeral processes and effects that elude practices put pressure on assumptions about materiality and
reproducibility that very much undergird most histories of photography. In this respect, they highlight what might
be described as other ontologies of photography - photographic practices that precede and exceed the material
forms conventionally associated with the medium. Perhaps the pose, the staging of the photographic event and its
spectacular effects, and the body as photography complicate and refuse notions of the ontology of photography
because the material image is often beside the point. What matters instead is how people use the camera in
conjunction with other technologies to construct a complex set of relations to their local, transnational, and
diasporic communities.” Krista A Thompson, Shine: The Visual Economy of Light in African Diasporic Aesthetic
Practice, 2015, 23.

24 Ibid.

25 “These African diasporic expressions often freeze, hinder, or prevent the conventional ways the vernacular
photograph offers a likeness of something else, appears onto logically identical with what it depicts while
detracting from its own sur-face and physical structure. These African diasporic practices prevent the photograph
from turning to its referent (the person or thing rep-resented in the image), which, according to one preeminent
scholar of photography, Roland Barthes, defines what photography is and does.” Ibid.,17.
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contemporary art inside and outside Brazil. The art practices I discuss in this
dissertation are not exclusively created by or about Afro-diasporic makers or subjects
so the notion of the public sphere I deploy here is not a Black or Native Brazilian public
sphere. The works analyzed here articulate the conflicts and tensions arising from
discursive formations that produce racialization in Brazil, especially in relation to racial
miscegenation, which I discuss in the following section. The public sphere I address
here is the imagined community where the clash around visual representation of “race”
occurs; this clash is acknowledged and registered through the art practices I discuss in
this dissertation.

Still considering a photograph “is much more than what is printed on
photographic paper,”?® I borrow from the work of Ariella Azoulay’s The Civil Contract
of Photography. Azoulay proposes discourse on photography should expand well
beyond aesthetic discussions and photography’s technical results. Regarding
photographs of Palestine and Palestinians, for Azoulay, the Civil Contract of
Photography is the anchoring of spectatorship in “civic duty toward the photographed
persons who have not stopped being ‘there,” toward dispossessed citizens who, in turn,

enable the rethinking of the concept and practice of citizenship.”?’

Azoulay’s theory
emphasizes the photographed subjects and their agency “as participant citizens” no

matter their citizenship status inside or outside a nation-state.

26 Ariella Azoulay, “Introduction,” in The Civil Contract of Photography, 1st pbk. ed (New York : Cambridge,
Mass: Zone Books ; Distributed by The MIT Press, 2008), 14.
27 Ibid., 16.
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In the visual space of photography, the photographed subject claims their
citizenship. Referring to Palestinians specifically, Azoulay argues, “they cease to
appear as stateless or as enemies, the manners in which the sovereign regime strives to
construct them. They call on me to recognize and restore their citizenship through my
viewing.”?® Through the photographed subject’s gaze and the reciprocal viewing of the
photograph, photographed subjects and spectators establish a pact or a civic bond. This
contract implicates viewers directly in the process of acknowledging—and necessarily
acting upon—the photographed subject’s condition. Beyond Roland Barthes’s
definition of photography’s essence as “a testimony ... that ‘this something’ was there,”
Azoulay advocates for the “watching of a photograph . . . to testify to the fact that the
photographed people were there.”?® By viewing them, Azoulay suggests, the spectator
partakes in a civic duty regarding those photographed, which the author calls “a skill
to be activated.”°

Azoulay links the three positions—photographer/author, photographed subject,
and viewer—as agents in the civic sphere. The emphasis on looking at a photograph is
not to necessarily label it by specific political positionalities, which can create a
distance between the viewer and the photographed.’! Azoulay understands
photography as an arena for debate and participation by the photographed,

photographers, and viewers alike, again emphasizing the usually undermined or

28 Azoulay, “Introduction,” in The Civil Contract of Photography, 16.
29 Tbid.

30 Tbid., 26.

31 1bid., 24-26.
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overlooked agency of the photographed.? Azoulay’s notion of the Civil Contract—
although specifically developed with regard to the uprooting of Palestinians by the state
of Israel—is valuable for this project because these three Brazilian-born artists use the
photographic quality of the image to represent, imagine, or reach certain communities
of viewers and photographed subjects. I am interested in that exact expansion of
photography, or the production of images within the category of “art” in relation to an
imagined idea of community.

The question of the relationship between photographed, photographer, and
viewer in this dissertation is a question of civic participation addressing the urgency of
unequal power dynamics constructed around the notion of racial difference. But, more
importantly, this dissertation acknowledges this pact as broken, and therefore, I center
on racialized agents’ reclamation of photography and its continued effects of
coloniality on populations in Brazil.

Thus, there is a twofold movement in this dissertation. First, my goal is to
investigate how these artists tackle or dialogue with hegemonic national discourses to

claim the photographed subjects’ spaces for recognition within a nation-state—in this

32 See Azoulay’s mention of Susan Sontag’s Regarding the Pain of Others. Azoulay says, “Vis-a-vis such
photographed persons it becomes patently insufficient to account for photography through a focus on
photographers or spectators, as occurs in any discussion suited to the title Regarding the Pain of Others with which
Susan Sontag christened her last book. Discussions such as these elide the gaze of the photographed subject,
which can vary enormously between sharp, probing, passive, exhausted, furious, introverted, defensive, warning,
aggressive, full of hatred, pleading, unbalanced, skeptical, cynical, indifferent, or demanding. The photographed
person’s gaze seriously undermines the perception that practices of photography and watching photographs taken
in disastrous conditions can be described and conceptualized as separate from the witnessed situation. When
photographs or the work of particular photographers are characterized as “partisan,” “subversive,” or “critical,”
the assumption is that the photographs show or perform something that is already over and done, foreclosing the
option of watching photographs as a space of political relations.” Ariella Azoulay, “Introduction,” in The Civil
Contract of Photography, 1st pbk. ed (New York : Cambridge, Mass: Zone Books ; Distributed by The MIT Press,
2008), 18-20.
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case, Brazil. The second movement is to understand how mesticagem, as an ambivalent
visual discourse, operates vis-a-vis whiteness and non-whiteness in Brazil through the
photographic. Through the study of mesticagem as a buffering visual discourse to
whiteness, I also examine how these three artists represent notions of Blackness and
Indigenous subjectivities.

Through these artists’ practices one observes how mesticagem operates as an
ambivalent visual discourse vis-a-vis whiteness and non-whiteness in Brazil. I argue
that these artists’ responses to this ambivalence takes place through an expanded field
of photography: These artworks expand the image into pursuing reclamation for
racialized communities. So that the portrait, the photographic document, and the
photographic archive are expanded in that pursuit of visualizing and reclaiming the
photographed subjects as part of a public sphere.

I focus on racial miscegenation because of its central yet overlooked role in the
contemporary visual discourse around race in Brazil.** I am interested in the particular
ways discursive formations around racial miscegenation mediate the relationships of
visibility and invisibility of racialized bodies, not only in the photographic practices I

study here in particular, but also in the specificities of mesticagem as manifested in the

33 The predominant concept of mesticagem regarding contemporary art still conflates culture with race and
romanticizes the notion of cultural miscegenation, often conflating it with appropriation. Borsa Cattani writes, “In
contemporary art, appropriations are recurrent; in the form of recreations but also revivals and even true copies.
Regarding art made in Brazil, there is a significant feature: the appropriate signs and icons come from cultures
given as dominant models. Originary cultures and originating elsewhere are transplanted to crossroads. Because
Brazilian places are crossroads, intersections, corners; between various memories; among many traditions; among
numerous models; between number of modalities. The mestizo-self crosses and is crossed by several others: from
the tiny portions where the lines cross, new things are born. The places of miscegenation are not places merged
into one: they are spaces of tension, in continuous coming into being, permanent opposition. From the resulting
vibration, the new is born.” See Introduction to the book Mesticagens Na Arte Contempordnea. Icleia Maria
Borsa Cattani writes, ed., Mesticagens Na Arte Contempordnea (UFGRS, 2007), 173. See also my discussion of
the exhibition Historias mesticas at the Museu de Arte de Sao Paulo later in this Introduction.
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field of representation. If whiteness, as theorists have argued,** is an unmarked identity
not evidently represented in visual culture but permeates it, how does mesticagem as a
visual discourse operate in relation to whiteness? Can artists refer to or represent
mestigagem within visual culture and still challenge whiteness? How do they use the
photographic quality of the image to do so? Can new forms of Indigenous and Black
subjectivities arise from the way artists create images while consciously
acknowledging how mesticagem operates as a normative discourse in Brazil?

With postmodernity, a rising discourse on ideas such as hybridity and opacity
came to the forefront in the art world. Some of these ideas were particularly articulated
by postcolonial U.S. and British Black theorists to redefine notions of Blackness away
from nationalism. For example, in Against Race, Paul Gilroy advocated for the strategic
abandonment of race as an analytic category. Gilroy argued “race” has been
progressively constructed by white hegemonic systems of power and knowledge such
as Eurocentric science and ethnography; to insist on using raciology to understand
Blackness and culture only continues to benefit ultranationalist discourses and global

capitalism in its appropriation of multicultural identities.*

34 Regarding theories on whiteness and branquitude that are pertinent to this research, see Grada Kilomba,
Plantation Memories: Episodes of Everyday Racism, North American edition (Toronto, Ontario: Between the
Lines, 2021). Eve Tuck and K. Wayne Yang, “Decolonization Is Not a Metaphor,” Decolonization: Indigeneity,
Education & Society 1, no. 1 (2012). Richard Dyer, White: Essays on Race and Culture, 1st edition (London ;
New York: Routledge, 1997). Patricia de Santana Pinho, “White but Not Quite: Tones and Overtones of
Whiteness in Brazil,” Small Axe 13, no. 2 (2009): 39-56,231,
https://www.proquest.com/docview/195808257/abstract/ AA1407884FBC458 EPQ/1. Patricia de Santana Pinho,
“Whiteness Has Come Out of the Closet and Intensified Brazil’s Reactionary Wave,” in Precarious Democracy:
Ethnographies of Hope, Despair, and Resistance in Brazil, ed. Benjamin Junge et al. (Rutgers University Press,
2021), https://doi.org/10.36019/9781978825697. Liv Rebecca Sovik, Aqui Ninguém é Branco (Rio de Janeiro:
Aeroplano Editora, 2009).

33 Gilroy’s ideas could be dangerously co-opted by a post-racialism, or as post-racism right wing discourses that
misuses the notion of race as a construction to argue that it is an illusion. See, for example, Kathryn T. Gines, “A
CRITIQUE OF POSTRACIALISM: Conserving Race and Complicating Blackness Beyond the Black-White
Binary 1,” Du Bois Review 11, no. 1 (Spring 2014): 75-86, https://doi.org/10.1017/S1742058X1400006X.
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By advocating for the deployment of race as a diasporic and transnational logic,
Gilroy opposed the dangerous nationalism and conservatism the world has witnessed
in the first two decades of the 21% century.’® For Gilroy, an example of the negative
impact of race discourse on a global capitalist world is the reliance on definitions based
on chromatic difference and epidermalization.’” Although Gilroy’s theory argues for
the rejection of race as an analytic category, Gilroy was still adamant about the very
real outcomes of racialization and how they persistently impact everyday lives.

A clear example of the celebratory way discursive formations on mesticagem
have been deployed in the art and visual culture of Brazil is the 2014 exhibition,
Historias Mestigas, at the Instituto Tomie Ohtake. Planned by two of the most famous
Brazilian art curators, Adriano Pedrosa and Lilia Moritz Schwarcz, the exhibition
featured artists from across different historical moments and generations. According to
the curators, these artists contributed “to the construction of narratives that form the
Brazilian identity.”*® The Histérias Mesti¢as exhibition catalog, for example, brings
together 400 artworks by artists such as Johann Moritz Rugendas (1802—1858), Tarsila
do Amaral (1886-1973), Adriana Varejao, Candido Portinari (1903-1962), Jean-

Baptiste Debret (1768—1848), Luiz Zerbini, and Ernesto Neto.

36 T am referring to the rise of Donald Trump in 2017 in the U.S. and other neo-fascist figures such as Jair
Bolsonaro in Brazil and Marine Le Pen in France.

37 Looking at how computers and new imaging technologies have “transformed bodies into codes and
information,” Gilroy advances a notion of epidermalization, arguing that “[t]he boundaries of race have moved
across the threshold of skin — they are cellular molecular, not dermal.” Paul Gilroy, Against Race: Imagining
Political Culture beyond the Color Line (Cambridge, Mass.: Belknap Press of Harvard University Press, 2000),
47.

38 Adriano Pedrosa, Lilia Moritz Schwarcz, and Instituto Tomie Ohtake, eds., Catdlogo Histérias Mesti¢as (Rio de
Janeiro, RJ : Sdo Paulo, SP: Cobogo6 ; Instituto Tomie Ohtake, 2015).
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The exhibition evoked cultural mesticagem in the hybrid ways the show
displayed these different artist generations and their styles, much like other Brazilian
curatorial projects from the 1990s, such as the famous 24th edition of the Sdo Paulo
Biennial: Antropofagia e Historias de Canibalismo (1998), organized by themes
related to the notion of anthropophagy.’® Historias Mesti¢as also sought to debunk
certain colonial paradigms within Western art history by focusing on mesticagem as a
synonym for “subalternity” and “marginality.” In his curatorial essay, Pedrosa wrote,
Mestizo histories are marginal and subaltern, antropofagico and post-
colonial, multiple and inconstant, fractured and transversal histories.
They are histories of flow and reflux. full of segregation, prejudice,
and discrimination. Insofar as we reestablish connections with other
wellsprings of art and culture, we rewrite histories of the past an
propose new histories for the future.*°

As Pedrosa states, this exhibition’s curatorial concept focused on a rewriting of

histories by associating Brazilian “mestizo histories” with postcolonial discourse.

Schwarcz continues,
Our histories are therefore mestizo and political, made up of joining
and separations, dis-encounters and confrontations, by dialogue and by
lack of communication. Fragmented and incomplete, they result from
practices of racism and discriminatory regimes that are violent in both
their origin and destiny.*!

But are the cultural and racial miscegenation discursive formations around art in Brazil

indeed marginal and subaltern, as the curators argue? In Historias Mesticas, a

39 See Paulo Herkenhoff, Fundacao Bienal de Sao Paulo XXIV bienal de Sao Paulo: nucleo historico
antropofagia e historias de canibalismos, V.1 (Sao Paulo: A. Fundacao, 1998). About this exhibition see also,
Lisette Lagnado and Bienal de Sdo Paulo, eds., Cultural Anthropophagy: The 24th Bienal de Sao Paulo 1998,
Exhibition Histories (London: Afterall Books [u.a.], 2015).

40 Adriano Pedrosa, Lilia Moritz Schwarcz, and Instituto Tomie Ohtake, eds., Catdlogo Histérias Mesticas (Rio de
Janeiro, RJ : Sdo Paulo, SP: Cobogo6 ; Instituto Tomie Ohtake, 2015), 38.

41 Tbid., 60.
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romanticized idea around mesticagem as formative for Brazilian national identity still
lingered: the idea that mesticagem magically articulates subalternity and therefore has
the potential of challenging colonial thinking. This approach still seems attuned to Latin
American modernity’s notions on creolization and miscegenation, such as Mexican
mestizaje’s association with nationalism through practices such as muralism.*?
Moreover, the curators’ approach on “racial miscegenation” seems a bit aloof to the
lived impact of mesticagem on racialized populations in Brazil. In their curatorial
essays, both Pedrosa and Schwarcz discuss the “perils” of discourses on racial
miscegenation, but they do not address more thoroughly mesticagem’s relationship to
branquitude and its discursive feeding of oppression against Afro-Brazilians and
Indigenous peoples. About the exhibition, Pedrosa said,

Historias Mestigas is not so much a history of mestizaje as it is

a mestizaje of many histories. After all, the very notion of mestizaje,

the mixing of races and cultures, can become a dangerous ideology by

designating all individuals as mestizos, erasing differences, and

masking racial prejudice, especially in a country marked by

discriminations, like Brazil.*3
Thus, although touching on the issue, the exhibition eschewed discussing the
representation of racial miscegenation and its inherent role in the production of

miscegenated histories or the notion of cultural miscegenation. In the exhibition

catalog, however, the curators fully reproduced texts by Gilberto Freyre’s Masters

42 See Mary K. Coffey, How a Revolutionary Art Became Official Culture: Murals, Museums, and the Mexican
State (Durham: Duke University Press Books, 2012). Tatiana Flores, “Art, Revolution, and Indigenous Subjects,”
The Routledge History of Latin American Culture, 2017, 115,
https://www.academia.edu/35883205/Art_Revolution_and_Indigenous_Subjects.

43 Adriano Pedrosa, Lilia Moritz Schwarcz, and Instituto Tomie Ohtake, eds., Catdlogo Histérias Mesticas (Rio de
Janeiro, RJ : Sdo Paulo, SP: Cobogo6 ; Instituto Tomie Ohtake, 2015), 35.
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and Slaves as foundational to Brazilian identity—yet, scholarly critiques of Freyre’s
work have been formed and discussed since the inception of his theories in the 1930s.
On the one hand, the exhibition critiques Western art canons, but on the other, it
upholds the celebratory belief that national identity founded on mesticagem can
produce a more creative and diverse country—yet the cultural production recognized
is mainly a white elitist one. Critiquing the exhibition Maria Ifiigo Clavo wrote,

Historias Mestigas is highly representative of how many Brazilian
intellectuals approach the colonial otherness of their country. Either
they represent themselves as the Other or they represent the
Indigenous/African other from either a romantic or folkloric position
(sometimes a disturbingly nostalgic one) or a position of solidarity
with the victims. Thus Historias Mesticas is a record of the tradition of
the representation of coloniality in Brazil. The exhibition catalogue
contains just two curatorial texts and quotes make up the remainder:
quotes, quotes and more quotes from prominent intellectuals of the
history of Brazil. These were found on loose pages alongside photos
taken from the exhibition. What Historias Mesti¢as did not provide
was a good portrayal of what is not visible in Brazil, that which is not
taken into consideration, i.e. the agency of these groups without the
mediation of anthropologists or contemporary artists or writers.**

That romanticized idea pays service to the erasure of racialized populations in Brazil,
and furthermore, puts branquitude at the center of the artistic discourse—an outcome
the curators seem to have subsequently realized in 2018 when they organized the now
famous exhibition Historias Afro-atlanticas, which I discuss in Chapter 3.

The appeal of Brazil’s singular notion of cultural miscegenation is

understandable. Brazilian culture is indeed rich, formed by myriad of regionalities

44 Maria Ifiigo Clavo, “Is Brazil a Postcolonial Country?:,” Paragrana 25, no. 2 (December 1, 2016): 6379,
https://doi.org/10.1515/para-2016-0029, 68.
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and multiple types of artistic manifestations from different cultural roots.*> From the
perspective of power and discourse, it is also understandable cultural mesticagem
functions as a “positive discourse,”*¢ luring and hailing participants while serving as a
smokescreen for the subaltern condition of racialized populations. Thus, the
relationship between racial and cultural mesticagem in Brazil has a convoluted history
needing constant articulation to either extricate these discourses from whiteness, or
point to formations that cannot be disassociated at all from whiteness through visual

culture and art.

National Discourses, Branquitude and Normative Racial Mesticagem

In the late 19th century, when new modes of naturalizing difference emerged in
the Western world, European countries and the U.S. either criminalized racial
miscegenation or understood it as racial degeneration.*” In 1888, after the end of slavery

in Brazil, anthropological studies such as Gilberto Freyre’s Masters and Slaves

4 See, for example, Pedro Ernesto Freitas Lima, ““Nordestinidade,”” Revista Do Instituto de Estudos Brasileiros,
August 12, 2020, 34-49, https://doi.org/10.11606/issn.2316-901X.v1i76p34-49.

46 T am referring to Foucault’s notion of “positive product of power.” About sexuality, he said, ““Sexuality’ is far
more of a positive product of power than power was ever repression of sexuality. I believe that it is precisely these
positive mechanisms that need to be investigated, and here one must free oneself of the juridical schematism of all
previous characterizations of the nature of power.” Michel Foucault and Colin Gordon, Power/knowledge:
Selected Interviews and Other Writings, 1972-1977, 1st American ed (New York: Pantheon Books, 1980), 120.
For him, madness and sexuality have first operated, respectively, as negative and positive, but then in the 19" and
20" centuries, “there came into being a vast technology of the psyche. .. which ... at once turned sex into the
reality hidden behind rational consciousness and the sense to be decoded from madness, their common content,
and hence that which made it possible to adopt the same modalities for dealing with both.” Michel Foucault and
Colin Gordon, Power/knowledge: Selected Interviews and Other Writings, 1972-1977, 1st American ed (New
York: Pantheon Books, 1980), 61-62. It is also important to note that discourses on cultural and racial mesticagem
in Brazil are also inherently bound to sexuality, an important link I do not fully explore in this dissertation.

47 Lilia Moritz Schwarcz, O Espetdculo das Ragas (The Spectacle of Races) (Sdo Paulo, SP: Companhia das
Letras, 1993).
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progressively endorsed interracial sexual reproduction, while state-sponsored policies
promoted the population’s whitening via European immigration.*8

Brazil embraced mesticagem as a solution for what it deemed its “racial
problem.” In theory, through mesticagem neither whites nor Blacks would exist
anymore, both having been replaced by a new race; within this process, racism would
also be overcome.*” Across the 20" century, such a “solution” would be conveyed
through the popularization of another construction: the notion of Brazil as a racial
democracy. Sociologist Antonio Guimaraes argues this misleading idea can defined as
the “claim that whites and nonwhites can interact without restricting the rights and life
chances of nonwhites.” Such a myth, Guimardes argues, has been constructed by
scholarship and disseminated as a popular belief, particularly during the period from

the 1930s to 1950s.3!

48 “Bven before 1870 there had been some attempts to attract immigrants, especially Germans and Swiss, with the
explicit intention of countering the disproportion between blacks and whites (Balan, 1974: 117-119). But it was
only from 1867 on that the Brazilian government began to invest more markedly in its chosen immigration policy,
almost doubling its expenditure on it. Although government expenditure on immigration fell appreciably between
1870 and 1872, it more than doubled after 1872 (Santos, 1997). The European immigrant’s transportation costs,
paid for by the Brazilian national government from 1851 to 1909 and by the government of Sao Paulo province
(later, state) from 1881 to 1927 ( Santos, 1997), was one obstacle that was overcome by administrative action to
make this policy of importing farm labor practicable. Thus the makeup of the free labor market depended, even
before the formal abolition of slavery, on a flow of immigrants from abroad (Kowarick, 1987: 88-89) subsidized
by decisive intervention of the imperial and provincial governments.” Sales Augusto dos Santos and Laurence
Hallewell, “Historical Roots of the ‘Whitening’ of Brazil,” Latin American Perspectives 29, no. 1 (2002): 61-82,
https://www.jstor.org/stable/3185072, 62.

49 See Lilia Moritz Schwarcz, O Espetdculo das Ragas (Sdo Paulo, SP: Companhia das Letras, 1993) and Richard
Miskolci, O desejo da nagdo: masculinidade e branquitude no Brasil do XIX (The Nation’s Desire: Masculinity
and Whiteness in Brazil) (Sao Paulo, SP: Annablume, 2012).

30 Antonio Guimaraes, “Sociology and Racial Inequality: Challenges and Approaches in Brazil,” 308.

3! According to Antonio Guimardes, “From the mid-1930s to the early 1950s, Brazilian sociology was tethered to
the dilemma of mesticagem and was in close dialogue with structural-functionalism. Two new concepts that
developed from this dialogue became central to this sociology: racial democracy and color. Even though they were
not being strictly analytical, racial democracy and color became central to Brazilian social analysis. Both were
introduced into academic discourse, together with the concepts of ethnicity and culture, with the explicit aim of
superseding the concepts of race and whitening, which had been cultivated by the earlier generation of Brazilian
social thinkers, such as Vianna ([1932] 1959),” Ibid.
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For Guimaraes, it is first around the concept of mesticagem that racial
democracy was introduced into sociology, to be further promoted by the government
as a national motto. As Guimaraes argues, mesticagem became a structural discourse
to guarantee the process of “Brazil’s democratization.” According to Guimaraes, for
one of the most famous advocates of mesticagem, anthropologist Gilberto Freyre
(1900-1987),°2 mesticagem “would prevent the nation’s fragmentation into races [and]
promote the social ascension of mesti¢os.”’

In his article, “Sociology and Racial Inequality: Challenges and Approaches in
Brazil,” Guimardes demonstrates that both mesticagem and the discourse of racial
democracy have always been contradictory. In sociology, one of the problems with the
concept, as it has developed in Brazil, is its claim that “black and white” races have

been made extinct through mixing.>* These dominant discourses have been so

successfully accepted by Brazilian society that it is still common to hear racism>® does

52 On the idea of the mestigo as “icon of Brazilian nation,” and a critique of Gilberto Freyre, author of Casa
Grande e Senzala (Masters and Slaves) see, for example, Schwarcz, Racismo no Brasil, 27-30.

33 Guimaraes, “Sociology and Racial Inequality: Challenges and Approaches in Brazil,” 308.

34 Schwarcz, Racismo no Brasil, 27-30.

35 A now-famous research developed by Datafolha in the 1990s sought to define the particularities of racism in
Brazil, or of what now has been commonly called “cordial racism.” The concept was first coined by scholar
Florestan Fernandes and later by Sérgio Buarque de Holanda, who defined the “cordial man” as having
characteristics such as “The frankness of treatment, hospitality, and generosity, [...] to the extent that the influence
of the patterns of human conviviality, informed in the rural and patriarchal environment, remains active and
fruitful” To “be polite,” for de Holanda, in this case, is to allude to an appearance, is actually to create a
mechanism of defense in relation to society, he says “stands on the outside, epidermal part of the individual, and
may even serve as [...] a piece of resistance.” Datafolha presents compelling statistics that seek to prove that such
cordialidade acts as a buffer mechanism for the Brazilian population to avoid dealing directly with racism, and
thus also to negate its existence altogether. Most famously discussed by Schwarcz and other scholars, Datafolha
found out that 89% of the Brazilian population believed that there is racism in Brazil, while only 10% of the
population admitted being racists. This numeric incongruency reveals the power of the discourse of cordiality in
Brazil and, as scholars have argued: the fact that racism is always something of the other. Cleusa Turra, Gustavo
Venturi, and Datafolha, Racismo cordial: a mais completa analise sobre o preconceito de cor no Brasil (Sdo
Paulo, SP: Editora Atica, 1995), 12. See more, Lilia Moritz Schwarcz, Racismo no Brasil (Sao Paulo, SP:
Publifolha, 2001).
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not exist in Brazil or that “race” does not really matter.’® But as Guimaries
demonstrates, mesticagem also “presupposes (black and white races’) real and factual
existence as natural phenomena,” overlooking both categories.”’

In Mama Africa: Reinventing Blackness in Bahia, Patricia Pinho expands on
these predicaments, focusing on how, in Bahia, blocos afro “created a specific black
identity,” repurposing and “reinventing the meanings of Africa and Africanness as a
basis for constructing new cultural and aesthetic symbols.”® While analyzing the
subtleties of this reinvention of Blackness, Pinho demonstrates how mesticagem has
been used as a justification for arguments that, in Brazil, a Black particularity does not
even exist.>’

Intellectuals who defend racial mesticagem believe in its inherent positive
character and ability to erase the Black/white binary, thus overcoming both “race” and
racism. About scholars who defend mesticagem, Pinho explains they have “argued that
the existence of multiple color categories is a sign of an ambiguity that dissipates
conflict. However, this logic fails to recognize that the various color categories with

which Brazilians define themselves are loaded with racial notions of Black inferiority

and white superiority.”%® Mesticagem still requires, as Pinho says, “the mixture of races

36 1 follow the views of scholars such as Paul Gilroy, Jennifer Gonzalez, Derek C. Murray, Patricia Pinho, and
Coco Fusco, among so many others who have argued for the risks of using the term “race,” and the necessity of
putting it under scrutiny, for the ways it reduces entire groups to biological connotations. In a sense, I hope, this
dissertation will also contribute to challenging such a category, even though I consider its importance for non-
white activism against racism, on local and global scales.

57 Guimaraes, “Sociology and Racial Inequality: Challenges and Approaches in Brazil,” 308.

38 Blocos afiro are Carnival groups. Pinho explains how, in the 1970s (also during the military dictatorship), these
groups responded to racial discrimination that excluded Blacks from participating of Carnival, a cultural
manifestation inherently rooted in the many African heritages in Brazil. Patricia de Santana Pinho, Mama Africa:
Reinventing Blackness in Bahia (Durham [NC: Duke University Press, 2010), 2.

39 On this, see also Salum, Pinho, Guimaries.

%0 Pinho, Mama Afiica, 18.
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and thus does not overcome the very notion of race.”®! In other words, mesticagem may
even create an ambiguity between “Black and white” but not one ultimately able to
dismantle the notion of “race.”

Although narratives such as the “myth of racial democracy” have been
continuously debunked by Black and Indigenous activists in Brazil, its power as a
hegemonic discourse is still very much present. Throughout the 20th century, the
illusion of racial democracy associated with mesticagem sought to appease class and
racial inequalities; and it did so by maintaining a belief in a homogeneous, unified, and
pacified nation, thus helping secure the interests of authoritarian Brazilian elites.5

Mesticagem became a synonym for Brazil’s formation as a nation, helping
shape what philosopher Marilena Chaui categorized as Brazil’s foundational myth. She
describes this myth in an anthropological sense as a “narrative that is an imaginary
solution for tensions, conflicts, and contradictions that do not find ways of being

resolved in the level of reality.”%3

Brazilian population’s non-white majority has been
interpellated by mesticagem as a way of subscribing to national hegemonic narratives.®*
Thus, mesticagem, when encountered as a normative discursive practice and as

a celebratory, romanticized, or uncritical notion of cultural mixing, operates in support

of branquitude in Brazil, offering no threat to branquitude’s discursive formations. Due

61 Pinho, Mama Afiica, 18.

2 Marilena de Souza Chaui, Brasil: mito fundador e sociedade autoritdria (Sao Paulo, SP, Brasil: Editora
Fundagao Perseu Abramo, 2000).

63 Marilena Chaui, Brasil: Mito Fundador e Sociedade Autoritdria (Brazil: Foundational Myth and Authoritarian
Society), 9.

% In his famous primal scene, Frantz Fanon is hailed by a white boy and marked as “black,” thus racialized
through the disavowal from an “outside,” from whiteness. Fanon uses the visceral account of the primal scene to
demonstrate how race and skin color difference are produced and constructed through language—a process
Althusser called interpellation. Frantz Fanon and Charles Lam Markmann, Black Skin, White Masks, 1967.
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to discursive mesticagem’s alliance to racial and ethnic ambiguity, mesticagem and
branquitude had fed from each other throughout history, making it harder for hailed
subjects, or racialized subjects, to understand themselves as such. Considering Brazil
is a country that, to this day, assassinates its non-white populations, belonging to Brazil
as a nation often means to be pardo, mestige, or somewhere in between Blackness,
indigeneity, and whiteness, and where, socially and racially, branquitude can be more
easily attained. As Pinho explains, there is discursive mesticagem and mesticagem
vivida (or an experienced mesticagem), which are the actual living experiences of
racialized subjects understood or who self-identify as mestices, and living the
experience of racialization depending on specific aspects of their physiognomies or
their skin color.
Richard Dyer characterized whiteness for its neutrality and its capacity to act as
a disembodiment and be taken as a norm, or a type of universal subjectivity.%> For
scholars Liv Sovik and Patricia Pinho, who have investigated the status of whiteness—
—or branquitude—in Brazil, racial mixture actually “protects” the status of whiteness.
In Aqui Ninguém E Branco (Here No One is White), Liv Sovik writes,
In Brazil, [...] the social practice of whiteness is permeated by
discourses of affection, which seemingly reconnect unequal social
sectors, but the racial hierarchy continues [...] The value of whiteness
is realized in the hierarchy and in the devaluation of the black person,
even when “race” is not mentioned. [...] The line of escape through

miscegenation denies the existence of blacks and hides the existence of
whites.®¢

% Richard Dyer, White (London and New York: Routledge, 1997).
% Liv Sovik, Aqui Ninguém E Branco (Here No One is White) (Aeroplano, 2010), 50. My translation from
Portuguese.
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In “White but Not Quite: Tones and Overtones of Whiteness in Brazil,” Patricia Pinho
concludes that because of “the celebration of racial mixture,” whiteness in Brazil is
“imprecise and amorphous,” yet also “spread out all over the place in the shape of a
thin, permeable layer, waiting for those opportunities in which it erupts to the
surface.”®” Mesticagem not only serves as a buffer mechanism for whiteness, but has
also informed the molding of a national Brazilian culture and, therefore, its visual
culture and art. As Pinho examines below, discussing Africanness,
The culturally constructed and continuously reinvented feature that we
call Africanness does not necessarily define one’s degree of Blackness.
Another complication is that one may partake in a hybrid culture, filled
with Africanisms, without recognizing the African origin of certain
cultural expressions.®®
The problem is not mesticagem vivida or mesticagem as interracial sexual reproduction
of the population, but how Black and Indigenous cultural particularities have
progressively been subsumed into national discourse while racial discrimination
persists.® My argument is that although uncritical celebrations of mesticagem in Brazil
often manifest as affection towards non-white peoples and their cultures, they also

operate vis-a-vis Brazil’s foundational myth, preventing whiteness from being detected

and problematized.

67 Patricia Pinho, “White but Not Quite: Tones and Overtones of Whiteness in Brazil,” Small Axe 29, (2009) 13
(2): 39-56.

8 Pinho, Mama Afiica, 21.

% On the inherent authoritarian character of Brazilian society, see, for example, Marilena de Souza Chaui, Brasil:
mito fundador e sociedade autoritaria (Sdo Paulo, SP, Brasil: Editora Fundag@o Perseu Abramo, 2000). See also
Richard Miskolci, O Desejo Da Nagdo: Masculinidade e Branquitude No Brasil de Fins Do XIX, 1a edigdo,
Colegdo Queer ([Sao Paulo, Brazil] : Sdo Paulo, SP, Brasil: Fapesp ; Annablume, 2012).
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From Degeneration to Celebration: A Genealogy of Seeing Racial
Mesticagem

A Black woman opens her arms, raising her head in approval as if thanking the
heavens, while a younger brown-skinned woman, possibly her daughter, holds a light-
skinned baby on her lap (Figure 94). A white man leans against the doorframe, glancing
at the baby. Historians have interpreted this male figure in Ham’s Redemption, an 1895
painting by Modesto Brocos, as a metaphor for Brazil’s longing for a whiter,
Christianized, and male-oriented future. If the viewer thinks of the Brazilian national
discourse on mesticagem—or racial miscegenation—they can understand the Black
grandmother as standing for the predominantly Black Brazilian population of the 19th
century, which would have to progressively assimilate into the rest of society with the
end of slavery. In Ham’s Redemption, it is through the Black woman’s grateful
acceptance of her own sexual exploitation that this whiter future is conveyed.

During the late 19" and early 20™ centuries, around the time Brocos painted this
piece,’® Brazil had embraced mesticagem as a solution for what it deemed its “racial
problem.””! In theory, through mesticagem, neither whites nor Blacks would exist

anymore, both having been replaced by a new race; in this process, society would also

70 See Lilia Moritz Schwarcz and Tatiana H. P. Lotierzo, “Raga, género e projeto branqueador : ‘a redengio de
Cam’, de modesto brocos,” Artelogie. Recherche sur les arts, le patrimoine et la littérature de I’ Amérique latine 5
(June 2016), http://cral.in2p3.fr/artelogie/spip.php?article254.

71 See Sales Augusto dos Santos and Laurence Hallewell, “Historical Roots of the ‘Whitening’ of Brazil,” Latin
American Perspectives 29, no. 1 (2002): 61-82, https://www.]jstor.org/stable/3185072.
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overcome racism. But as Ham’s Redemption makes visible to us, the goal in elevating
mesticagem as a national discourse really sought to uphold the ideology of whiteness.”?

One of the messages behind Ham'’s Redemption is that the infant’s light skin
might help the baby escape the oppression of racialization. But could they?
Immediately after they were born, wouldn’t either close or distant relatives whisper
about or point to their curly hair, the color or shape of their eyes, or inspect them for
darker or lighter areas of their body? Racialization never fails to burst out, here and
there, eager to confirm whiteness as the norm. As I mentioned before, across history, a
significant number of non-white populations in Brazil still self-identify as pardos,
seeking to stretch that category to reach standards of whiteness.”® With the persistence
of Black activist movements in Brazil, identification with Blackness increased

exponentially, but racism and colorism continue to be the norm in popular parlance.”

72 Patricia de Santana Pinho says about Freyre, “It is important to remember that the ideal of miscegenation
preached by Freyre was far from symmetrical, since it not only revolved around the white man, but also conceived
him as the main beneficiary of the racial and cultural mixture.” My translation from Portuguese: “E importante
lembrar que ideal de mesticagem pregado por Freyre nada tinha de simétrico, ja que ndo apenas girava em torno
do homem branco, mas também o concebia como o principal beneficiario da mistura racial e cultural.” Patricia de
Santana Pinho, “‘A Casa Grande Surta Quando a Senzala Aprende a Ler’: Resisténcia Antirracista e o
Desvendamento da Branquitude Injuriada no Brasil,” Confluenze. Rivista di Studi Iberoamericani 13, no. 1 (June
15, 2021): 3255, https://doi.org/10.6092/issn.2036-0967/13085, 47.

73 In a 1970s’ demographic census of the Brazilian population, the government asked respondents to self-define
their race based on their skin color. The result was a list of 136 skin color tone classifications which led the state
to argue that the diversity was such that there was no point in recording the category “race” of the Brazilian
population; for the following years the term race/skin color was simply removed from censuses. Later on,
subsequent state-sponsored censuses adopted the word “pardo” as an umbrella-term, used still now to categorize
those who, supposedly, are not “black,” “Indigenous,” nor “yellow.” It is not a coincidence that this decision took
place during the military dictatorship, a period in which attacks against human rights were constant. About that
specific census, see Lilia Moritz Schwarcz, Racismo no Brasil (Publifolha, 2001).

74 See Josimar Gongalves de Jesus and Rodolfo Hoffmann, “De norte a sul, de leste a oeste: mudanga na
identificacdo racial no Brasil,” Revista Brasileira de Estudos de Populagdo 37 (November 30, 2020): e0132,
https://doi.org/10.20947/S0102-3098a0132. Josimar Gongalves de Jesus, “O aumento da autodeclarag@o de negros
na populagdo brasileira,” Nexo Jornal, June 30, 2021, sec. Académico,
https://www.nexojornal.com.br/academico/2021/06/30/0O-aumento-da-autodeclara%C3%A7%C3%A30-de-
negros-na-popula%C3%A7%C3%A30-brasileira.
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The iconographies of the mestice/a have always been mediated by tales of
degeneration and monstrosity. But the mestice has also been depicted as a figure of
mediation between whiteness and non-whiteness. In “Corpo Monstro: Branquitude ¢
Racializagdo,” Thiago Florencio discusses a series of portraits by Dutch painter Albert
Eckout, who seems to have been the first artist to include a new category in the
traditional paintings of Brazilian ethnic couples during colonialism: the mesti¢a/o. For
Florencio, all the non-white couples Eckout depicted followed an ambivalent visual
representation structured by sexual voyeurism and aggressive surveillance of the
body.”

In this gendered visual system of racial and ethnic categorization, Eckout
represented the mestica as sexually available, and the mestico “seems to reproduce the
desire of domination,” becoming a “colonizer’s ventriloquist, the small power that acts
at the frontlines of colonial domination, controlling the enslaved bodies that dare
deviate from a submission to the metropolis’ entrepreneurship.”’¢

According to Florencio, Eckout depicts the mestico wearing the vests of a
huntsman: he bears weapons and has available ammunition. And as this author
reminded us, in the early moments of colonialism, many mesticos were hired to arrest
runaway enslaved people. Some achieved social ascension through militarization and

supported the oppression of Indigenous and African peoples on Brazilian soil.”’

75 Florencio cites Bhabha’s The Other Question here. Thiago Florencio, “Corpo-Monstro, Branquitude e
Racializagdo. A Formagdo Do Olhar Colonial No Brasil Setecentista,” Experiéncias Em Ensino, Pesquisa e
Extensdo Na Uni- Versidade: Caminhos e Perspectivas / Geranilde Costa e Silva (Org.). — Fortaleza: Imprece,
2020., January 1, 2020, 283.

76 Ibid., 285. My translation.

77 Ibid. My translation.
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If the colonizer saw the mestica and the mestico for their resourcefulness in the
colonial endeavor, Florencio also reminds us this visibility was limited and bound to
their subaltern position. The mestico appeared barefoot in Eckout’s painting, which, for
Florencio, was an indication of an inferior status concerning the white dominant
classes. This ambivalent position of the mestice is persistent throughout Western
history and permeates Brazil’s foundational myths since colonialism, constituting
fertile ground for their maintenance.

Kabengele Munanga, in Rediscutindo a Mesticagem no Brasil — Identidade
Nacional versus Identidade Negra, develops a thorough outline of the discourses
around mesticagem shaped by European and Brazilians, beginning with thinkers such
as Voltaire and Diderot and ending with Gilberto Freyre. He reminds us miscegenation
is a universal phenomenon and the ambivalence around the concept of mesticagem is
governed by how various groups across time have ideologically manipulated—and
invented—biological categories based mostly on differences that exist in the “field of
the visible.””® He concludes, “In the vast reflection of Enlightenment philosophers on
racial difference and on the alien, the mestizo is always treated as an ambivalent being,

sometimes seen as the ‘same,” sometimes as the ‘other’.””?

78 Munanga says, “However, these are, in fact, cognitive categories largely inherited from the history of
colonization, despite our perception of the difference being situated in the field of the visible. It is through these
cognitive categories, whose content is more ideological than biological, that we acquire the habit of thinking about
our identities without realizing the manipulation of the biological by the ideological.” My translation from
Portuguese: “No entanto, trata-se, de fato, de categorias cognitivas largamente herdadas da historia da
colonizagio, apesar da nossa percepgdo da diferenca situar-se no campo do visivel. E através dessas categorias
cognitivas, cujo contetido ¢ mais ideoldgico do que biologico, que adquirimos o habito de pensar nossas
identidades sem nos darmos conta da manipulagdo do biolégico pelo ideologico.” Kabengele Munanga,
Rediscutindo a mesticagem no Brasil - Nova Edicdo: Identidade nacional versus identidade negra, 5* edigao
(Auteéntica, 2019), 21.

79 “Na vasta reflexdo dos fildsofos das luzes sobre a diferenca racial e sobre o alheio, 0 mestigo é sempre tratado
como um ser ambivalente, visto ora como o “mesmo”, ora como o “outro.” Kabengele Munanga, Rediscutindo a
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In The Spectacle of the Races, Lilia Moritz Schwarcz examines the discursive
debate around the construction of “race” in different regions of Brazil, promoted by the
scientific classes and institutional knowledge production from 1870 to 1930. Moritz
Schwarcz discusses how Brazil shifts from a tropical paradise for colonialism’s
naturalist travelers to becoming a tropical laboratory to explore the country’s particular
“racial composition.” This shift put racial miscegenation at the core of the white elite’s
project to mold Brazil’s burgeoning modern nation. At that time, the very identity of
the Brazilian man was debatable—an embarrassment.°

To paraphrase Schwarcz, Brazilian “science men” sought to imagine the nation
in biological terms, estimating how to achieve a “homogenous future,” but instead
encountered a “nacdo mestica” that presented a challenge to the preferred scientific
determinism and other evolutionist models that served as the basis for such ideal of
homogeneity. To synthesize Schwarcz’s argument, men of medicine and legislators
entered a fierce debate with the nation’s future at stake.®!

On one hand, scientists insisted Brazil’s intense racial miscegenation would
lead to a significant level of degeneration and propagation of illnesses. On the other
hand, legislators sought to create citizenship criteria and notions of equality that could
fit the Brazilian Republic’s democratic project after the proclamation of the end of
slavery. For that political project to materialize, mesticagem was tolerated as long as a

“good mesticagem” were to be practiced in Brazil, or a mesticagem that would lead to

mesti¢cagem no Brasil - Nova Edi¢do: Identidade nacional versus identidade negra, 5* edigdo (Auténtica, 2019),
26.

80 Lilia Moritz Schwarcz, O espetdculo das racas, 1* edi¢do (Sao Paulo, SP: Companhia das Letras, 1993), 314.
81 Ibid.
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whiteness centered on a desire to purge society’s “‘gangrenous part’ and guarantee the
future of the nation were to become ‘white and western.””?

Like other discursive formations, the visual representations of mesticagem are
ingrained in permanent volatility. When mesticagem represented the danger of
Blackness and non-whiteness to the nation, intellectual elites considered it a synonym
to degeneration. When mesticagem served as a sex- and gender-based controlling
mechanism enabling either colonialism or whiteness, hegemonic formations tolerated,
managed, and exploited it. Either way, in the origins of the Brazilian discourse around
the mestice/a, they consistently appear in a subaltern position but with a permanent
desire to ascend to whiteness—so close, yet far away. Again, it is important to
emphasize this subaltern place is built through the racist manipulation of gender
normative sexual relationships to ensure the predominancy of whiteness.®?

In the early decades of the 20th century, that place of instability and
degeneration started to give way to a cultural celebration of mesticagem fitting white
elites’ desire for Brazil’s modernization. This is when Gilberto Freyre develops his
Casa Grande & Senzala®* and opens the way to consolidating the notion of racial
democracy. Progressively, the narratives on racial miscegenation, degeneration, and
sexualization with colonial roots mingled with a celebration and romanticization that

sustained an underlying yearning for the so-called “good miscegenation.” This

apparently naive narrative celebrated the erasure of differences, replacing them with an

82 Ibid., 317.

83 See hygienist ads on pregnancy exams discussed by Lilia Moritz Schwarcz in Lilia Moritz Schwarcz, O
espetaculo das ragas, 1* edi¢do (Sao Paulo, SP: Companhia das Letras, 1993).

84 Gilberto Freyre, Casa-Grande & Senzala, Portugués edigdo (Sao Paulo: Global Editora, 2006).
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amalgamation of “tropical” or “boreal colors,” as Freyre described in Casa Grande &

Senzala’s opening poem:
I hear the voices; I see the colors; I feel the footsteps of another Brazil
that comes here, more tropical, more fraternal, more Brazilian. Instead
of the colors of the States, the map of this Brazil will have the colors of
productions and works. Instead of the colors of the three races, the men
of this Brazil will have the colors of the professions and regions.
Brazilian women, instead of boreal colors, will have variously tropical
colors.®

As Munanga, Schwarcz, and others discussed,®® Freyre retraced the national discourse

of mesticagem from a biological axis to a cultural one, emphasizing the contributions

of a triad—the Portuguese (representing the European), the Africans, and the

Indians®’—in Brazil’s formation during the 16th and 17th centuries. Freyre’s Masters

85 Gilberto Freyre, Casa-Grande & Senzala, Portugués edigdo (Sao Paulo: Global Editora, 2006).

86 Mota, Guimaraes, Skidmore. According to Henrique Cunha Junior, “In Brazilian university literature we can list
at least four major critics of the book Casa Grande e Senzala. There are certainly several others, I’'m just resuming
the ones I consider the best known. Staying with just four major criticisms, we can mention Kabengele Munanga
(2006), such as his book “Repensando a mestigagem”’; Dante Moreira Leite (1969) with “O carater nacional
brasileiro. Historia de uma ideologia”; Carlos Guilherme Mota (2008), “Ideologia da cultura brasileira”; and, also,
the laborious recent work “Tempos de Casa-Grande (1930-1940)” by Silvia Cortez Silva (2010), which makes an
important critique, also emphasizing the problems of anti-Semitism and other racisms contained in Freyrean
production.” My translation from Portuguese: “Na literatura universitaria brasileira podemos elencar pelo menos
quatro grandes criticos do livro Casa Grande e Senzala. Certamente existem varios outros, estou apenas retomando
os que considero os mais conhecidos. Ficando em apenas quatro grandes criticas podemos citar Kabengele
Munanga (2006), como seu livro “Repensando a mesticagem”; Dante Moreira Leite (1969) com “O carater
nacional brasileiro. Histéria de uma ideologia”; Carlos Guilherme Mota (2008), “Ideologia da cultura brasileira”;
e, ainda, o laborioso trabalho recente “Tempos de Casa-Grande (1930-1940)” de Silvia Cortez Silva (2010), que
faz uma critica importante ressaltando também os problemas do antissemitismo e outros racismos contidos na
producdo Freyreana.” Henrique Cunha Junior, “Criticas Ao Pensamento Das Senzalas e Casa Grande,” Revista
Espago Académico, no. 150 (November 2013), 93.

87 Munanga says, “It was then that the sociologist Gilberto Freyre appeared on the scene to meet this new demand.
He resumes the racial theme until then considered not only as a key to understanding Brazil, but also to the entire
discussion around the issue of national identity. However, he shifts the axis of the discussion, shifting the concept
of ‘race’ to the concept of culture. As Renato Ortiz writes, this passage allows for a greater distance between the
biological and the cultural, as well as eliminating a series of difficulties previously raised regarding the atavistic
heritage of the mestizo.” My translation from Portuguese: “Foi entdo que o socidlogo Gilberto Freyre fez seu
aparecimento no cenario para atender a essa nova demanda. Ele retoma a tematica racial até entdo considerada ndo
apenas como chave para a compreensdo do Brasil, mas também para toda a discussdo em torno da questdo da
identidade nacional. Porém, ele desloca o eixo da discussdo, operando a passagem do conceito de “raga” ao
conceito de cultura. Como escreve Renato Ortiz, essa passagem permite um maior distanciamento entre o
biolodgico e o cultural, bem como elimina uma série de dificuldades colocadas anteriormente a respeito da heranga
atavica do mestige.” Kabengele Munanga, Rediscutindo a mesticagem no Brasil - Nova Edi¢do: Identidade
nacional versus identidade negra, 5* edi¢do (Auténtica, 2019), 77.
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and Slaves is a historical narration of the relationships between these three races,
focusing on Northeastern agrarian regions.

Freyre examined each racial group’s role in the sugar plantation economy,
giving predominance to an analysis of the patriarchal structure of the Northeastern
family. This family unit, according to Freyre, was constituted through prohibited sexual
relationships between white masters and enslaved Black and Indigenous women.
According to Munanga, for Freyre, this proximity created a zone of confraternization
between the races, enabled by the natural flexibility of Portuguese men in accepting
colored women.®® This is not to overstate Freyre’s emphasis on gendered sexual
relationships and his romanticization of a long history of violence against and
exploitation of non-white women. That the transfiguration of Brazil’s foundational
myth traverses non-white women’s bodies tells much of the appalling origins of

modern Brazilian society.

88 As Munanga articulates, “In the classic Casa Grande e Senzala, Gilberto Freyre narrates a social history of the
agrarian and slave-owning world of northeastern Brazil in the 16th and 17th centuries. In the context of a large-
scale economy based on the monoculture of sugar cane, there is an imbalance between the sexes, characterized by
a shortage of white women. Hence the need for sexual rapprochement between black and Indian slaves with white
masters; an approximation that, despite the asymmetry and the power relationship between masters and slaves, did
not prevent the creation of a zone of fraternization between both. This approximation was possible, according to
Freyre, thanks to the natural flexibility of Portuguese. Thus, the historical origin of miscegenation is explained,
which reduced the distance between the main house and the slave quarters, opposing the aristocratization resulting
from the landlord and slaveholding monoculture.” My translation from Portuguese: “No classico Casa grande e
senzala, Gilberto Freyre narra uma historia social do mundo agrario e escravista do nordeste brasileiro nos séculos
XVI e XVII No quadro de uma economia latifundiaria baseada na monocultura da cana-de-agucar, nota-se um
desequilibrio entre sexos caracterizado pela escassez de mulheres brancas. Dai a necessidade de aproximacao
sexual entre escravas negras e indias com os senhores brancos; aproximagao que, apesar da assimetria e da relacdo
de poder entre senhores e escravos, ndo impediu a criagdo de uma zona de confraternizagdo entre ambos. Essa
aproximacao foi possivel, segundo Freyre, gracas a flexibilidade natural do portugués. Assim, explica-se a origem
histérica da miscigenacdo que veio diminuir a distancia entre a casa grande e a senzala, contrariando a
aristocratizagdo resultante da monocultura latifundidria e escravocrata.” Kabengele Munanga, Rediscutindo a
mesticagem no Brasil - Nova Edi¢do: Identidade nacional versus identidade negra, 5* edigdo (Auténtica, 2019),
77.
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Freyre explained the success of colonialism in Brazil by recounting and
idealizing a perverse history that recenters the normative miscegenated family at the
core of a patriarchal agrarian society. About this, Munanga said,

From Gilberto Freyre’s point of view, the patriarchal family in
northeastern Brazil was the primary factor in colonization and the sole
principle of authority, obedience, and cohesion. Seen from this angle,
this family could harmoniously integrate Brazilian society, thus putting
an end to the persistent anguish of racial heterogeneity and still offering
relief from racial democracy.®

By describing the mix of Portuguese, Indian, and African cultural contributions in a
positive light, Freyre associated racial miscegenation between these groups with a
Brazilian social and cultural advantage—a double mixture (cultural and racial) that
sowed the way toward asserting the notion of racial democracy at a national level.
Munanga concluded,

The myth of racial democracy, based on the dual biological and cultural
miscegenation between the three original races, has an intense
penetration in Brazilian society. It exalts the idea of harmonious
coexistence between individuals from all social strata and ethnic groups,
allowing the dominant elites to disguise inequalities and prevent non-
white communities from being aware of the subtle mechanisms of
exclusion they are victims of in society. In other words, it covers up
racial conflicts, enabling everyone to recognize themselves as
Brazilians and keeping subordinate communities aware of their cultural
characteristics that would have contributed to the construction and
expression of their own identity. These characteristics are
‘expropriated,” ‘dominated,” and ‘converted’ into national symbols by
the ruling elites.”®

89 My translation from Portuguese: “Do ponto de vista de Gilberto Freyre, a familia patriarcal do nordeste do
Brasil era o grande fator da colonizagdo e o principio tinico da autoridade, obediéncia e coesdo. Vista por este
angulo, essa familia podia integrar harmoniosamente a sociedade brasileira, pondo, assim, fim a persistente
angustia da heterogeneidade racial, e ainda oferecer o alivio da democracia racial.” Kabengele Munanga,
Rediscutindo a mesticagem no Brasil - Nova Edicdo: Identidade nacional versus identidade negra, 5* edigao
(Auteéntica, 2019), 77.

%0 My translation from Portuguese: “O mito de democracia racial, baseado na dupla mesticagem biologica e
cultural entre as trés ragas origindrias, tem uma penetragdo muito profunda na sociedade brasileira: exalta a ideia
de convivéncia harmoniosa entre os individuos de todas as camadas sociais e grupos étnicos, permitindo as elites
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Through Freyre’s theories, the anxiety of the white elite, caused by racial
miscegenation and which figured across the fields of knowledge during the 18th and
19th centuries, gave way to the celebration of what Freyre and others called cultural
syncretism or hybridity. Throughout the Brazil of the 20th century, these narratives
helped the white elites drive the country into the illusion of a cohesive®! notion of
nation-state via industrialization and modernization. Due to his international
recognition, Freyre’s ideas also molded the transnational imaginary about Brazil in
Europe and the U.S. For example, the Unesco project, discussed in Chapter 2 (“Race
and Class in Rural Brazil”), is just one result, depending in part on the acceptance of
Freyre’s viewpoints in U.S. academia.??

In literature and arts of the early 20th century, the celebration of mestica/o
characters rises. One can consider famous examples such as Mario de Andrade’s

Macunaima and Monteiro Lobato’s Jeca Tatu.”* Freyre’s theories either directly or

dominantes dissimular as desigualdades e impedindo os membros das comunidades ndo brancas de terem
consciéncia dos sutis mecanismos de exclusdo da qual sdo vitimas na sociedade. Ou seja, encobre os conflitos
raciais, possibilitando a todos se reconhecerem como brasileiros e afastando das comunidades subalternas a
tomada de consciéncia de suas caracteristicas culturais que teriam contribuido para a construgdo e expressao de
uma identidade propria. Essas caracteristicas sdo “expropriadas”, “dominadas” e “convertidas” em simbolos
nacionais pelas elites dirigentes. Munanga, Rediscutindo a mestigagem, 152.

%! Considering that this cohesion was many in one. About this Munanga says, “Freyre consolidates the original
myth of Brazilian society configured in a triangle whose vertices are the black, white and Indian races. This is how
the mixes came about. The three races also brought their cultural heritages along with racial crossings, which gave
rise to another miscegenation in the cultural field. From the idea of this double mixture, the myth of racial
democracy slowly sprouted; “we are a democracy because the mixture generated a people without barriers,
without prejudice.” My translation from Portuguese. “Freyre consolida o mito originério da sociedade brasileira
configurada num tridngulo cujos vértices sdo as ragas negra, branca e india. Foi assim que surgiram as misturas.
As trés ragas trouxeram também suas herangas culturais paralelamente aos cruzamentos raciais, o que deu origem
a uma outra mesti¢cagem no campo cultural. Da ideia dessa dupla mistura, brotou lentamente o mito de democracia
racial; “somos uma democracia porque a mistura gerou um povo sem barreira, sem preconceito”. Munanga,
Rediscutindo a mesticagem, 151.

92 See my discussion in Chapter 2.

%3 Note here that while both de Andrade and Lobato deployed mesticagem in their works, these two authors come
from opposite sides of the political spectrum. Lobato’s racist and conservative writings cannot be compared to
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indirectly influenced modernist narratives associated with literary and artistic
vanguards such as the Anthropophagic Manifesto. The manifesto was famously penned
by a group of artists who helped organize the Modern Art Week in 1922 and sought to
challenge the Sdo Paulo coffee elites’ traditional views about the arts. Although many
of the participants of the Modern Art Week were leftists, most were also part of a white
elite.”*

From Tarsila do Amaral to Candido Portinari and Di Cavalcanti, numerous
early modern painters populated the field of representation with figures of the
mestice/a. O Mesti¢o, a famous 1934 painting by Portinari, for example, shows a
portrait of a Black farmworker against a tropical/farmland background, perhaps a
coffee plantation. The man’s body and features, such as his arms and fingers, are
rounded and thick to emphasize and idealize his physical skills and proximity with
manual labor: the legacies of slavery for non-white populations now depicted through
a romanticized lens by white artists.”

The cultural history around the Anthropophagic Manifesto has been widely

discussed in art historical scholarship, both in Brazil and outside of it.”® Though

Mario de Andrade’s rich contribution to the advancement of culture, arts, and education in Brazil. About Mario de
Andrade also see Zita Nunes, Cannibal Democracy: Race and Representation in the Literature of the Americas,
Critical American Studies Series (Minneapolis: University of Minnesota Press, 2008).

% See recent discussions and revisions on the role of Modern Art Week due to its 100" anniversary in 2022. Giulia
Garcia, “Os varios 22 e a guerra de narrativas no Brasil,” ARTE!Brasileiros (blog), April 20, 2022,
https://artebrasileiros.com.br/arte/exposicoes/varios-22-arte132/. Marcia Camargos, Semana de 22 Entre Vaias e
Aplausos, 1a. ed, Paulicéia (Sdo Paulo, SP: Boitempo, 2002).

%5 See my discussion in Chapter 3 of Divino Sobral, “Dalton Paula and the Tasks of Revising History and Filling
the Void of the Unrepresented,” in Dalton Paula: Retratos Brasileiros, ed. Adriano Pedrosa, Glaucea Helena de
Britto, and Lilia Schwarcz (Museu de Arte de Sdo Paulo, 2022).

% Bibliography about the Anthropophagic Manifesto includes Zita Nunes, “United by Anthropophagism,” in
Cannibal Democracy: Race and Representation in the Literature of the Americas, Critical American Studies
Series (Minneapolis: University of Minnesota Press, 2008), 25-57. Lisette Lagnado and Bienal de Sao Paulo, eds.,
Cultural Anthropophagy: The 24th Bienal de Sao Paulo 1998, Exhibition Histories (London: Afterall Books [u.a.],
2015). Pedro Neves Marques, The Forest & the School ; Where to Sit at the Dinner Table? (Archive Books and
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Freyre’s thoughts remain influential and still permeate the Brazilian popular and
intellectual imaginaries, his peers have always criticized his work. Throughout the 20th
century, his so-called contributions toward Black and Indigenous peoples in Brazil
have been highly questioned in anthropology and sociology.”” Brazilian artists and U.S.
critics have highlighted the lack of discussion surrounding the representations of Black
and Indigenous peoples in the Anthropophagic Movement. In one publication
discussing the context of this retrospective, artist Rosana Paulino, one of the most
important Brazilian artists of contemporaneity, asserts:
[t]he problem with Anthropofagia in relation to black individuals is
that it devours other cultures, including ours, and does not give us back
something useful or even the real recognition of this swallowed black
culture. We are only devoured. ... Afro-Brazilian art, up until now, has
been at the margin of a hegemonic system, while Anthropofagia is one
of the narratives created by an urban elite in Sdo Paulo. The place of
blacks in this narrative is that of object of study, not that of partners in
the construction of a common narrative.”®
As Paulino articulates, the hypervisibility affecting representations of Indigenous or
Black people throughout periods of Brazilian art history has been asymmetrically

attributed to the recognition, or so-called protagonism,” of the non-white population

in the art field.

The Academy of Arts of the World in Cologne, 2015). Paulo Herkenhoff, Fundacao Bienal de Sao Paulo XXIV
bienal de Sao Paulo: nucleo historico antropofagia e historias de canibalismos, V.1 (Sao Paulo: A. Fundacao,
1998). Sara Roffino, “Is Brazil’s Most Famous Art Movement Built on Racial Inequality? A New Generation
Argues ‘Yes,”” Artnet News, March 13, 2018, https://news.artnet.com/art-world/tarsila-part-ii-1238654.

%7 For a summary see Henrique Cunha Junior, “Criticas Ao Pensamento Das Senzalas e Casa Grande,” Revista
Espago Académico, no. 150 (November 2013).

%8 Sara Roffino, “Is Brazil’s Most Famous Art Movement Built on Racial Inequality? A New Generation Argues
‘Yes,”” Artnet News, March 13, 2018, https://news.artnet.com/art-world/tarsila-part-ii-1238654.

% In Brazil, the word protagonism is often used in place of recognition. A more in-depth investigation should
point to the ways protagonism have been used by social movements in Brazil. For now, perhaps suffice to say that
protagonismo in Portuguese sounds stronger than “recognition,” in Portuguese “reconhecimento” because it
implies that these social actors are protagonists of their own destinies and lives.
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Mesticagem and Brazil in the 21* Century

The concept of cultural mesticagem—powered by the idea of racial democracy—
—has served as endorsement for white cultural producers to freely use epidermalized"°
elements of Afro-Brazilian and Native Brazilian cultures in their work.!°! Cultural
mesticagem camouflaged the idea of racial difference, not to erase difference as the
modern discourses on mesticagem advocated for, but to render invisible the systemic
racism that has impoverished racialized populations and continuously enabled cultural
appropriation of their artistic production. An easily identifiable result of this ongoing,
non-consensual juxtaposing of “culture and race” has been the present discrepancy
between the number of white artists and self-identified Black and Indigenous artists
represented in galleries and curating institutional exhibitions throughout Brazilian art
history.

Moreover, terms such as hybridity and syncretism and myriad art categories

(e.g., naif art) emerged in the 20" century to define cross-cultural features of art

100 Taking Gilroy’s discussion into the realms of art and visual culture, in Subject to Display: Reframing Race in
Contemporary Installation Art, Jennifer A. Gonzalez discusses the ways in which installation art and art objects
have been often racialized by art institutions. Gonzélez explains, for example, that the epidermalization of
“artifacts” points to ways of understanding and challenging subject formation. The notion of epidermalization
extends visual signs of race and skin color onto objects, not only in the ways through which they become
commodities, but through the ways in which these objects help produce subjects. These objects are epidermalized
through the ways in which they participate in networks of signs that refer to race or ethnicity, such as African
masks, or Pre-Columbian artifacts that have often received different treatment when displayed in art institutions,
still commonly categorized as “primitive,” or circumscribed in how institutions evaluate their “authenticity.”
Jennifer A Gonzélez, Subject to Display: Reframing Race in Contemporary Installation Art (Cambridge, Mass.:
MIT Press, 2008), 6.

101 See, for example, note about the book Icleia Maria Borsa Cattani, ed., Mesticagens Na Arte Contempordnea
(UFGRS, 2007).
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production by Afro-Brazilians. Despite acknowledging the composite nature!?? of art
made of African roots in Brazil, (white) scholars mostly transposed the same
hierarchies from the national narratives of cultural miscegenation to these objects and
its producers, celebrating the objects’ resulting mixture while undermining or
stereotyping the cultures and producers who made them. As a clear manifestation of
whiteness in the field of art and cultural production, one of the consequences for
racialized artists and producers in the 20" century was broad exclusion from the high-
art milieu in Brazil.!%}

Throughout these eight years of research, much has changed. With the rise of
neo-fascism and Bolsonarismo, discussion of branquitude finally got traction in the
field of cultural production and in the art scene, which is deeply attentive to the global
art world. Since 2013, art galleries and art museums have progressively organized

2104

exhibitions around Blackness and “contemporary Indigenous art, which activists

and artists have advocated since the early 20" century.

102 See Hélio Menezes® discussion of many of these scholars’s thoughts. I highlight here his writing on Valladares’
linking of mesticagem and syncretism. Menezes says, “Concerned with underlining the effects of “syncretism” and
“acculturation” of black, and in highlighting the “prodigious miscegenation that we are”, Valladares ended up for
offering an approach to Afro-Brazilian art based on the perspective of cultural integration and mixing, without
paying attention to the effects of separation and violence social aspects that also cross and constitute it. In other
words: although your analyzes have understood the black as an active producer, and not just as a theme of works
or unconscious executor of canons and predetermined skills, the socio-racial constraints that make up this type of
production escaped them.complete. Absence that would serve as the basis for the harsh criticisms that were
destined for the time, especially on the part of Abdias Nascimento, for whom Valladares would be a “famous
‘white Bahian’ critic and aristocrat” ....” My translation from Portuguese. Hélio Santos Menezes Neto, “Entre o
visivel e o oculto: a constru¢do do conceito de arte afro-brasileira” (Mestrado em Antropologia Social, Sdo Paulo,
Universidade de Sao Paulo, 2018), https://doi.org/10.11606/D.8.2018.tde-07082018-164253, 70.

103 According to Marta Heloisa Leuba Salum, this exclusion refers to a certain “folklorism” and categories used to
distinguish Afro-Brazilians’ art from high art in Brazil. Marta Heloisa Leuba Salum, “Imaginarios Negros:
Negritude e Africanidade na arte pléstica brasileira,” in Histéria do negro no Brasil, by Kabengele Munanga and

Fundagdo Cultural Palmares (Brazil) (Brasil[i]a: Fundagdo Cultural Palmares-MinC, 2004), 339.
104
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For example, Jaider Esbell rose during that time as an iconic Brazilian artist,
coining not only the term arte contemporanea indigena no Brasil, but also putting life
into it through his art practice and curating.!® Museums such as the Museum of Art of
Sao Paulo (MASP), Pinacoteca do Estado de Sao Paulo, and Museu de Arte do Rio de
Janeiro (MAR) increased their exhibition programming addressing racial and social
inequities. In 2016, the Sdo Paulo Biennial’s curators, organizers, and participant artists
protested Dilma Roussef’s impeachment, a staged “soft coup” that led the way to the
Bolsonaro administration.'’ The 2021 Sao Paulo Biennial featured Indigenous artists,
such as Jaider Esbell, and finally addressed some of the national narratives supporting
systemic racism.!%” Since 2014, several exhibitions organized by Adriano Pedrosa and
the curatorial team at MASP directly tackled questions of race, class, and gender.'%®

As I mentioned earlier, one of the most famous iterations of these landmark
exhibitions, Historias Afro-atldnticas, was adapted by the National Gallery in
Washington D.C., although the exhibition’s Brazilian origins have been subsided by

the U.S. institution.!’® Histdrias Afro-atldnticas also presented a highly necessary

105 Watch Jaider Esbell - Moquém_Surari: Arte Indigena Contempordnea, 2021,
https://www.youtube.com/watch?v=arhgsOkJMzU.

106 T yndon de Aratjo Santos, Marcus Vinicius de Abreu Baccega, and Yuri Givago Alhadef Sampaio Mateus,
eds., O Golpe de 2016 e o Futuro Da Democracia No Brasil (Sdo Luis: EDUFMA, 2021),
https://www.edufima.ufma.br/wp-content/uploads/woocommerce_uploads/2021/04/O-Golpe-de-2016-e-o-Futuro-
da-Democracia-no-Brasil.pdf.

107 Camila Bechelany, “The 2021 Sdo Paulo Bienal Showcases Artmaking as an Act of Resilience,” Artsy,
September 23, 2021, https://www.artsy.net/article/artsy-editorial-art-force-perseverance-202 1 -sao-paulo-bienal.
Camila Bechelany, “The 2021 Sdo Paulo Bienal Showcases Artmaking as an Act of Resilience,” Artsy, September
23, 2021, https://www.artsy.net/article/artsy-editorial-art-force-perseverance-202 1 -sao-paulo-bienal.

108 The museum organized a series of exhibitions such as Histdrias da Sexualidade (2018), Histdrias afro-
atlanticas (2018) Historias Feministas: artistas depois de 2000 (2019), Historias Indigenas (2021). Museu de
Arte de Sdo Paulo, “Exposi¢des,” MASP, accessed April 6, 2023, https://masp.org.br.

109 The National Gallery of Art website describes the exhibition as, “For centuries, artists have told and retold the
complex histories of the African Diaspora. Explore this enduring legacy in the exhibition Afro-Atlantic Histories,
which takes an in-depth look at the historical experiences and cultural formations of Black and African people
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institutional shift to MASP, given that earlier shows such as Historias Mesticas,
problematically did not address racial inequity in Brazil, which, as Maria Iiigo Clavo
argues, reiterated the emphasis on white elite production as part of a postcolonial
discourse.!' Museums such as MASP and MAR also diversified their curatorial staff,
bringing Black and Indigenous curators to leadership positions, but not without
institutional limitations and polemics.!!!

This institutional shift, although long overdue, has shaken the field of art
production in a considerable way, and Brazilian art galleries have generally followed
the movement by diversifying their pool of represented artists and giving more
visibility to exhibition topics on and by women, Afro-Brazilian, Indigenous and
LGBTQ+ artists. But the art field in Brazil is still threatened by the effects of the
Bolsonaro administration, which destroyed much of the advancements in culture and

education built by Lula and Dilma in the span of 15 years of PT governments.!!? With

since the 17th century. More than 130 powerful works of art, including paintings, sculpture, photographs, and
time-based media by artists from Africa, Europe, the Americas, and the Caribbean, bring these narratives to life.
This exhibition was initially presented as Historias Afro-Atlanticas in 2018 by the Museu de Arte de Sao Paulo
and the Instituto Tomie Ohtake in Brazil.” National Gallery of Art, Washington D.C., “Afro-Atlantic Histories,”
National Gallery of Art, Washington D.C., accessed April 6, 2023, https://www.nga.gov/exhibitions/2022/afro-
atlantic-histories.html.

110 Marfa Ifiigo Clavo, “Is Brazil a Postcolonial Country?:,” Paragrana 25, no. 2 (December 1, 2016): 63-79,
https://doi.org/10.1515/para-2016-0029.

1110 2022, MASP administration decided to remove photographs and artworks representing the MST
(Movimento dos Trabalhadores Rurais Sem Tetrra) from the exhibition Historias Brasileiras (2022). The curators
Sandra Benites and Clarissa Diniz (MASP employees) and artists included in the exhibition protested the decision
by canceling the entire exhibition section “Retomadas.” Benites was hired by MASP in 2020 as the first
“Indigenous curator” to occupy such position: a hire that was highly promoted by the museum in the national and
international press. See Jill Langlois, “Brazil’s First Indigenous Curator: ‘We’re Not Afraid Anymore,”” The New
York Times, May 22, 2020, sec. Arts, https://www.nytimes.com/2020/05/22/arts/design/sandra-benites-brazil-
museum-curator.html. Movimento dos Trabalhadores Rurais Sem Teto, “Curadoras de exposi¢ao cancelada no
MASP langam nota oficial,” MST (blog), May 16, 2022, https://mst.org.br/2022/05/16/curadoras-de-exposicao-
cancelada-no-masp-lancam-nota-oficial/.

"2 Emir Sader, Lula e Dilma: 10 Anos de Governos Pos-Neoliberais No Brasil (Sdo Paulo, SP : Rio de Janeiro/RJ:
Boitempo, 2013).
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Lula’s return to presidency, destruction will likely be halted, but reconstructing
networks of support and funding could take years.!!?

What is certain is that the study of branquitude in Brazil and how it impacts art
production must continue. Artists, art professionals, and thinkers must not shy away
from this topic: branquitude permeates professional relationships and institutional
frameworks, and directly impacts racialized artists’, curators’, critics’ and other
producers’ access to support. In the realm of the visual, the study of how art practices
either empower or challenge branquitude is urgent. I am not referring to practices that
only visually represent branquitude, but to the way artists who deal with
representations of difference can still reproduce racial stereotypes—examples of which
I discuss in Chapter 2.

Beyond an understanding of the visual discourse on mesti¢agem in Brazilian art
production, I hope to contribute to the study of what Denise Ferreira da Silva calls a
global idea of race, which emerges from her excavations of “the unresolved ontological

program that haunted modern philosophy”!!'4

or the construction of “man” through the
deployment of “racial difference as a constitutive human attribute.”!!> To paraphrase
Ferreira da Silva, the “prevailing constructions” of national subjects in Brazil and the

U.S. (and, as she argues, throughout a global scope) emerge as “self-determined

beings” through the immediate circumscription of the subaltern, which is comprised of

113 CartaCapital, “Margareth Menezes anuncia orgamento historico para a Cultura no governo Lula,” CartaCapital
(blog), December 26, 2022, https://www.cartacapital.com.br/politica/margareth-menezes-anuncia-orcamento-
historico-para-a-cultura-no-governo-lula/.

114 Denise Ferreira da Silva, “Preface,” in Toward a Global Idea of Race, First edition (Minneapolis: Univ Of
Minnesota Press, 2007), xiii.

115 Denise Ferreira da Silva, “Preface,” in Toward a Global Idea of Race, First edition (Minneapolis: Univ Of
Minnesota Press, 2007), xiii.
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“non-European members of the national polity.”!!® As the author contends, this
intrinsic relationship formed through and around racial difference continues to linger
“after a century of moral refutation” that governed and “unchallenged the contemporary
global configuration.”!!” Thus, the significance of studying constructions around racial
difference is not a mere nod to a new wave of “diversity and inclusion™!!8 that has
permeated academic and artistic circles in Brazil and the U.S.

The artists discussed in this dissertation do not only have in common the
deployment of photography to tackle the representation of difference in Brazil. All the
works I analyze here have traveled transnationally, especially between the U.S. and
Brazil—evidence not only of discursive exchanges between the countries but also of a
quasi-symbiotic transnational relationship involving the constant making and remaking
of ideas on race and which very evidently occurs through the visual.

To understand the discursive coupling of mesticagem with whiteness and reveal
how it manifests through visuality is then, not to speak only about Brazil, but to
examine how the discourses these artists either deploy or challenge are still reminiscent

of a haunting modern ontological mandate based on racial difference that articulates

116 Tbid., xiv.

17 Tbid.

118 Just as an example of the impact of “DEI” in the field of arts: “Diversity, equity, and inclusion (DEI) are
increasingly referenced ideas in planning practice. There is considerable debate and uncertainty about how to plan
for and implement these concepts in a time of increased scrutiny and rapid cultural and political change (Watson,
2013). There is momentum around these ideas and expectations that institutions of all types, including arts and
culture, will address structural inequality related to race, ethnicity, age, gender, sexual orientations, able-isms, and
other forms of marginalization. DEI language increasingly appears in goals and values in newer comprehensive
land use plans, but there is debate by practitioners about the depth of understanding of DEI concepts, the execution
of these ideals, the motivation for including them, and the likelihood of their implementation at the local level
(Loh & Kim, 2020). In this paper, we raise similar questions about how a particular planning subfield, arts and
cultural planning, addresses DEL.” See Amanda J. Ashley et al., “Diversity, Equity, and Inclusion Practices in Arts
and Cultural Planning,” Journal of Urban Affairs 44, no. 4-5 (May 28, 2022): 72747,
https://doi.org/10.1080/07352166.2020.1834405, 727.
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self-determination, as Ferreira da Silva puts it, while “disavow[ing] that which signifies
‘other’-wise, announcing its necessary elimination.”'!® In this dissertation, I aim to
converse with and serve local Brazilian scholarship on the representation of difference
in visual culture. Moreover, to examine ideas of Blackness, whiteness, and Native
subjectivities and their representation beyond the U.S. national scope, I hope to make
space for the recognition of those itinerant artists, artworks, and immigrant visualities
that impact and change the U.S. from the inside out without enough scholarly attention

yet.

Methods and Theories

For each chapter, my methodology was the following: I first selected
individual images from each artist’s series of artwork. While writing each chapter, I
developed a semiotic analysis of each image and discussed possible significations and
potential meanings they generate for viewers, considering viewers as part of a public
sphere implicated in national narratives around the notion of “race.” Because each
chapter deals with a specific artwork series and thus a set of images, I also developed
a semiotic reading of the images as a group, addressing how the images function
together or how their meanings change when understood as a group. For that, I
created spreadsheets to consolidate information about each series and possible

readings for each artwork within a series.

19 Denise Ferreira da Silva, “Preface,” in Toward a Global Idea of Race, First edition (Minneapolis: Univ Of
Minnesota Press, 2007), xiv.
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Second, I identified the discursive formations within racialist histories,
national narratives, and other relevant sources these artists have dealt with. My goal
was to study how the three artists have articulated these discourses throughout their
careers. As primary sources, I used interviews obtained directly with the artists, either
in person, via Zoom, or by telephone. I have been in conversation with these artists
for eight to ten years before writing this dissertation and collected interviews, images,
and other notes during that time. Additionally, I conducted at least two new
interviews specifically focusing on this dissertation with the artists. I then combined
findings from these primary sources with bibliographic and institutional archive
research, mostly by consulting the archives of these artists’ galleries: Alexander and
Bonin (Dalton Paula and Jonathas de Andrade), Galeria Nara Roesler (Jonathas de
Andrade), and Sé Galeria (Dalton Paula).

Regarding bibliographic research, in addition to publications about the three
artists, [ mainly developed interdisciplinary research in the fields of photography, art
history, visual culture, cultural studies, social sciences, and anthropology. In addition,
and although I do not always cite them directly throughout the chapters, postcolonial
theories were key for my study, especially seminal authors such as Homi Bhabha,
who examined the relationships between colonization and alterity.!2°

Native American studies and Latin American scholarship, especially

regarding the notions of coloniality and decoloniality, were essential tools for

120 Homi K Bhabha, “The Other Question...,” Screen 24, no. 6 (November 1, 1983): 18-36,
https://doi.org/10.1093/screen/24.6.18. Homi K. Bhabha, The Location of Culture, 2nd edition (London ; New
York: Routledge, 2004).
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analyzing certain aspects of the visual practices these artists have developed. As such,
I discuss Anibal Quijano’s notions of coloniality and decoloniality in relation to
Maria Theresa Alves’ works in Chapter 1. My discussion of decolonization and
whiteness follows the thinking of Linda Tuhiwai Smith, Amy Lonetree, Jolene
Rickard, and Eve Tuck, among others.'?! Their work has informed my understanding
that decolonial work is first centered on retribution and reclaiming of Indigenous
lands, rights, and sovereignty. To avoid the trap of generalizing the term “decolonial,”
I make a clear distinction about the term in each chapter and opt for labeling a work
decolonial only when it directly puts Native peoples at the center of a practice,
decision, or process.

Throughout this dissertation—and as I mentioned earlier when defining the
notion of photographic quality—I follow Stuart Hall’s theories of representation from
media and cultural studies. Hall’s writings are formative to understanding ideology
and the role of discourse in visual culture. After an examination of Marx and
Althusser, Hall explains how discourse takes on a “reality effect”: it does not produce
knowledge, but instead “a recognition of what is already known,” helping to construct
positions for subjects so that discourses “become true,” or always seem to “make

sense.” 122

121 Amy Lonetree, Decolonizing Museums: Representing Native America in National and Tribal Museums, First
Peoples : New Directions in Indigenous Studies (Chapel Hill: University of North Carolina Press, 2012). Linda
Tuhiwai Smith, Decolonizing Methodologies: Research and Indigenous Peoples, Second edition (London: Zed
Books, 2012). Eve Tuck and K. Wayne Yang, “Decolonization Is Not a Metaphor,” Decolonization: Indigeneity,
Education & Society 1, no. 1 (2012). Jolene Rickard, “Diversifying Sovereignty and the Reception of Indigenous
Art,” Art Journal 76, no. 2 (2017): 81-84, https://www.jstor.org/stable/45142474.

122 Stuart Hall writes, “Visual discourse is peculiarly vulnerable in this way because the systems of visual
recognition on which they depend are so widely available in any culture that they appear to involve no
intervention of coding, selection or arrangement. They appear to reproduce the actual trace of reality in the images
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As Hall explains, this “reality effect” at the core of ideology and discursive
formations also structures visual discourse, such as media, from film to television.
Most notably, Hall argued for the importance of examining visual discourse as a
“naturalized” type of discourse, for “systems of visual recognition ... appear to

involve no intervention of coding.”!?3

In other words, visual discourse seems to be
unmediated and solely grounded “in the evidence of one’s eyes.”!?* This apparent
lack of mediation is natural to the way in which ideology operates, but when it comes
to the visual it acquires exacerbated effects. This notion of a “window on the world,”
particular to how media operates, helps disguise the complex processes of coding that
go into the making of visual discourse.!?

Although I used semiotics to read the denotative and connotative aspects of
each image in this study to extract possible historical and cultural meanings, I used
Hall’s discussions on media to analyze these artists’ photographic practices as part of
visual discourses not immune to ideology and power. In fact, my method of reading
these images sought to identify how ideology manifests through visual discourse, how
discourses using images are naturalized, and how artists redeploy or reenact them.

If Hall offers me an understanding of media as bound to ideology, I also look

to authors who have contributed more broadly to theories of photography. I consider

they transmit. This, of course, is an illusion—the ‘naturalistic illusion’—since the combination of verbal and
visual discourse which produces this effect of ‘reality’ requires the most skillful and elaborate procedures of
coding: mounting, linking and stitching elements together, working them into a system of narration or exposition
which ‘makes sense’.” Stuart Hall, “The Rediscovery of ‘Ideology’; Return of The Repressed In Media Studies,”
Culture, Society and the Media (Routledge, 1982), 70-72.

123 Tbid., 71.

124 Thid.

125 Tbid.
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photography theorists such as Walter Benjamin, John Berger, Villém Flusser, and
David Levi Strauss. These authors have written about the social function of images
and photography and discussed how the apparatus of the camera (and other vision
technologies) has shaped the production of images.

Understanding image culture and photography as “a technology of seeing” is
relevant for my dissertation, especially to better explain the relationships between
painting and photography and how these two media have diverged and converged
throughout history. However, some of these approaches offer limitations to the study
of visual discourse and “racial difference.” Therefore, I leaned on scholarship
challenging the canons of the history of photography, especially regarding “race.” I
borrowed from theories of visual culture and photography that elaborate on the
ambiguities of representing “race” and racialized bodies by following scholars such
as bell hooks, Kobena Mercer, Coco Fusco, Jennifer Gonzélez, Derek C. Murray,
Nicole R. Fleetwood, Sarah Lewis, Krista Thompson, Deborah Willis, Henri Louis
Gates, Gloria Anzaldta, and Deborah Poole, among others.

In my dissertation, I considered these visual mechanisms of reenacting,
subverting, or troubling hegemonic representations of “race”; however, I focused on
the specificities of racial and visual discourses in the Brazilian context. Therefore, I
interweaved scholarship on photography and “race” based in the United States with
Brazilian and Latin American scholarship, addressing the differences and

intersections among these fields.
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Despite increasing visibility of the production of Black, Indigenous, and
racialized scholarship in Brazil, I must admit I hit roadblocks regarding the amount of
published scholarship on photography and “race” and racism in Brazil. The limitation
placed on racialized researchers occurs both in terms of access to academia and
access to opportunities for publication. Racism and academic divides in Brazilian
universities have historically hindered the publication and production of racialized
scholars, and, as I mentioned elsewhere, the question of “race” has been sparsely
discussed, especially in the art historical field.

Therefore, my dissertation was not limited to theories or methods developed
by Brazilian art history. I relied on other disciplines and fields of knowledge from
Brazilian academia, such as sociology, philosophy, and anthropology. I can highlight
the output of many authors whose works on racial difference and racism have shaped
Brazilian scholarship, such as Abdias Nascimento, Ailton Krenak, Beatriz
Nascimento, Denise Ferreira da Silva, Fabiana Lopes, Hélio Menezes, Kabengele
Munanga, Lélia Gonzales, Mauricio Barros de Castro, Patricia de Santana Pinho,
Sueli Carneiro, and Thiago Florencio, among many other authors.

These authors, emerging in the mid- to late 20th century, have developed
important critiques of seminal modern scholarship in Brazil, such as that of Gilberto
Freyre’s and others, which helped disseminate both popular and academic
celebrations of mesticagem. Abdias Nascimento, for example, has been an essential

figure in my research because of his understanding of mesticagem and its associations
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with whiteness.!?® One of the most important voices in fighting racism in Brazil,
Nascimento was also an artist and was interested in opposing Brazilian academic
discourses that had undermined art made by Black Brazilians across history. Ailton
Krenak has also been important to my project; his thinking and writings point to a
challenging of whiteness in Brazil I have incorporated into my analysis of visual
discourse regarding racism and Indigenous protagonism in Brazil.!?’

Although the celebration of mesticagem is a particular trope linked to
modernity in Brazil and in Latin America, it emerged particularly to address a
“colonial context” in which the concept of race had been primarily used to enable a
reorganization of colonial labor resulting in slavery and the dehumanization of non-
whiteness. Ultimately, my dissertation advocates for a broader understanding of the

discourse on racial miscegenation in Brazil, not to demonize or oppose mesticagem

but to develop a critique of its celebratory “normative” discursive co-option as a

126 Throughout his life, Abdias do Nascimento published an extensive quantity of books, articles, and papers.
Many of these writings provided frameworks for his cultural activism, either when he self-exiled in the US or
while he was still living in Brazil. For example, in the late 1960s, in support for his Museum of Black Art project,
Nascimento published a series of articles in a magazine entitled Galeria de Arte Moderna (GAM — Gallery of
Modern Art).'?® Later in the 1970s, already based in the US, Nascimento would write a series of papers he
presented in congresses across Africa (Tanzania, Senegal, and Nigeria), but also in Europe and Latin America. He
penned many of these writings as attacks against whitening ideologies of the military dictatorship, installed in
Brazil since 1964. Nascimento was especially aware of how the Brazilian government’s international activities
served to disguise racism and the oppressive tactics of the regime. I am interested in how Nascimento associates
mesticagem to branquitude (whiteness), especially when he discusses Afro-Brazilian artistic and cultural practices.
Although Nascimento’s writings create a clear parallel between mesticagem and the genocide of Blacks in Brazil,
he also reminds us that mestige populations are deeply impacted by racism in Brazil, which translates into lack of
representation, attacks on their rights, and an identification with whiteness. Yet even though Nascimento often
identified the different power dynamics that have sought to produce mesticagem in Brazil, in these writings at
least, Nascimento mostly understood mesticagem as an ideological and discursive by-product of branquitude,
which, at this point, did not consider the ambiguity within mestice(a) subjectivities. See Mauricio Barros de Castro
and Myrian Sepulveda dos Santos, “Abdias do Nascimento e o Museu de Arte Negra,” MODOS: Revista de
Historia Da Arte 3, no. 3 (2019): 174,
https://www.academia.edu/41398619/Abdias_do_Nascimento_e_o Museu _de Arte Negra..

127 See note on the term protagonism. See Ailton Krenak, Ideias Para Adiar o Fim do Mundo (Sio Paulo, SP,
2019). And specifically, on mesticagem, O Truque Colonial Que Produz, o Pardo, o Mestige e Outras Categorias
de Pobreza, 2021, https://www.youtube.com/watch?v=dvijNRINbgo.
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national narrative and its veiled (and not-so-veiled) associations with branquitude in

Brazil.

Chapter Overviews

This dissertation has three chapters: Maria Thereza Alves (Chapter 1),
Jonathas de Andrade (Chapter 2), and Dalton Paula (Chapter 3). For Maria Thereza
Alves, I discuss how her 1983 photographic documentary, Recipes for Survival,
predates decolonial artworks by avoiding stereotypical visual representations of
ethnicity in favor of creating a new discourse for the subjects she documents. By
refusing to apply the traditional ethnographer’s gaze in her documentary, she binds
image and text, complicating the power relationships that have been historically
constructed through this photographic genre and between photographers and their
subjects.

In Chapter 2, I discuss Jonathas de Andrade’s Eu, mestico (Me, mestizo)
(2018). In contrast to Maria Thereza Alves, de Andrade’s photographic documentary
is fictionalized. The artist uses aesthetic formulas proper to this genre (such as subject
posing and portraiture) to create a fictional work that mimics documentary formats.
de Andrade directly engages with the history of visually representing “race,”
especially through those photographic methods associated with pseudoscientific

practices that emerged in the 19th century.!?8

128 Paraphrasing John Berger, Stuart Hall writes about the conflation between science and photography: “As John
Berger has pointed out, photography emerged (during the 1830s) at a time when the philosophy of positivism was
also moving into its heyday, and the two developed alongside each other. In essence [...], positivism held that

science and technology advanced our capacity to understand the physical and social world through the acquisition
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While Alves avoids showing the images of Native Brazilians that
documentary photography in Brazil abundantly presents,'?’ de Andrade amply
exploits the visibility of racialized bodies in his work. He sexualizes them, even
replicating racial stereotypes in a perilous move that relies on ambiguity as part of his
photographic constructions. Although both Alves and de Andrade seek to oppose the
celebratory narratives around racial difference and miscegenation in Brazil, de
Andrade’s work is severely limited in its ability to offer an identificatory space for
racialized subjects.

In Chapter 3, I discuss Dalton Paula’s series of painted portraits representing
Afro-Brazilian historical figures. Paula has chosen painting as his primary medium
but has used photography as a foundation for his practice. The artist is interested in
how photography allows him to alter, manipulate, or to fictionalize aspects of the real
world. In his works, Paula uses photography to repopulate the field of representation
with images of Black people. I discuss his portraits inspired by a vernacular method
of altering photographs: the so-called retratos pintados, a practice combining painting
and photography and used in the northeastern areas of Brazil since the late 20th
century.

This practice involves popular artists in different cities across the country
commissioned to produce photographic portraits and alter them as part of a post-

production process. Initially, the method consisted of adding color to old black-and-

of factual knowledge.” Stuart Hall and Open University, Representation: Cultural Representations and Signifying
Practices (London; Thousand Oaks, Calif.: Sage in association with the Open University, 1997).

129 Most famously, Sebastido Salgado and Claudia Andujar, Claudia Andujar: The Yanomami Struggle, Reprint
edition (Paris: Fondation Cartier pour I’art contemporain, Paris, 2020).
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white images, but progressively other aspects of portraits began to be altered upon the
request of a client, such as adding a deceased family member into the composition or
changing the outfit or accessories the portrayed originally used, with the intent of
altering their social status.

Inspired by this vernacular photographic method, Paula developed a specific
method that creates a convergence of past, present, and future world. To create his
most recently painted portraits, Paula overlaps additional photographic methods: a
combination of studio photography, oral stories, and community participation to
create the final artworks. Paula visits Black and racialized communities, such as
present-day quilombos, and photographs individuals to later juxtapose timeframes,
stories, and physiognomies to create new likenesses for historical personages. By
grounding his portraits in these photographic methods, Black communities see
themselves while seeing how their ancestors could have looked like. Paula’s use of a
representational shift—from mechanical reproduction into painting—is a grounding
on quilombola communities, a reading of these spaces as places of political and
representational agency for Black and racialized people.

These three artists deal with racial miscegenation through the photographic
quality of the image in particular ways. Maria Thereza Alves halts modes of visual
representation, filling the painful gaps of hypervisibility with storytelling. Jonathas de
Andrade exploits myriad visual tropes associated with raciology to challenge racial

difference but eventually falls into the trap of reproducing stereotypes. Finally,
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Dalton Paula acknowledges the deeply racially mixed history of Blackness in Brazil,

reclaiming it through saberes negros.
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Chapter 1. Photography as Survival: Maria Thereza Alves

There was a black horse that had not had his spirit broken yet. A
young man on another horse was beating him hard with a stick to
force him to move. He was a proud horse and tried not to be forced.
But after three or four beatings, he would move a little. But every time
the young man who was on the other horse went to beat the proud
black one, his horse would move away and thus break some of the
force of the beating. Later, the black horse was tied to a tree. He was
trying to free himself from the reins. — Maria Thereza Alves'*?

130 Maria Thereza Alves and Michael T. Taussig, Recipes for Survival, First edition (Austin: University of Texas
Press, 2018), 167.
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1.1 Photography as Survival

This chapter examines Maria Thereza Alves’s documentary photography,
Recipes for Survival, a book published in 2018 featuring 72 black and white
photographs followed by a manuscript divided into three chapters. Alves took the
photographs in 1983, in remote Brazilian villages and towns where her parents lived
before immigrating to the United States when Alves was still a child. The
photographs represent life in poor rural communities, their struggle for survival, and
their battles with diverse social issues, from hunger to modern-day slavery. The
documentary marks a seminal moment in Alves’s early career, during which she also
pursued a politically engaged understanding of her indigenous descent.

This chapter is divided into two parts. In the first part, I consider Recipes for
Survival as a decolonial document, examining the limitations and potentialities of
documentary photography’s history and its roots in the colonial enterprise. In the
second part of the chapter, I study the visuality of whiteness and mesticagem
throughout the documentary, while also tracing the visual history of representations
of indigenous peoples by white groups in Brazil and how Recipes for Survival
counters this history.

Maria Thereza Alves'?! has been recognized for her multidisciplinary and
conceptual work, dating from the 1990s. Her famous works include a 1992

collaboration with Jimmie Durham and Alan Michelson, which gave origin to

131 Born in Sao Paulo, Brazil, 1961.
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Virginia/Veracruz — Veracruz/Virginia’s performance.!>? This work took place in
Madrid during the 500"-anniversary celebration of what the West has called the
“discovery” of the Americas. The trio’s performance famously protested that so-
called “celebration” by exposing what was the ethnocide of indigenous peoples,
which started with the invasion of Abya Yala by Europeans. During the weeks
throughout the exhibition, the three performers visited strategic public buildings and
monuments in Madrid that memorialized Spanish colonization in the Americas.
While wandering and posing for pictures in front of these locations, the performers
wore masks that looked like muzzles, pointing to the silencing and killing of the
indigenous populations those sites represented.

Alves’s more recent works have also received scholarly attention, particularly
her project Seeds of Change,'*? for which she received the 2016-2018 Vera List
Center Prize for Art and Politics, awarded by The New School in New York City.
Seeds of Change is an ongoing site-specific installation Alves started in 1999; the
project, which investigates ballast flora in European coastal cities, currently has
around seven different iterations, which Alves has developed in various countries.

The project involves extensive bibliographical and archival research and

132 See artist’s website: Maria Thereza Alves, “Maria Thereza Alves,” Personal Website, n.d.,
http://www.mariatherezaalves.org. Last access, January 2020.

133 About Alves’ early iterations of Seeds of Change, Jean Fisher writes: “Seeds of Change is not an artwork in the
conventional sense, nor does it possess an outcome that could be anticipated in advance; it is better described as an
experimental, multidisciplinary collaboration by Alves with various environmental scientists, botanists, engineers,
local authorities, and communities, in which Alves applies an artistic imagination to specific contexts in order to
disclose hitherto concealed social cultural histories. The point of departure of the work was an observation that the
ships that plied the trans-Atlantic colonial trade routes deposited ballast in their ports of call ... Ballast flora are of
course “illegal immigrants”, and Seeds of Change presents an elegant allegory for complex human identities that
expose Europe, not as a discrete set of monocultures but as the result of ongoing intercultural exchanges that
undermine fantasies of national identity ...” Jean Fisher, “The Importance of Words and Actions,” in Maria
Thereza Alves (Nantes: Ecole supérieure des beaux-arts, 2013), 8-9.
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cartographical and geographical examination of sites to understand the “natural
history of the place ... and at what moment seeds become native.”!** Supported by
this careful research, Alves discloses colonial intervention layers in so-called natural
landscapes, challenging fields of knowledge such as contemporary science and
geography through the afterlives of ballasts. Yet, Alves has not created other works
that are solely documentary photography, like Recipes for Survival; rather, she has
used images as secondary components in her research projects.!®

Although scholarship has recognized Alves’s practice for combining art,
activism, and politics—particularly within the context of postcolonial discourse—
little has been done to contextualize this artist’s works concerning Brazilian art and
the country’s national narratives. In addition to Alves’s taking advantage of the art
world’s internationality, perhaps the gap in the understanding of her work has been
due to Alves’s trajectory as an individual and artist.

As a child, Alves left Brazil with her parents in the late 1960s to live in the

United States, where her mother was working.!*¢ During her teens, Alves decided she

134 See artist’s website: Maria Thereza Alves, “Maria Thereza Alves,” Personal Website, n.d.,
http://www.mariatherezaalves.org. Last access, January 2020.

135 Alves’s work falls more into a history of conceptual art than into photography. Writing about her work, Jean
Fisher argues, “With Alves’ work, we have to ask different questions about art’s purpose; we therefore have to
abandon the notion of aesthetic objects and look to the productive effects of imagination, process and social or
inter-subjective relations... such an art practice is bound to the political insofar as it is deeply implicated in the
conditions of life...” Jean Fisher, “The Importance of Words and Actions,” in Maria Thereza Alves (Nantes: Ecole
supérieure des beaux-arts, 2013), 7.

136 According to Nicola Gray, “the artist’s mother moved to New York as a live-in maid, and her own family was
able to follow when she had saved enough funds to be the guarantor for them for immigration purposes. Her father
then found work in construction...” And in an interview with Richard William Hill, Alves says, “my mother who
was dumped in the city of Sdo Paulo by her mother, ... never wanted the husband she had or any of his children.
My mother went to work as a cleaning child at the age of nine for room and board and would continue to clean
houses until she no longer could work. And my father, who is proud to have worked all his life since his teenage
years, except for three days when he was unemployed.” Nicola Gray, “Maria Thereza Alves’s ‘Recipes for
Survival,”” Third Text, April 8, 2020, http://thirdtext.org/gray-alvesrecipes.
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wanted to study film and won a scholarship to New York University Film School, but
eventually went shortly to The New School. Buying a roll of film was too expensive
at that time and she kept looking for a more accessible occupation. Because of The
Cooper Union’s free tuition, she decided to apply and was accepted.!’” There, she
studied photography under Larry Fink!3® and Christine Osinski,!** well-known
American documentary photographers. Alves’s first exhibition participation took
place in 1982, at Group Material’s show “/Luchar! An Exhibition for the People of
Central America.”'*

The Brazilian heritage of Alves’s parents was a very salient aspect of her life;
the family’s ties with relatives in Brazil shaped her early activist aspirations. Her

parents came from small villages in Brazil and descended from Afro-Brazilians, the

Guarani/Kaigang indigenous group, and Europeans.!*! Knowing the harshness of the

137 Most of Alves’s references consist of artists based in the United States, from Juan Sanchez and David
Hammons to other names such as Transvanguardia, Enzo Cucchi, Francesco Clemente, Sandro Chia, Dokupil,
Ana Mendieta, and Cindy Sherman. Maria Thereza Alves, Interview in English to the author, Zoom, June 2020.
138 Larry Fink (b. 1941) is famous for his black and white photographic documentary Social Graces that was
exhibited at the Museum of Modern Art in New York in 1979 and published as a book in 1984 by Aperture. Social
Graces sought to expose the contrast between the quotidian life of wealthy New Yorkers and the working class
living in Pennsylvania. See Larry Fink, “Larry Fink,” Personal Website, n.d.,
http://www.larryfinkphotography.com/bio--resume.html.

139 Using a large format camera, Christine Osinski (b. 1948) became known for documenting the working class of
New York in the late 1970s and 1980s. Osinski was a 2005 Guggenheim Fellow and in 2015 she received a
Pollock-Krasner Foundation grant. See Joseph Bellows Gallery, “Joseph Bellows Gallery’s Christine Osinski
Profile,” Website, n.d., https://www.josephbellows.com/artists/christine-osinski/biography.

140 Founded in New York, in 1979, Group Material was an influential art collective with a fluctuating number of
members, among them were founding members Doug Ashford, Julie Ault, and Felix Gonzalez-Torres (1957-
1996). About the group, scholar Alison Green writes, “Group Material began as a group of artists, all interested in
social issues and in — that 1980s concept — the ‘politics of representation’.3 There were between ten and thirteen
members at first, but during the second year this unwieldy number fell to three, and the group’s size henceforth
fluctuated between three and four.4 Group Material — the name itself allowing for flexibility and signifying a
‘materialist’ approach — organised itself around several motivations, such as working as a collective against
individual art practices, working against ‘careerism’ and reconnecting art’s production and reception.” Alison
Green, “Citizen Artists: Group Material,” Afterall: A Journal of Art, Context and Enquiry 26 (January 2011): 17,
17-25, https://doi.org/10.1086/659292.

141 According to the website Povos Indigenas do Brasil, organized by the Instituto Socioambiental, “The guarani-
kaiowa, as they are known in the Brazilian anthropological literature, according to Cadogan (1959), would readily
accept the designation pai, a title used for the gods who inhabit paradise on speaking to them, but the name which
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military dictatorship and the impact different modes of exploitation had on her family
motivated Alves to advocate for Brazil’s indigenous peoples.!*? Working as an
international artist, Alves frequently returned to Brazil to develop projects revealing
the primacy of colonial narratives. She has more recently created important projects
alongside indigenous communities.'*

Though not an example of Alves’s most well-known practice, Recipes for
Survival is an early work at the intersection of art and activism. The work is a
photographic documentary accompanied by essays narrating the struggle of Alves’s
relatives and other villagers living in two of Brazil’s poor rural areas. Alves has

highlighted Recipes as one of her major works and a rare instance in which she has

best corresponds to them is tavyterd or pai-tavyterd, which mean “inhabitant of the people [village ] of the true
future land “ (tdvy-yvy-ete-rd). The fiandeva refer to these pai-kaiowa as tembekudra (lip orifice) due to their
custom of perforating the lower lip of the younger men during the initiation ceremony when they insert a small
plug made of resin in the hole. The name KAIOWA must derive from KA’A O GUA, that is, those who belong to
the high, dense forest, which is indicated by the suffix “o” (large), referring to the present-day Kaiowa Guarani or
pai-tavytera. In this way, there would be a difference in relation to the term KA’A GUA, those from the forest
without it necessarily being dense or tall, a category in which they would include the present-day Mbya Guarani.
The Nandeva constitute a Guarani subgroup which is also called Ava-Chiripa or Ava-Guarani (see Schaden, 1974;
Nimuendaju, 1978) or even, ava-katu-ete (Bartolomé
1991).”https://pib.socioambiental.org/en/Povo:Guarani_Kaiowa#Name — Accessed June 14, 2020.

142 About the importance of her family in Brazil in her activism, Alves also said, “A little while later, when my
family was able to return for short visits to Brazil, politicized relatives there guided me. Padrinho Chinica, for
example. He did not have enough money for a newspaper but had a relative who did, and he would pick up the
newspaper after lunch. He then would go to the plaza to read it. After school let out, the youth who were interested
in politics would find him there, and he would explain the events of the day and interpret what was going on. My
cousin, Piu (Elpidio dos Santos, Jr.), a composer, taught me about music, culture, and resistance. Senhora
Benedita, who sold coconuts and candy, and her mother, her husband, Senhor Pedro, who did backbreaking
stonework on sidewalks, and their children Dolores, Marcio, Romulo, and Juliana were all militant activists
against the dictatorship at every moment of living, and that was an important lesson. And my aunt Dioneia, who
was a rural schoolteacher and would take me around the countryside where I learned to see the power structures
that were used by the landowners to destroy the autonomy of those who were forced to work for them.” Maria
Thereza Alves and Richard William Hill, “The Freedom to Develop What Is Necessary: Maria Thereza Alves
Interviewed by Richard William Hill. Documenting a Cross-Cultural Politics and Aesthetics.,” BOMB, March 16,
2020, https://bombmagazine.org/articles/the-freedom-to-develop-what-is-necessary-maria-thereza-alves-
interviewed/.

143 Among these works are A Possible Reversal of Missed Opportunities (2016) and Decolonizing Brazil /
Descolonizando o Brasil., (2018).
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allowed an autobiographical aspect to come through her practice.!** Recipes is also a
marker in Alves’s career because she produced it while she was involved in the
struggle for indigenous peoples’ rights. During this phase, Alves also engaged into
intense political activism.

In 1978, Alves joined the International Indian Treaty Council. A year later,
she delivered a speech at the United Nations, protesting Brazil’s ethnocide of
indigenous peoples during military dictatorship; her goal was to found an indigenous
organization in Brazil.'*> In the 1980s, Alves founded the Brazilian Information
Center in New York to disseminate information about the political situation in Brazil,
later in the same decade, she became a representative for Brazil’s Worker’s Party
(Partido dos Trabalhadores) in the United States. Recipes for Survival is part of this
context, but, as I explain, it is also one of Alves’s first works to deploy a decolonial
mode of representation. Importantly for this dissertation, it is a project that eschews
power hierarchies between the photographer and the photographed in documentary

photography. !4

144 Nicola Gray, “Maria Thereza Alves’s ‘Recipes for Survival,”” Third Text (blog), April 8, 2020,
http://thirdtext.org/gray-alvesrecipes.

145 Maria Thereza Alves explains to Richard William Hill, “In 1978, just shortly before I turned seventeen,
joined the International Indian Treaty Council to learn how to make a national Indigenous organization in Brazil,
which did not exist at the time. There was much repression from the military dictatorship.” Maria Thereza Alves
and Richard William Hill, “The Freedom to Develop What Is Necessary: Maria Thereza Alves Interviewed by
Richard William Hill. Documenting a Cross-Cultural Politics and Aesthetics.,” BOMB, March 16, 2020,
https://bombmagazine.org/articles/the-freedom-to-develop-what-is-necessary-maria-thereza-alves-interviewed/.
146 T am referring to the ways in which subjects are made visible through power, and the ways in which systems of
(in)visibility have been rooted in coloniality. I rely on a Foucauldian theory of power, but more specifically on
Stuart Hall’s reading of Foucault and Hall’s discussion on “colonial spectacles.” As I discuss in this dissertation,
the history of photography, and of documentary photography, is linked to colonial systems of visibility in which
non-white populations became ethnographic objects at the same time they were “made” visible in western society.
Intrinsically to being made visible non-white populations were displayed as spectacle. As Hall says, these
populations were objectified via spectacles, becoming “objects of the gaze.” These systems are shaped by
discourse, but those who portray and those who display individuals are inherently participating in these
populations’ violent racialization and othering, a practice that originated the power hierarchies I discuss
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The first iteration of Recipes consisted of an installation of 50 black and white
photographs shown in Cuernavaca, Mexico at a 1989 show titled “Narrativa.”'4’
Throughout the years, Alves used the photographs as inspiration for other works.!*® In
this chapter, however, I focus on the most recent iteration of this work, the 2018
book, Recipes for Survival, which presents 72 photographs each displayed on an
individual page followed by a manuscript divided into three chapters. Each chapter
consists of poems, recipes, and short essays Alves wrote after compiling the
interviews and conversations she had while visiting the three communities and
villages in Brazil where her parents had lived: a village in the state of Parand, where
her father’s family lived, and two small towns on the southern coast of Brazil, where
her mother’s family lived.

These visits happened in 1983 and were the first time she returned to those
villages for an extended period after her family moved to New York. During a 2019
talk, as part of the book launch for Recipes, Alves stated she decided to return at that
time because it was a moment of increased flexibility during the military dictatorship,
which would be dissolved a year later. She said it was uncertain whether state

violence and living conditions in those villages would worsen or improve after the

end of the dictatorship, so she decided it was the right time to visit. Alves was still

concerning documentary photography. See Stuart Hall and Open University, Representation: Cultural
Representations and Signifying Practices (London; Thousand Oaks, Calif.: Sage in association with the Open
University, 1997), p. 195.

147 The exhibition Narrativa took place at the Instituto de Cultura des Estado de Morelos, Cuernavaca, Mexico, in
1989. Maria Thereza Alves, Interview in English to the author, Zoom, June 2020.

148 ITn Maria Theresa Alves’s words, “The painting, The Rains, is a work inspired by the research for the book but
is not part nor has been exhibited with the images from Recipes—I used two images from the book in the painting —
throughout the years, I have used images from my archives. And Amatlan was an ephemeral site-specific
installation in Amatlan in 1993 in Morelos, Mexico.” Email exchanged with the author, June 2020.
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studying photography at Cooper Union at the time, and she felt it was her
responsibility to document the struggles affecting the rural population in Brazil,
mainly poverty and hunger. Though Alves was moved by the injustices her relatives
and friends experienced, her main goal was always to show how they thrived and
survived oppression. In her documentary, Alves sought ways of incorporating their

perspectives on these difficult living conditions.

1.2.Recipes for Survival: A Document on Decoloniality
An old man sits out in the sun playing with pebbles and grass. He
cannot walk. He just sits. He is retired and is taken care of by Diogo,
one of the wealthier farmers in the area, who also fixes cars and
tractors and fills butane lanterns.
Diogo is given all the old man’s pension. It is said that no one in
Diogo’s house is allowed to eat until he gets home. All the cabinets are
locked, and he is the only one with the keys. He even had the pots and
pans locked up. The old man is fed a small plate of food and has to
satisfy himself with that. '*°
Two large corn leaves frame a picture of a man (Figure 1). He does not look
into the lens, but to his left side, as if staring far away into the horizon. A few
wrinkles escape from one of the corners of his eyes. He seems to be smiling with his
eyes. Shade begins on his forehead and descends to reach his hand, closed in a fist. It

is possible to see large pores on his hand’s skin. His body leans to the left, while the

two big corn leaves seem to follow him; plant and man are in dialogue. Alves took

149 Maria Thereza Alves and Michael T. Taussig, Recipes for Survival, First edition (Austin: University of Texas
Press, 2018), 159.
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the shot from bottom to top, kneeling in front of the man to place him in a heroic
position. The composition has movement that comes from a framing decision, one
that brings the textured effect of the shades on the leaves in the foreground into
relation with the shape of the corn leaves further away in the background, behind the
man. The sky is an empty gray, mottled by the graininess of the print.

In Alves’s book, Recipes for Survival, words and images are never in direct
dialogue. Poems, essays, and recipes appear at the end of book and the photographs
are never accompanied by captions or other text. But Alves’s texts too are filled with
gaps, either because she decided to conceal individuals’ names and identities, or she
avoided naming certain actions in general. For example, in the epigraph above Alves
suggested the existence of an abusive relationship between a wealthy farmer and an
old man but she does not name the relationship. Perhaps Diogo and the old man are
relatives, perhaps not. Yet, her narration reminds me of abusive relationships and
even forms of slavery that persist throughout the country.

Some individuals who “work” for food can be locked away and abused.
Because these occur in remote areas, often it takes an individual’s entire life to break

away from an abusive “work” relationship, or captivity.'*° Throughout her essays,

150 Contemporary slavery is still recurrent in Brazil and persists around the world. In Brazil, every year, around
1,000 people are freed from slavery: 82% of the rescued individuals are Black or brown. Since 1995, 52 thousand
people have been rescued across Brazil, 70% worked in rural areas. See data published in Maria Fernanda Garcia,
“82% Dos Resgatados de Trabalho Escravo No Brasil Sdo Negros,” Observatorio Do 3o Setor, June 12, 2020,
https://observatorio3setor.org.br/noticias/82-dos-resgatados-de-trabalho-escravo-no-brasil-sao-negros/ and
Reporter Brasil, “O Trabalho Escravo No Brasil,” Escravo Nem Pensar! (blog), n.d.,
https://escravonempensar.org.br/o-trabalho-escravo-no-brasil/. About present-day slavery in Brazil, see also
articles such as, Ricardo Resende Figueira, “A persisténcia da escraviddo ilegal no Brasil.,” in Desafios aos
direitos humanos no Brasil Contemporaneo (Brasilia, DF, Brasil: CAPES/Verbena, 2011), 49-63.
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Alves mentioned that village farmworkers feared becoming slaves in nearby farms.
But the “old man’s” story is different because there is no direct reference to slavery,
which leads me to think that, for some reason, Alves could not unveil or categorize
the type of abuse. I selected this passage because it tells us about the haunting ghost
of slavery present and lurking in these rural spaces Alves represented.

Gaps of meaning, either between images and texts or within the essays, are a
potent feature of Recipes for Survival. My chapter intrudes these gaps simply because
I write and analyze them. This is the case with most academic writing; scholars create
relay text!>! about artists” works, unpacking artists” practices by theorizing them. In
this chapter, however, I also seek, at moments, to emulate some of Alves’s strategies
by juxtaposing short excerpts of her writing with ekphrases I wrote about her
photographs. The book excerpts I chose, however, do not contextualize the images I
describe. By choosing this method, I intend to maintain a gap between my writing and
Alves’s work.

I imagine the man in the picture smiling with his eyes to be the old man in the
story, perhaps when he was younger, before he went on to work for Diogo, the
wealthy farmer. For me, the way the leaves frame the farmworker’s head and their

stance are reminiscent of Tina Modotti’s Woman from Tehuantepec carrying

1511 refer here to Barthes’ notion of relay text he discusses in the essay “Rhetoric of the Image,” in Image, Music,
Text. Images are always unreliable albeit rich sources of meaning but, as Barthes argues in the Rhetoric of the
Image, in contemporary times, images more than often require accompanying text to “fix the floating chain of
signifieds” and thus help the viewer “identify purely and simply the elements of the scene and the scene itself ...”.
Barthes calls as anchorage this “most frequent” feature of the relationship between text and image: a relationship
that is also ideological, for this type of text directs and controls the interpretation of the image. On the other hand,
Barthes calls relay the text that is in complementary relationship to an image; when the linguistic message adds
“meanings that are not to be found in the image itself.” Roland Barthes and Stephen Heath, Image, Music, Text,
Nachdr. (New York, NY: Hill and Wang, 2009), 39-40.
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vecapixtle (1929). Both Modotti’s Mexican campesina and Alves’ Brazilian
farmworker show a heroic stance, looking towards an imaginary horizon. Contrasting
bright and dark areas help compose these resilient facial expressions. Still, Modotti’s
Woman was photographed against a black scenographic background.!>> Modotti’s
campesinos images, such as Woman from Tehuantepec are staged and organized
around juxtapositions between peasants and their working materials.

Because of the proximity with those portrayed, it is easier to notice that
Alves’s images are not heavily staged. Those depicted are usually relaxed or looking
directly at the camera, very close to the photographer, and not at all seem intimidated
or aloof. Most of these images eschew any extraordinary mood. There are only a few
indoor dramatic chiaroscuros. Because most of the houses’ interiors were dark and
did not have electric lighting, Alves tried using flash during her visits. But she
quickly gave up. She said to me in an interview:

I couldn’t use flash because I used it once, like on the third day or the
first week in a dark space—everything was always dark at night
because there’s no running water, there’s no electricity—and everyone

was terrified, terrified. I had caused angst, and I felt ashamed to cause
angst. So, I've ... never used flash again.!>?

152 Writing about the work of Mexican photographer Nacho Lopez (1923-1986), John Mraz discusses the role of
exoticization in the photography about Mexico produced by foreign photographers, such as Tina Modotti and
Edward Weston, in the early 20" century. In this discussion, Mraz cites Modotti’s preference for the photographic
composition planning as opposed to the spontaneity of photojournalism. Mraz quotes Modotti, who said, “I know
the material found on the streets is rich and wonderful, but my experience is that the way I am accustomed to
work, slowly planning my composition, etc. is not suited for such work. By the time I have the composition or the
expression right, the picture is gone.” Tina Modotti, letter of 23 May 1930. Stark, “The Letters from Tina Modotti
to Edward Weston,” 74, in John Mraz, Nacho Lopez, Mexican Photographer (Minneapolis: University of
Minnesota Press, 2003), http://site.ebrary.com/id/10151217, 19-20.

153 Maria Thereza Alves, Interview in English to the author, Zoom, June 2020.
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When there is play between light and shadow, it seems related to Alves’s camera’s
adaptability to the people’s conditions rather than to achieve a specific aesthetic
result. There is almost nothing out of the ordinary in Recipes’s images. Yet, [ am
captivated by their unwavering sincerity.
kskosk
In The Return of Quetzalcoatl, curator Petro de Llano refutes simplistic

categorizations of Alves’ work as postcolonial but further emphasizes how her work,

in de Llano’s opinion, has been influenced by postcolonial discourse. de Llano writes,

The work of Maria Thereza Alves is usually described as
‘postcolonial,” and while this may be true, it is by no means an
exhaustive definition ... It would be more accurate to say that

postcolonial discourses have heavily influenced her outlook, providing

a frame of reference for creating a poetic representation of reality that
aims to highlight and preserve ... fragments of languages, histories,

gestures, visions, ideas, and sentiments that ... are still being lost today

in colonial contexts ... .!1%*

The author concludes, “From this point of view, postcolonialism is not just a
discourse of criticism, denouncement, and indignation in the face of countless past
and present injustices, but also ... a coherent platform that allows [Alves] ... to
broadcast her views on nature, culture, life and death.”!*> Though Alves’s practice
has become known within the art world’s reading of postcolonial theories, she has

referred to the term “decolonial” in more recent works.!>® Within the decolonial

154 Petro de Llano, “The Return of Quetzalcoatl,” in EI largo camino a Xico: Maria Theresa Alves 1991-2015 =
The long road to Xico (Berlin: Sternberg Press, 2017), 31.

155 Thid.

156 For example, Maria Thereza Alves recently titled one of her collaborative works Descolonizando o Brasil /
Decolonizing Brazil (2018). About the work, Alves wrote: Decolonizing Brazil “is a result of a series of
workshops held from July through August 2018 at the UFSCar Sorocaba Campus, at Flona (National Forest of
Ipanema), the Guyra Pepo Reservation and Sesc Sorocaba. These encounters resulted in performative actions, an
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scope, Alves has continuously investigated colonial thinking’s active presence in the
contemporary world and its troubling vestiges. One example of this investigation is
her work, 4 Possible Reversal of Missed Opportunities (2016) that served as basis for
a second iteration of the project, now called Descolonizando o Brasil / Decolonizing
Brazil (2018) (Figure 2).!%7

For this piece, Alves held workshops with teachers and activists, who created
fictitious conferences in which they would like to participate but to which they have
never been invited due to racism against indigenous peoples. She organized
conversations with them, in which all read translated articles by indigenous scholars,
such as Richard Hill and Linda Tuhiwai Smith. These one-day workshops also
acknowledged the indigenous presence in Brazilian art and academia and presented
contemporary indigenous artists.

Alves produced three large posters with the conferences’ topics, fictional titles
and universities, and sponsors the students came up with; the posters were then
disseminated in the biennial and in the cities where the actions took place. “I’ve asked
myself many times, how do we decolonize imagination? That’s how: through the
exercise of fiction,” the artist told me.!>® Alves decided not to focus on photographic

documentation of the meetings, explaining, “I didn’t want the ethnographic gaze in

e-book, seven language magazines, 9 audio recordings, videos and theater pieces, which are available in the
website and were exhibited at Sesc Sorocaba.” See artist’s website: Maria Thereza Alves, “Maria Thereza Alves,”
Personal Website, n.d., http://www.mariatherezaalves.org. Last access, February 2022.

157 On Alves’ Descolonizando o Brasil / Decolonizing Brazil, see footnote above.

158 Maria Thereza Alves, Interview in Sdo Paulo, Brazil, in Portuguese to the author, In person, 2016.
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the work, so if the students wanted to photograph the meetings, they could, but I
didn’t.”1?
In a critique of an exhibition organized by nonindigenous curators in Brazil,
Alves defined her notion of decolonization:
Decolonization results in the indigenous population having control
over their land and lives. Therefore, it follows that a basic tenet of
decolonization is that the colonized be the active agent of her own
discourse and process of decolonization. In other words, the
indigenous must come first in all discourse on decolonization in Brazil
and therefore must be present for any discourse on decolonization. !¢
This view puts indigenous peoples at the center of decolonial discourse as speaking
subjects, or protagonists of their discourses and practices. It also demands exhibitions,
events, encounters, or other practices be organized by indigenous individuals or
communities to receive the “decolonial” label.
This view differs, however, from the more general usage of the term
“decolonial” in the art world of today, both in Brazil and the United States.
Decolonization has become a trendy term among artists, scholars, and art

professionals.'®! Often used loosely by art professionals, this concept came to mean

the disabling—and substitution of—Western hegemonic thinking and its systems of

159 Maria Thereza Alves, Interview in Sdo Paulo, Brazil, in Portuguese to the author, In person, 2016.

160 Maria Thereza Alves, A Mdo do Povo Brasileiro, 2016. Unpublished. Word Document shared with the author.
161 About such debate see, for example, October Journal’s compilation of art professionals’ statements about the
diverse meanings of decolonization in the art world. Huey Copeland et al., “A Questionnaire on Decolonization,”
October 174 (December 2020): 3—125, https://doi.org/10.1162/octo_a_00410. Another source on this debate is the
MTL Collective’s essay “From Institutional Critique to Institutional Liberation? A Decolonial Perspective on the
Crises of Contemporary Art,” October 165 (August 2018): 192-227, https://doi.org/10.1162/octo_a_00329.
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oppression. Nonetheless, the form of such disabling has become a topic of dispute
between several modes of thought and diverse kinds of activist leadership.'®?

Labels such as postcolonial art and decolonial art have been often
interchangeably used by scholars and by Maria Thereza Alves to describe her work. I
am interested in how the mainstream art world read postcolonial theories in the late
1990s and early 2000s and how these theories helped curators and art historians
categorize art practices dealing with the world’s margins, such as Alves’s. My goal is
to understand how Alves’s early practice can be situated within decolonization and
how her practice built its roots in the indigenous practices within Latin American
territory.!% T ask then, what does it mean to analyze Alves’s earlier work concerning
decolonial thinking? Is it possible to think of Recipes for Survival as a decolonial
project? And, more importantly, from this situated standpoint I ask: What racial
constructs does Alves’s project expose within Brazilian hegemonic discourses? How
does the artist articulate decoloniality in relation to the question of “race”?

I am thinking here of Alves’s work in relation to “the decolonial” as an active

verb within the concepts of coloniality and decoloniality that Peruvian sociologist

162 Also, see the fundamental work of scholars Eve Tuck and K. Wayne Yang on defining and reclaiming the term
decolonization to indigenous peoples in Eve Tuck and K. Wayne Yang, “Decolonization Is Not a Metaphor,”
Decolonization: Indigeneity, Education & Society 1, no. 1 (2012).

163 The term Abya Yala has been used by indigenous and non-indigenous groups throughout Latin America to
counter the complex history of coloniality and naming in the continent. However, Maria Thereza Alves does not
commonly use Abya Yala to describe Native territories in Brazil, neither originary peoples in Brazil use the term
regularly. Although I commonly use the term in my writing, I chose here to omit it out of respect for the
indigenous leadership and activists in Brazil. According to Catherine Walsh, “Abya Yala is the name that the
Kuna-Tule people (of the lands now known as Panama and Colombia) gave to the ‘Americas’ before the colonial
invasion. It signifies ‘land in full maturity’ or “land of vital blood.” Its present- day use began to take form in 1992
when Indigenous peoples from throughout the continent came together to counter the ‘Discovery’ celebrations, ‘to
reflect upon 500 years of the European invasion and to formulate alternatives for a better life, in harmony with
Nature and Human Dignity.” Walter D. Mignolo and Catherine E. Walsh, On Decoloniality: Concepts, Analytics,
Praxis (Duke University Press, 2018), 21. https://doi.org/10.2307/1.ctv11g9616.
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Anibal Quijano theorized in 1999.'** Quijano argued that colonialism persists in
present times. Colonialism implemented a “matrix of power” based on social
discrimination and labor control, aspects Quijano associated with modernity and its
later iteration, global capitalism. For him, that matrix of power is organized around
two central axes.'® The first axis is the colonial codification of difference, or the
ways through which white invaders, or so-called conquerors, instituted the notion of
“race” throughout colonialism. The second axis consists of the “control of labor and
its resources and products,” which are then “articulated” through slavery and other
systems.

According to Quijano, the idea of race and the construction of racial and
cultural differences between colonizers and the colonized were essential for
maintaining colonialism. Put simply, the concept of coloniality acknowledges how
the rationale of colonialism and racism lingers on into modernity and finds capitalism
as an enabler and ally. Coloniality then refers to a widespread modus operandi that
has organized many social practices throughout colonized territories worldwide.

Quijano named decoloniality the praxis of resisting, opposing, or challenging

coloniality. Explaining this author’s thinking, scholar Catherine Walsh said:

164 Anibal Quijano, “Coloniality and Modernity/Rationality,” Cultural Studies 21, no. 2-3 (March 2007): 16878,
https://doi.org/10.1080/09502380601164353.

165 “As Anibal Quijano explained, coloniality developed around two central axes or patterns of power that came to
be foundational to modernity and global capitalism. The first was “the codification of the difference between
conquerors and conquered in the idea of ‘race’ . . . the constitutive, founding element of the relations of
domination that the conquest imposed.” The second was “the constitution of a new structure of control of labor
and its resources and products.” that articulated “slavery, serfdom, small independent commodity production, and
reciprocity, together around and upon the basis of capital and the world market.” Walter D. Mignolo and Catherine
E. Walsh, On Decoloniality: Concepts, Analytics, Praxis (Duke University Press, 2018), 23.
https://doi.org/10.2307/j.ctv1199616.
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Decoloniality denotes modes of thinking, knowing, and being that
often precede colonial invasion. Decoloniality is a form of struggle
and survival practices by those who have been colonized responding
against the colonial matrix of power.!%¢
Walsh emphasized that decoloniality is not only a theory but a combination of theory
and praxis that includes, for example, autochthone world views: modes of survival
and living and knowing that remain in transformation to counter coloniality.!®” Other
authors have named the early decolonial actions, responses, or resistance against
coloniality as counter-narratives due to the often subtle ways through which they
come to appear in hegemonic narratives.'®® Citing Margaret Kovach and Jo-Ann
Archibald, Linda Tuhiwai Smith argued that “stories are connected to knowing” and
they are a “central feature of indigenous research and knowledge methodologies.”
Moreover, Tuhiwai Smith said stories educate “the heart, the mind, the body, and the
spirit.”!%?
Alves’s project provided a counter-narration of sorts: it is a storytelling about

peoples’ resilience, about the modes of living that have persisted in rural Brazil, even

166 Walter D. Mignolo and Catherine E. Walsh, On Decoloniality: Concepts, Analytics, Praxis (Duke University
Press, 2018), 17. https://doi.org/10.2307/.ctv11g9616.

167 Walsh rightfully cites the Zapatistas from Chiapas, in Mexico, as one of the most fundamental and present-day
examples of decoloniality. Walsh writes, “The public emergence of the Zapatistas in 1994 similarly made visible
the historically invisibilized. Moreover, the Zapatistas’ call for an end to neo-liberal policies and for new visions
of social and political participation and democracy in Chiapas and in Mexico as a whole, marked the beginning of
a new political moment of decolonial resistance, resurgence, proposition, thought, shift, and movement that
continues until today.” Walter D. Mignolo and Catherine E. Walsh, On Decoloniality: Concepts, Analytics,
Praxis (Duke University Press, 2018), 25. https://doi.org/10.2307/1.ctv11g9616.

168 T am referring to counter-narratives as a term Walter Mignolo uses in his essay “Epistemic Disobedience and
the Decolonial Option: A Manifesto.” Mignolo does not define the term but deploys it in relation to the decolonial
writings of Waman Puma de Ayala (or Felipe Guaman Poma de Ayala) (1534-1615) and Ottobah Cugoano (1757-
1791). Mignolo argues that coloniality produces decoloniality as “epistemic disobedience,” or on page 46, “an
energy of discontent, of distrust, of release within those who react against imperial violence.” The practice of
writing that counters hegemonic colonial discourses is the practice of decolonial counternarrative. Walter
Mignolo, “Epistemic Disobedience and the Decolonial Option: A Manifesto,” TRANSMODERNITY: Journal of
Peripheral Cultural Production of the Luso-Hispanic World 1, no. 2 (2011), https://doi.org/10.5070/T412011807.
169 Linda Tuhiwai Smith, Decolonizing Methodologies: Research and Indigenous Peoples, Second edition
(London: Zed Books, 2012), 146.
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if threatened on all fronts, from authoritarianism and capitalism to the internalization
of racism. Recipes for Survival’s format anticipates a type of decolonial project that
would only become popular and “theorized,” such as in Quijano’s work, around the
1990s. The project defies a couple standards within the genre of documentary
photography. Upon first analysis, the work may look like it is organized as a
photographic documentary, but it actually fails to function as one. Instead, one finds a
mode of storytelling that eschews typical photographic documentary norms.!”
Recipes for Survival also serves as a counternarrative to the Brazilian
government’s official narratives of that time. These official narratives followed the
colonial rationale and envisioned non-normative populations as problems to be
solved; for indigenous peoples, that meant erasure through so-called integration, for

example.!”! More importantly, though Recipes may expose its subjects through

170 In a review of Recipes, Nicola Gray writes, “On first glance, the book has the look of a photographic essay in
the form of one of those large, expensive ‘coffee-table books’ of documentary-style photography by a well-known
photographer, perhaps a member of the Magnum co-operative; maybe the work of a photographer who took
themselves out of their known parameters to some distant part of the world and recorded the plight of its people.
But that is not what Recipes for Survival is. It does potentially raise, however, some of those different questions
Jean Fisher suggested should be asked in relation to Alves’s work about ‘art’s purpose.’ It is a book of
photographs, of people at work and at home —and clearly people doing hard work and living hard lives —with notes
and the names and stories of those people in its second section. But it is more than that. Recipes for Survival is the
outcome of deep engagement and participation; it deploys photography, but it does so in tandem with an attentive
listening and in conversation with its subjects.”

17! Loosely speaking, the military dictatorship saw indigenous peoples as “internal enemies” of the regime, and the
government established various strategies to control them. The regime used a federal institution called Servico de
Protecio aos Indios (SPI) or Protection Services for Indians (present-day FUNAI (Fundagdo Nacional do indio) to
build outposts on indigenous lands throughout Brazil that were meant to promote the “pacification” and
integration of indigenous peoples into so-called society. At these outposts, government agents could approach
indigenous communities with the excuse of offering protection, assistance, and pacification. Pacification often
meant the forced coercion of more remote indigenous communities into “society,” but included a myriad of other
integration tactics. Among these strategies were mandatory boarding schools for indigenous children and the
presence of religious missions to convert indigenous peoples. About the regime’s violent tactics, see publications
such: Rubens Valente, Os Fuzis e as Flechas: Historia de Sangue e Resisténcia Indigena Na Ditadura, 1a ed.,
Colegdo Arquivos Da Repressao No Brasil (Sdo Paulo: Companhia das Letras, 2017); Amanda Gabriela Rocha
Oliveira, “O Relatorio Figueiredo e suas contradigdes: A questdo indigena em tempos de ditadura” (Universidade
Federal do Rio Grande do Sul, 2017); Poliene Soares dos Santos Bicalho, “Protagonismo Indigena no Brasil:
Movimento, Cidadania e Direitos (1970-2009)” (Brasilia, DF, Brasil, Universidade de Brasilia, 2010).
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aestheticizing, they do not become fetishized western desire objects.!’? Instead,
Alves’s project highlights modes of survival in the face of coloniality-rooted
genocide and racism, or what Linda Tuhiwai Smith has called survivance,'” a
concept I will return to later on in this chapter. Recipes also marks the beginning of
what would become Alves’s ongoing praxis: a project-based document that now
serves as proof of her subjects’ survival and resistance against slavery and
exploitation. Aesthetics, though a preoccupation of the young artist at that time,
became secondary. I argue the practical component of the photographs and
manuscripts explains (and foreshadows) the decolonial quality of Alves’s later works.
A practice that can be understood as a manifestation of coloniality—and one
this dissertation deals with—is the naturalization of racial difference in visual
discourse. As discussed in this dissertation’s introduction, photography was one of

the main tools of this process as it was used as “proof” that racial difference

172 About the aestheticization of suffering, David Levi Strauss wrote, “There was a critique of documentary
photography that happened in the ‘70s and ‘80s that made it nearly impossible to talk about representations of
suffering because it was an “aestheticization of suffering.” At the time, I wondered why the aesthetic was seen to
be such a toxic thing. This book is an update of that, where I ask if such critiques are valid any more, and come to
the conclusion that they aren’t. The extension of that critique is that you cannot represent other people and their
suffering, and I don’t want to live in a world where that is not happening. One of the things that photography has
always been able to do is to register a relationship between the person behind and in front of the camera. Even
though that is not a straight line to empathy, solidarity, and political change, for a long time in photography it was
part of that, and that didn’t just go away. This relationship and our discussions of it have changed, partly because
our communications environment has changed so much. The way documentary happens changed, and the way we
receive images changed. A number of the photographers I talk about in the book are engaged in this and know the
stakes involved are too high to abandon this urge. Making these kinds of images and getting them distributed has
become harder for a lot of structural and economic reasons, but I think it’s also become more important than
ever.” David Levi Strauss and Jarrett Earnest, “David Levi Strauss with Jarrett Earnest,” The Brooklyn Rail (blog),
January 7, 2014, https://brooklynrail.org/2014/07/art/david-levi-strauss-with-jarrett-earnest. Accessed May 29,
2021.

173 Smith writes about survivance as a combination of survival and resistance for indigenous peoples: “Celebrating
Survival is a particular sort of approach. Non-indigenous research has been intent on documenting the demise and
cultural assimilation of indigenous peoples. Instead, it is possible to celebrate Survival, or what Gerald Vizenor
had called ‘survivance,” Survival and resistance.” Linda Tuhiwai Smith, Decolonizing Methodologies: Research
and Indigenous Peoples, Second edition (London: Zed Books, 2012), 146.
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existed.!”* Understanding the role of visual discourse within coloniality then becomes
of primary importance. As I argue in this chapter, to know how photography
articulates whiteness through mesticagem in small villages in Brazil means
understanding how whiteness was mobilized by state power to help substitute—and
erase—indigenous and Afro-diasporic modes of living. Alves’s images provide an
entryway to the manifestation of these discourses of power during a specific moment
in Brazilian history, the 1980s—the last decade of the military regime that began in

the 1960s.

1.3. Disentangling Documentary Photography from Coloniality

In her famous 1981 essay “In, around, and afterthoughts (on documentary
photography),” U.S. artist Martha Rosler developed a fierce critique of social
documentary photography. Rosler attacked several practices, including those of
Walker Evans and Diane Arbus, criticizing how this genre of documentary feels less
like an effective criticism of human struggle and more like a testament to an author’s
“bravery” to enter a “situation of physical danger” and show us “places we never
hope to go.” Ultimately, Rosler questioned this genre as a reductive liberal practice,

classifiying this kind of photography as hopelessly compelled by a moralist desire of

174 See more about this discussion in the Introduction to this dissertation and in Chapter 2.
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“rescuing” those deemed invisible in society by “imploring” on the ascendant classes’
sense of pity.!”>

In the 1980s, Alves too was largely trying to understand how to work with
photography and with communities, but from a less objectifying perspective than
those offered by the traditional documentary photography Rosler fiercely criticized.
While Rosler advanced a postmodern critique informed by the politics of social class,
Alves’s experimentations as a photography student threaded towards something the
art world would later, and roughly, call “identity politics,” and the “situated
knowledges” of feminist theories.!’® Alves was already interested in the politics of
being indigenous—what it meant for her and for her family to be indigenous and non-
white in the United States and in Brazil. In an interview to me, in June 2020, Alves
said that it was the experience of facing racism in the U.S., when she was a child, that
further triggered her interest in understanding her family ancestral ties with

indigenous peoples in Brazil.!”’

175 Martha Rosler, “In, around, and Afterthoughts (on Documentary Photography),” in The Contest of Meaning:
Critical Histories of Photography, 4. print (Cambridge, Mass.: MIT Press, 1993), 88.

176 Donna Haraway famously deployed the term “situated knowledges” in Simians, Cyborgs, and Women: The
Reinvention of Nature (New York: Routledge, 1991). “Situated knowledge occupies the middle ground between
these two extremes: it is at once historically contingent, deeply subjective, aware of its own meaning-making
capabilities and potentialities, and committed to a faithful, no-nonsense (as Haraway puts it) account of the real
world. Rather than trying to systematize the world and parcel it up and represent it as a machine, situated
knowledge conceives the world as an earth-wide network of active connections and partial truths. Fundamental to
the notion of situated knowledge is the idea that the world is active: it is not simply there waiting to be mapped.”
Ian Buchanan, “Situated Knowledge” (Oxford University Press, 2018),
https://doi.org/10.1093/acref/9780198794790.013.0789.

177 In another interview, Alves describes some of these experiences to Richard William Hill, “For a while I tried to
figure things out on my own after my family emigrated to the States. Racism and the resulting bullying, although I
would not know to call it that, were my principal concerns at the time. I learned on my own how to deal with them
around the age of ten. I would, myself, discover organizing as a tool. I had stumbled upon a book in the library,
which I also independently discovered—my family did not know of the existence of such a wonderful place. I
think it was after the “N” section. (I had been reading methodically from “A,” as I knew no other way to begin to
enjoy a library.) It was a book of mean nursery rhymes. Some were quite funny. I chose two that expressed my
anger at being bullied and humiliated daily at school. I had thought that the only way the non-white kids could
avoid being bullied—especially during recess, when we were in the patio of the school and had no protection from
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Although critiques such as Rosler’s are still pertinent to documentary
photography produced today, Alves’s project goes beyond the politics of class to
reach a politics of race and gender. The question that Alves’s project asks is a
question of how one exists and perseveres when one dwells in a non-normative body
living in a vulnerable social condition. That is why the stakes of producing Recipes
were high. One way of criticizing documentary photography, such as Rosler’s famous
essay does, looks into how this genre appeases liberal politics’ need for the mitigation
or amelioration of social issues. Another possible critique of the genre is to seek a
critical reclaim of documentary photography, or, as I argue, to disentangle it from its
roots in colonial history. The following examination seeks to understand if Recipes
really achieve this disentangling. Before examining how Recipes project represents,
or articulates, mesticagem and whiteness both visually and discursively, in this
section I seek to disentangle this specific documentary from the colonial roots of the
genre. Without an understanding of how the methods of Alves’s project disrupt
colonial history, any additional analysis on the visuality of race would be incomplete.

To disentangle a documentary photography from the role it plays in the
colonial endeavor one must break with, challenge, oppose, or at least create

interruptions and put pressure onto some of its historical features. I believe that

adults—was to unite. I organized all the kids who were not Irish or Italian. On the day that we stood our ground,
we formed a circle around one of my main tormentors and sang the two nursery rhymes, which we had all
practiced before. We also agreed that if one of us was being bullied whoever was nearby would come to help. We
were soon no longer tormented.” Maria Thereza Alves and Richard William Hill, “The Freedom to Develop What
Is Necessary: Maria Thereza Alves Interviewed by Richard William Hill. Documenting a Cross-Cultural Politics
and Aesthetics.,” BOMB, March 16, 2020, https://bombmagazine.org/articles/the-freedom-to-develop-what-is-
necessary-maria-thereza-alves-interviewed/.
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Recipes creates these interruptions while still fitting into a genre embedded in
coloniality. The following analysis explains two features of Recipes for Survival that
serve as points of friction in documentary photography’s colonial history.

The first feature of Recipes opposing coloniality is the book’s graphic design
and organization, or how the artist structured both the photographs and the
manuscript to protect people’s names and discourage readers from identifying places.
This relates to how Alves’s work establishes resistance between images and text,
allowing gaps of meaning to circumvent the colonial history of documentary
photography. The second feature is Alves’s positionality and method as an artist and
photographer coming to these villages in the 1980s. I discuss how a binary
understanding of outsider/insider is not entirely adequate to understand her role as an

author of this documentary.

kskosk
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Julio was born in 1923; back then, his family had 30 acres of land. Today, he
has half an acre, one bed, one bench, one new pair of underwear, one new pair of
pants, one new shirt, work clothes, two cooking pots, a kettle, one spoon, one knife,

one plate, and one cup.

Ana said that only recently has Julio begun to act like a human. “He
resembles more the Moreira side of the family. They are Bugres. His
older brother is lighter. He is nicer. They are no good. They lost all
their land.” I reminded Ana that his family was similar to her own,
which had also lost all their land.

Julio said, “When God helps me, I’ll build a good house and buy corn,
beans, and chicken to sell. I just need 100,000 cruzeiros. I’d also plant
potatoes and manioc. If God doesn’t help me, I plan to sell my land,
pigs, and corn. Then I’ll move to somebody else’s land and work for
them. Or I will go to Sao Paulo and look for a job. Or you could find
me a job in the USA. I’d sell everything, pay off the loan, and go with
you. [ wouldn’t have any worries.”

Maria said, “Why would the Americans want an old toothless Bugre?”

In Julio’s first-grade book, the servants and workers are never white.!”®

The first photograph of the book Recipes for Survival is a vertical black and white
portrait of a man holding a framed illustration of the Christianized saint, Saint
George, killing the dragon (Figure 3). He has it very close to his head, partially
covering his face’s right side, as he looks out at the photographer from behind the

picture mounting. The illustration is larger than his head, and he holds it high so the

178 Maria Thereza Alves and Michael T. Taussig, Recipes for Survival, First edition (Austin: University of Texas
Press, 2018), 160-163.
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top of the frame aligns with the top of his head. This proximity between the picture
and its subject suggests the two characters in the photograph are somehow linked.

I cannot help but remember the way my grandmother liked to frame her
religious images—without glass. She would pick any paper reproduction of a religious
illustration of Jesus Christ or a beloved saint and put it under a cheap frame as if the
saint were a dear family member to embrace and adorn. I keep one of those framed
images I inherited from her after she passed away because she loved that image very
much. It gave her strength. I wonder if that could also be a link between the man
Alves portrayed and his picture. Why did he choose to be represented with this
picture?

From my interview with Alves, I learned this man is a close relative of hers
and someone she also loves. His hair is combed back, leaving his forehead
unobstructed, and his eyes look right into the camera. His dark skin contrasts the
white frame of the picture and Saint George’s white horse. His hands show traces of
hard farm work, which I learned to identify from looking at my grandmother’s elderly
hands. Both she and this man had rough nails that look like they go deep into their
fingers’ skin.

Alves said one of her uncles had to walk alongside her in her father’s village
so she could go to certain places because men could kidnap an unaccompanied single
woman. She said despite being related, there was always a barrier between her and
her father’s family because she was college-educated and lived in the United States.

She said only after she had dinner at her uncle’s—who only had one spoon, one plate,
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and one cup—others saw her less as an outsider. Her relatives were ashamed of their
poverty. When they realized Alves had eaten her uncle’s cooking and liked it, other
relatives in the village felt more comfortable approaching her about the photographs.
They started to use her skills as a photographer to suggest stories or people whom
Alves should interview or portray.'””

I extracted this section’s opening excerpt from one of the stories of Recipes
because it serves as an entry point for the image analysis that follows. This passage is
also an excellent example of the flow of Alves’s writing and the “voice” she has
throughout the book. Recipes was printed almost 35 years after Alves visited these
villages and, as I mentioned above, the artist organized this iteration of the project
around preserving people’s identities.

The pictures have no titles or captions. The absence of captions, labels, and
other descriptive texts leaves the reader-viewer speculating which “characters” from
the manuscripts are represented in which image. It is therefore difficult to know for
certain at which village Alves took the images. In terms of the book’s graphic design,
Alves chose to display each photograph on an entire page, with some followed by
fully blank pages. Because Alves ordered specific photographs by similar subject

matter (e.g., outdoor labor, harvesting), it is possible to notice Alves took two or three

179 About the participation of the community in her project, Alves has said, “So I went there and started to work
with them. And for them, it was a bit strange because I was like them and I was not like them, because the
daughter of there, but I’'m not from there. So there were always, and I was educated, and there were so few people
that had a university education at the time. And they weren’t used to how to deal with somebody that was from
there and had this privilege of a college education. So, I said, ‘There are these things I can do. We just figure out
what works.” And then it took the community like a week or [...] days to figure out how to use [my skills as a
photographer] well.” Maria Thereza Alves, Interview in English to the author, Zoom, June 2020.
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images on the same occasion. It is also possible to recognize that some photos seem
more significant to the artist than others based on the amount of white space around
the image.

The three different manuscript sections do not explain or describe the
photographs (Figure 4). Alves based these writings on conversations with relatives
and villagers and the episodes she observed during her visits. Alves titled the short
essays after the villagers’ fictional names. Her writing narrates episodes in their lives,
focusing on an individual, a couple, a family, relatives, or people whose stories
intersect. Again, one can guess the photographs and essays follow a somewhat linear
order, but that is not necessarily the case. The pictures Alves took at her father’s
village are grouped at the beginning of the book, followed by images made in two of
the towns where her mother lived.

The essays that speak of these different villages follow that same order, but
Alves does not indicate this anywhere in the book; one must go back and forth
between images and texts to find that out. There are no main characters in these
essays, but some names become more familiar as their stories appear more often than
others. Having interviewed Alves about the book, I learned to identify when she
refers to her relatives, but this identification is not desired by the artist and is also not
necessary for comprehending the narrative. In this chapter, I follow the artist’s
decision of honoring her and her family’s privacy by not disclosing real names and

keeping Alves’s specific kinship relationships confidential. My focus is not
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biographical but on understanding Recipes of Survival as a quotation and example of
much broader discourses.

There is always a gap of meaning when reading and viewing Recipes for
Survival, an incompleteness that impedes reader-viewers from having a full picture. I
propose these obstacles were created and part of Alves’s current framework to
downgrade the power hierarchies of documentary photography’s history. Before
discussing these elements further, a short discussion on the history of this genre is
necessary to understand where one can situate Alves’s project.

1.3.1. Breaking with the Insider/Outsider Binary: Documentary Photography as
Subjective Interpretation

Discourse, for Stuart Hall, does not produce knowledge; instead, it is based on
“a recognition of what is already known,” which helps construct positions for subjects
so that discourses “become true” or always seem to “make sense.”!®" As Hall
explained, this “reality effect” at the core of ideology and discursive formations also
structures visual discourse such as media, from film to television. Most notably, Hall
argued the importance of examining visual discourse as a “naturalized” type of
discourse, for “systems of visual recognition ... appear to involve no intervention of
coding.”!8! In other words, visual discourse seems to be unmediated and solely
grounded “in the evidence of one’s eyes.” This apparent lack of mediation is natural

to how ideology operates, but it acquires exacerbated effects when it comes to the

180 Stuart Hall, “The Rediscovery of ‘Ideology’; Return of The Repressed In Media Studies,” Culture, Society and
the Media (Routledge, 1982), 71.

181 Stuart Hall, “The Rediscovery of ‘Ideology’; Return of The Repressed In Media Studies,” Culture, Society and
the Media (Routledge, 1982), 71-72.
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visual field. This notion of a “window-to-the world” that is particular to how media
operates helps disguise the complex processes of coding that go into the making of
visual discourse.!®?

Writing about documentary photography, author Pater Hamilton says one has
a combination of this “reality effect” and a “subjective interpretation.”!8?
Documentary, associated with the invention of the press and photojournalism of
1930s illustrated magazines, became a generalized form relying not only on
photography as record—or “objectively grounded”—but also as a mode of
interpreting reality through the eyes of a witness: the photographer. This notion of

99 <6

“bearing witness,” “giving testimony,” and providing a “voice” to potentially mute
subjects permeates the culture of the documentary, which has a long complicated
history of representing those deemed invisible.!8* As theorists, such as Stuart Hall,
have shown in the late 20" century, the concern with this form of visual narrative is

that it supports the nefarious uses of photography for the colonial project and

institutes a power dynamic between those represented and those doing the

182 Stuart Hall wrote, “Visual discourse is peculiarly vulnerable in this way because the systems of visual
recognition on which they depend are so widely available in any culture that they appear to involve no
intervention of coding, selection or arrangement. They appear to reproduce the actual trace of reality in the images
they transmit. This, of course, is an illusion—the ‘naturalistic illusion’—since the combination of verbal and
visual discourse which produces this effect of ‘reality’ requires the most skillful and elaborate procedures of
coding: mounting, linking and stitching elements together, working them into a system of narration or exposition
which ‘makes sense’.” Stuart Hall, “The Rediscovery of ‘Ideology’; Return of The Repressed In Media Studies,”
Culture, Society and the Media (Routledge, 1982), 71-72.

183 Peter Hamilton, “Representing the Social: France and Frenchness in Post-War Humanist Photography,” in
Representation: Cultural Representations and Signifying Practices, ed. Stuart Hall (London; Thousand Oaks,
Calif.: Sage in association with the Open University, 1997), 83.

184 Peter Hamilton, “Representing the Social: France and Frenchness in Post-War Humanist Photography,” in
Representation: Cultural Representations and Signifying Practices, ed. Stuart Hall (London; Thousand Oaks,
Calif.: Sage in association with the Open University, 1997), 84.
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representing.!> Because images often need a textual component to explain them, '3 it
is easier for documentary photography to enable stereotypes and modes of “othering”
the represented populations. In Brazil and elsewhere, these power-related racial
dynamics in documentary photography have continued to stereotype indigenous,
Black, and Brown populations.

Recipes is inescapably embedded in the history of this genre. Though Alves
explained this was an independent project at Cooper Union, she took lessons with
Larry Fink and Christine Osinski, who have been recognized for their work in
documentary photography. Equally significant is that Alves created the project as a
response to the 1936 book by James Agee and Walker Evans, Let Us Now Praise
Famous Men, which was among the books she read while studying at Cooper Union.

Written by Agee and illustrated with Evans’ photographs, this famous
documentary depicted the life of three white sharecropper families in Hale County,
Alabama during the Great Depression. In an interview with the author, Alves said she
was not satisfied with the type of documentary photography she learned about at
college:

I would say [to professors], I don’t know what it is, but this isn’t
working for me. I didn’t know the words to say it, but it wasn’t.

Somebody suggested I read, Let Us Now Praise Famous Men. And so,
I read it, and I said, this is an important document, but it’s written by

135 In some ways, documentary photography has been a doomed category: its origins and history are disturbed by
the backfiring of moralist desire of “saving” those deemed invisible in society. Photographing poverty with the
goal of melioration did (and does) not always provide dignity no matter one’s good intentions. Writing in the
1980s, Martha Rosler marked with a difference her conceptual approach and from the documentary photography
earlier periods, asking, “What remains of documentary photography?”... In other words, can documentary
photography be saved from ‘ideological ... State liberalism’? Martha Rosler, “In, around, and Afterthoughts (on
Documentary Photography),” in The Contest of Meaning: Critical Histories of Photography, 4. print (Cambridge,
Mass.: MIT Press, 1993), 88.

186 See note 22 about Roland Barthes’ notion of anchorage and relay text.
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outside people. And when you read the book, you can see the
exoticization of people’s lives, and there’s empathy, but no reality of
what it means to be that poor. And I said, this is a nice attempt, but it’s
from outside people, and we need to do this from inside. [S]o that gave
me the basis for thinking. And I had started to already question: “how
do you do a project with the community, with photography?”!87
In the early 1980s, the answers to that question were not readily available. The
theories and debates that problematized documentary photography were still new or
not yet wholly incorporated into an art college’s curricula.!®® As I mentioned earlier
regarding Martha Rosler’s critique, several artists, activists, and art professionals
from different backgrounds and working in photography and other media were
looking for those same answers as the U.S. civil rights movements, followed by
postmodernity, brought a sense of social urgency to not only the art field but also the
world of cultural studies at large.'®® Without other theories on which to cling, Alves

followed Latin American figures such as Brazilians Paulo Freire, whose ideas of

education were directed at the liberation of the oppressed.!*

187 Maria Thereza Alves, Interview in English to the author, Zoom, June 2020.

188 According to Maria Thereza Alves, Interview in English to the author, Zoom, June 2020.

189 About this moment, Stuart Hall famously wrote, “Now that in postmodern age, you all feel so dispersed, I
become centered. What I’ve thought of as dispersed and fragmented comes, paradoxically, to be the representative
of modern experience. ... It also makes me understand something about identity which has been puzzling me in
the last three years. Black people in London are marginalized, fragmented, unfranchised, disadvantaged and
dispersed. And yet, they look as if they own territory. Somehow, they too, in spite of everything are centered, in
place: without much material support, but occupy a new kind of space at the center.” Stuart Hall, “Minimal
Selves,” in Identity: The Real Me, ICA Documents 6 (London: Institute of Contemporary Arts, 1987), 44.

190 Fleeing from the persecution of the Brazilian military dictatorship in 1964, Paulo Freire spent twenty years in
self-exile. During early exile years, he worked with his wife, Elza, on his theory of critical pedagogy, or liberation
practice. In 1969, Freire published his seminal Pedagogy of the Oppressed, which sold one million copies and was
translated into twenty languages all over the world. Freire also taught in the U.S., at Harvard, from 1969 to 1970.
The widespread influence of his work in the U.S. certainly made it easier for younger Brazilian-American
educators and activists, like Alves, to take notice his theories’ tenets. For Freire, students and instructors must
learn together towards a common goal, in a less hierarchical relationship. This approach to community work may
have influenced how Alves understood her work as a collaboration with the villagers rather than considering it a
distanced photographic documentary. It is important to note, however, a more recent revision of Freire’s work
concerning his theory’s complete dismissal of questions of race, gender, and ethnicity within the realm of
education. In their Decolonization is Not a Metaphor, Eve Tuck and K.W. Yang develop a poignant critique of
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Today, almost 40 years after Alves took those pictures, the artist remembers
she did not have a plan for the documentary when she arrived in Brazil;!'! she only
intended to make herself useful to the community. Beforehand, she did not know the
issues affecting the communities, especially in the more remote area of Parand, her
father’s former village.!®?> Coming from the United States, Alves did not anticipate the
threats hovering above the people. For example, many of the people Alves portrayed
were in danger of being enslaved by greedy farm owners and companies exploiting

193

the region.'”” This information was not available to her because the location of her

father’s village is so remote that there is simply no easy way to access communication
such as the telephone, newspapers, or even the mail. The military dictatorship also
increased the suppression and augmented the vulnerability of rural workers. About
this, Alves said:

This time in Brazil, this was a military dictatorship. That kind of
information was really, really difficult. What I knew because I did
political work was, I knew that there were people that were not getting
any .... They were not part of the unions. They couldn’t be part of the
unions because the unions were being destroyed. They earned very
little. I knew about, especially the rubber workers, about the system
where they took your money at the company store. About
contemporary slavery, this I did not know about that. It would be later,

Freire’s main theory that is pertinent to indigenous peoples and their histories. They say, “Freire positions
liberation as redemption, a freeing of both oppressor and oppressed through their humanity. Humans become
‘subjects’ who then proceed to work on the ‘objects’ of the world (animals, earth, water), and indeed read the
word (critical consciousness) in order to write the world (exploit nature). For Freire, there are no Natives, no
Settlers, and indeed no history, and the future is simply a rupture from the timeless present. Settler colonialism is
absent from his discussion, implying either that it is an unimportant analytic or that it is an already completed
project of the past (a past oppression perhaps).” Eve Tuck and K. Wayne Yang, “Decolonization Is Not a
Metaphor,” Decolonization: Indigeneity, Education & Society 1, no. 1 (2012), 20. For a biography on Paulo
Freire, see the preface to Paulo Freire, Pedagogy of the Oppressed, 30th anniversary ed (New York: Continuum,
2000) and Freire Institute, “Paulo Freire - A Brief Biography,” Institutional Website, n.d.,
https://www.freire.org/paulo-freire-biography.

191 Maria Thereza Alves, Interview in English to the author, Zoom, December 2020.

192 Maria Thereza Alves, Interview in English to the author, Zoom, December 2020.

193 See footnote 21 about modern-day slavery in Brazil.
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when my mother would tell her stories, about when she began working
from the age of nine as unpaid labor in homes for only room and
board.!**

In some cases, visibility meant a chance for survival. Photography could prove these
people existed if their identification documents and worker’s permits were taken by
exploiting companies or other farmers. The photographer’s presence in taking a
picture was even more important than the resulting photographs. In some instances,
Alves focused on picturing specific people from the community due to these threats.
But slavery was more than a threat in the villages Alves visited; it reads as a haunting
presence throughout the book, although readers cannot “see” it. For example, Alves
included a short note titled “Slavery,” in the book’s second section, a “Village on the
Coast of Southern Brazil.” She wrote,

The grandmother of Cenilda was a slave. (Slaves in Brazil were

emancipated only in 1888). Whenever her owner wanted her to get
pregnant, he would tie her up to a tree so a male slave could rape

her.1%?
That Alves acknowledges this horrific history shows the extent to which the question
of racial difference was formative to Recipes, as a project that also deals with
visuality. When talking about the context in which she took the pictures, Alves said
the villagers often “used” her skills; they directed her to take photographs of certain

events and people in the community based on those who were more vulnerable or in

194 Maria Thereza Alves, Interview in English to the author, Zoom, June 2020.
195 In a 2013’s Postscript, Alves says that areas of this specific village are also now recognized as belonging to

Quilombo, a former slave community, part of UNESCO’s Slave Route Project. Maria Thereza Alves and Michael
T. Taussig, Recipes for Survival, First edition (Austin: University of Texas Press, 2018), 214.

89



danger. Many of those people had never had access to a photography camera. About
this, during an interview, Alves said:
The[re was the] time [when] my uncle ... told me to come with them
to the eucalyptus tree plantation. And he said, ‘Take many
photographs, because if they make us into slave[s], you have proof that
we existed.” Because that’s the thing, how do you prove you exist? If
you’re not rich, somebody can just disappear you and then it’s just
your word against what?’ So, this was a very good use of me, a
brilliant use. And this from people who had very little education, very
little, where they only know the concept of a journalist. He said, “Tell
them you’re a journalist.” Me. They only know this concept vaguely.
They don’t read newspapers. They don’t buy newspapers. If they had
newspapers, it’s because somebody gave it to them ... I loved it very
much because it showed the community how they resolve things in
dynamic ways. Accepting what’s out there and if it works for the
community.'%
That images guaranteed people’s actual existence may partly explain why the number
of portraits exceeds any other kind of photography in the published book. There are
images of farmworkers at work, domestic interiors, and people’s chores showing how
they lived. Alves said it was vital for her to show how people accessed and prepared
food and what their houses looked like, including the architecture styles and modes of
construction.!®” After all, both cooking and sheltering are modes of knowing and
surviving. Today, when Alves speaks about the project, she is often concerned with
explaining how some people—especially those who were children back then—are now
doing.!%®

These details demonstrate Alves was not merely coming to these villages with

a distanced interrogative gaze. She asked people to guide her to the subjects, events,

196 Maria Thereza Alves, Interview in English to the author, Zoom, December 2020.
197 Maria Thereza Alves, Interview in English to the author, Zoom, June 2020.
198 Maria Thereza Alves, Interview in English to the author, Zoom, June and December 2020.
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and scenes to be portrayed. Regarding how she discussed the project with the
villagers, she has written the following:
When I returned home for this project and asked, ‘What do we want
the world to know about us?’, the people whose stories are in this book
generously responded. They told me their stories, suggested people to
talk to and photographs to take, and gave me constant physical and
mental support. My gratitude is deeply felt, and my respect is
immense. !’
Is Alves’s in-between (insider-outsider) status within this community enough to
prevent the documentary from falling into the well-known power dynamics of visual
representation? Perhaps not. The images, made by Alves, pictured those who do not
have easy access to the same technology nor have participated in the same society
(i.e., the United States). As discussed, power dynamics such as these are hard to
completely break with, especially in film or photography documentary, in which an
outsider comes in to portray a community.

Yet, [ argue that Alves’s project pursues a dismantling of these hierarchies
because, first, she was not performing the role of a white normative male coming into
a community as a complete outsider, and second, because years after completing the
project, Alves developed a framework in which the work could exist, one that directly
deals with the aforementioned power dynamics inherited between the picture-maker
and the pictured.

First, Alves’s age and gender defy the binary distinction of “insider/outsider”

that is constructed behind visual representation. Alves was 23 years old at the time

199 Maria Thereza Alves and Michael T. Taussig, Recipes for Survival, First edition (Austin: University of Texas
Press, 2018), 247.
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she took the photographs. As a single, young, and college-educated woman, she
radically clashed with the community’s norm for her age and gender. Most women in
the village did not have access to higher education and instead occupied traditional
female roles, living under a patriarchal order and following internal rules established
by male villagers.?%

Though being an independent young woman made Alves an outsider in
villagers’ eyes, it also made her vulnerable to threatening behaviors from men in the
communities, putting her body in danger. Again, Alves was not a photographer
coming into these villages with the desire to depict the other. The book is not merely
a document of an outsider coming into a community to provide people with visibility.
Alves was also a young adult pursuing her kin, her relatives, and her family history,
which, in this case, intersects with the struggle of indigenous peoples in Brazil.

Though Alves’s models were 1930s American documentary photography,
with Recipes’s humanistic focus, one cannot compare her images to state-sponsored
images that sought to record vulnerable populations’ misery. Neither is Recipes an
ethnographer’s collection of images used to support an academic argument. Alves’s
rejection of a more traditional documentary style or facticity not only is a strategy to
protect the privacy of family and villagers, but also interrupts the prospect of an

ethnographer’s gaze or western desire to catalog, scrutinize, and represent indigenous

200 Tn an interview to me, Maria Thereza Alves mentions how her age and gender changed the way villagers
interacted with her. And how it took a while for people to accept her. She said to me, “People thought it would be
too dangerous if I walked by myself because I was an unmarried young woman. And the custom in this village is
if a man wants you, he kidnaps you for one day and one night, and then you are his, if your family doesn’t kill him
first.” Maria Thereza Alves, Interview in English to the author, Zoom, June 2020.
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peoples.?®! Alves avoids both the autobiographical account and the objectifying eye
that is traditional in fields such as anthropology.?%?

As I pointed out at the beginning of this section, Alves returned to her project
almost 40 years later and created a framework to deactivate the power hierarchies
outside the picture plane. If ethnographic or anthropological documents are primarily
meant to provide a whole picture of a people’s way of life so as to study and find its
objective truth, Alves avoided such “truth” by eschewing documentary’s expected
structure. Instead, she organized conversations in a storytelling manner. Still, relying
on storytelling is not enough as a strategy for disentangling colonial history.

Consider James Agee’s and Walker Evans’ framework for Let Us Now Praise
Famous Men,*** to which Recipes is a response. At a first look, Recipes’ organization
is very similar to Let Us Now Praise Famous Men: black and white photographs
precede the manuscript and there are no captions or text around the images.?** Like

Alves, Evans and Agee considered images and text as complementary, and

201 T am referring here to the constructed western gaze over non-western peoples. A gaze that has entered the most
varied fields of knowledge but also shaped by colonialism and disciplines such as anthropology and ethnography.
Such “anthropological gaze,” or “ethnographic gaze” has been always challenged by the non-West. But it is during
the mid-20% century that academic production begins to more broadly acknowledge the need to challenge the
power hierarchies built by anthropology regarding the othering and naturalizing of the non-west. Importantly, I am
emphasizing the term gaze due to the visual economies anthropology and ethnography have created over non-
white and non-western bodies. These visual economies are often ruled by epistemologies established by white
western ethnographers whose gaze fetishizes and objectifies non-white and non-western bodies. Clearly, the claim
for a reverse-gaze in anthropology, ethnography, and documentary photography has been based on the work of
postcolonial and decolonial thinkers, such as Frantz Fanon, Edward Said, Homi Bhabha and Stuart Hall.

202 Taussig stated in the foreword to Recipes for Survival that Alves is both an insider and an outsider “with an
almost wicked eye for human frailty, hypocrisy, and the terrible, grinding injustice running through every damn
thing big or small.” Michael T. Taussig, “Foreword,” in Recipes for Survival, First edition (Austin: University of
Texas Press, 2018), iii.

203 L et Us Now Praise Famous Men, for short.

2041 am referring to a 1988-2001 edition published by Houghton Mifflin. James Agee and Walker Evans, Let Us
Now Praise Famous Men: Three Tenant Families (Boston: Houghton Mifflin, 1988).
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photographs were not intended as illustrations of Agee’s text.?% Still, the tone of

Agee’s writing and the distancing of Evans’s lens from his subjects prevented their

documentary from serving the community beyond an invitation for compassion or

amelioration.?%

Agee’s exquisite writing nevertheless operates through the romanticization of

characters. Agee wrote:
His clothes were deliberately cheap, not only because he was poor but
because he wanted to be able to forget them. He would work a suit into
fitting him perfectly by the simple method of not taking it off much. In
due time the cloth would mold itself to his frame. Cleaning and
pressing would have undone this beautiful process. I exaggerate, but it
did seem sometimes that wind, rain, work, and mockery were his
tailors.2’

As the excerpt above shows, though Let Us Now Praise Famous Men is not a fictional

work, it reads like a novel.?%® Alves’s texts are straightforward and do not romanticize

the voices of those she portrayed. Although Agee’s imaginative descriptions provide

vivacity to the portrayed person or communities, they still fall into the trap of

205 Agee and Evans said, “The photographs are not illustrative. They, and the text, are coequal, mutually
independent, and fully collaborative. By their fewness, and by the impotence of the reader’s eye, this will be
misunderstood by most of that minority which does not wholly ignore it. In the interests, however, of the history
and future of photography, that risk seems irrelevant, and this flat statement necessary.” James Agee and Walker
Evans. Let Us Now Praise Famous Men: Three Tenant Families. Houghton Mifflin Harcourt. Kindle Edition.

206 Agee wrote, “However that may be, this is a book about ‘sharecroppers,” and is written for all those who have a
soft place in their hearts for the laughter and tears inherent in poverty viewed at a distance, and especially for those
who can afford the retail price; in the hope that the reader will be edified, and may feel kindly disposed toward any
well-thought-out liberal efforts to rectify the unpleasant situation down South, and will somewhat better and more
guiltily appreciate the next good meal he eats.” James Agee and Walker Evans, Let Us Now Praise Famous Men:
Three Tenant Families (Boston: Houghton Mifflin, 1988), 14.

207 James Agee and Walker Evans, Foreword, Let Us Now Praise Famous Men: Three Tenant Families (Boston:
Houghton Mifflin, 1988), V.

208 Agee rejects defining Let Us Now Praise as art, or as a novel. To explain the difference between his work and a
novel, he says, “In a novel, a house or person has his meaning, his existence, entirely through the writer. Here, a
house or a person has only the most limited of his meaning through me: his true meaning is much huger.” James
Agee and Walker Evans, Let Us Now Praise Famous Men: Three Tenant Families (Boston: Houghton Mifflin,
1988), 9.
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condescension. Alves’s writing provides characterization but seldom reveals
judgement or interpretation. There is no excess literary information like Let Us Now
Praise Famous Men’s stream of consciousness. Alves narrates what people said or
did through the use of the first-person “I,” but her voice is not constantly interfering
the narration to disclose her thoughts or opinions.?”

Evans’s images are powerful and effective in transmitting their political
message, which is to elicit viewers’ compassion for the people portrayed. The images
are unsettling in their display of poverty around every aspect of the sharecroppers’
families. Some of the images have become iconic, such as the famous Allie Mae
Burroughs Moore portrait, in which Burroughs Moore looks straight at the camera
posing against a tarnished wooden backdrop. But when I look at those people’s gaze
into Evans’s camera, I see in them a cold detachment, perhaps even discomfort. Most
people’s eyes in Evans’s photos are dull and empty.

Of course, the authors carefully selected those specific images, which means
there may be unpublished images that could refute my claim. But the detachment

from Evans’s gaze is present in every single image published in the book, which

209 An example of the use of the first person in Let Us Now Praise Famous Men is this passage, “They came into
the Coffee Shoppe while we were finishing breakfast, and Harmon introduced the other, whose name I forget, but
which had a French sound. He was middle-sized and dark, beginning to grizzle, with the knotty, walnut kind of
body and a deeply cut, not unkindly monkey’s face. He wore dark trousers, a starched freshly laundered white
collarless shirt, and a soft yellow straw hat with a band of flowered cloth. His shoes were old, freshly blacked, not
polished; his suspenders were nearly new, blue, with gold lines at the edge. He was courteous, casual, and even
friendly, without much showing the element of strain: Harmon let him do the talking and watched us from behind
the reflecting lenses of his glasses. People in the street slowed as they passed and lingered their eyes upon us.
Walker said it would be all right to make pictures, wouldn’t it, and he said, Sure, of course, take all the snaps
you’re a mind to; that is, if you can keep the niggers from running off when they see a camera. When they saw the
amount of equipment stowed in the back of our car, they showed that they felt they had been taken advantage of
but said nothing of it.” James Agee and Walker Evans, Let Us Now Praise Famous Men: Three Tenant Families
(Boston: Houghton Mifflin, 1988), Book Two, 6.
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makes me ask if part of the reason those images are unsettling relates not only to
those people’s suffering but also to the photographer’s status as an outsider?!”
exercising his authority over their representation, and therefore also resuscitating
documentary photography’s bond with the colonial gaze upon difference??!!
Although Agee and Evans sought to dodge ethnography by relying on
lyricism,?!? the book still describes “social types.” The book lists persons and places,
and Agee identifies people in the narrative by their age, gender, and physical traits.
These statements include racist descriptions such as the one below, in which Agee
recounts his encounter with an unnamed Black Haitian foreman:
They came into the Coffee Shoppe while we were finishing breakfast,
and Harmon introduced the other, whose name I forget, but which had
a French sound. He was middle-sized and dark, beginning to grizzle,
with the knotty, walnut kind of body and a deeply cut, not unkindly
monkey’s face.!?
Alves’s narrative is not free from recounting instances of racism. As I will discuss in
the second half of this chapter, instead of creating classifications about the people she

encounters, Alves continually contests these moments. In this passage, for example,

she pushes back against men bullying Miguel, a man of indigenous descent:

210 See quote above.

211 One must also note that, as Rosler discussed in her article, the iconic images Evans published alongside Agee’s
text were carefully selected and edited. She compared Allie Mae Fields Burroughs’ iconic portrait with a
subsequent portrait taken at the same moment, in which Fields Burroughs slightly smiles at the camera. Although
Fields Burroughs’ portrait with a smile was published in other circumstances, Rosler implied the authors choose
the Fields Burrough’s most neutral expression to print with the book, out of the four images Evans took. Perhaps
the authors thought that Fields Burroughs’ more neutral expression would evoke the sense of compassion and the
idea of resilience or desolation associated with poverty expected by the upper classes. See Martha Rosler, “In,
around, and Afterthoughts (on Documentary Photography),” in The Contest of Meaning: Critical Histories of
Photography, print (Cambridge, Mass.: MIT Press, 1993),

212 See footnote 83.

213 James Agee and Walker Evans, Let Us Now Praise Famous Men: Three Tenant Families (Boston: Houghton
Miftlin, 1988), Book Two, 6.
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A few days earlier when I was at Dorival’s bar. I had met Miguel and
he was very drunk. The men there asked me to take a photo of the
Bugre and mail it to them so they could later taunt Miguel about how
ugly he is. I did, but only because he is handsome.?!*
Although Alves’s manuscripts operate as extended labels of the photographs, they do
not describe or narrate the images. Instead, the manuscripts expand the photographs’
pictorial space. The texts do not use peoples’ lives as a case study or illustration of
poverty. There is neither a lyric nor a didactic language, but instead a disjuncture
between visual and written meanings that exacerbates the impossibility of thoroughly
understanding the struggle of poverty. Alves made this book for the privileged to
read. For this reason, Alves emphasized the gap between the reader and the people
portrayed in the photographs by not completely fulfilling the elite’s usual desires:
romanticizing and domesticating poverty or picturing it as either merely beautiful or a
distanced condition, and therefore inoffensive.

Still, Alves cannot simply prevent readers and viewers from looking at her
photographs from a colonizing gaze; Alves is not oblivious to the limitations of
documentary photography as a decolonial project. Since Recipes, she has changed the
way she deals with portraiture in her practice, often avoiding the use of images of
indigenous peoples. Specifically regarding the role of images in Recipes, Alves
mentioned during an interview to me the importance of indigenous artists producing

publications for outsiders without images while circulating editions with images

exclusively among indigenous communities.

214 Maria Thereza Alves and Michael T. Taussig, Recipes for Survival, First edition (Austin: University of Texas
Press, 2018), 157.
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About documentary photography published by indigenous authors, Alves gave
the example of Sami artist Nils-Aslak Valkeapda?!> and his book, Beaivi, ahédzZan, or
The Sun, My Father.*'® She said, “He was a teacher, he was an artist, he was a poet.
He did his own research stuff without knowing anybody doing this kind of stuff. He
went into the archives in Norway and found photographs of his family and then took
these photographs to the family, to his great-aunts.”?!” According to Alves, sharing
images with the family began a healing process for the elderly, who talked about the
abuse they suffered from photographers who asked some of them to take off their
clothes to be photographed. Alves continued,

It was like taking back, in the words of the people that had to be
photographed by these government types. ... But this [edition] is for

215 The Sami are indigenous peoples living on the Artic near European Nordic countries, an area that the Sami call
Sapmi, comprised of the Russian Kola Peninsula. Nils-Aslak Valkeapéd (1943-2001) was one of the most well-
known poets of the Sdmi people. Valkeapédd was also a composer, visual artist, writer, and activist for the 1970’S
Sami indigenous movement. Scholar Tina K. Ramnarine summarizes Valkeapdi’s importance for their people by
saying, “He was born in Enontekio, in northern Finland, and lived in both Finland and Norway, crossing

the nation-state borders that divide Sapmi. He was active in the World Council of Indigenous Peoples, composed
music for the film Ofelas (Pathfinder, directed by Nils Gaup, 1987), and received several awards for his work. He
is now an iconic figure in the Sami artistic and political world. As Gaski observed in a commemoration in 2001:
"Nils-Aslak's accomplishments for his people were so great that he will come to be regarded by all posterity as a
modern-day mythical being among the Sami" (Gaski 2001).Valkeapaa played an extraordinary role in fostering
the joik revival movement from the late 1960s onwards. He engaged in musical experiments and collaborations
that have resulted in shifting joik transmission and performance patterns.” According to Ramnarine, “Joiks are
performed for animals and land as well as for people. Joik performance thus points to a complex set of
relationships between music, environment, and the sacred, and contemporary joik practices provide a rich forum
for exploring the intersectionsbetween acoustic epistemologies and indigenous politics.” Tina K. Ramnarine,
“Acoustemology, Indigeneity, and Joik in Valkeapdd’s Symphonic Activism: Views from Europe’s Arctic Fringes
for Environmental Ethnomusicology,” Ethnomusicology 53, no. 2 (2009): 187-217.

216 Valkeapié published The Sun, My Father, the book Alves mentioned in the interview, in 1998. As Alves
discusses, there are two different versions of the book, one in English for the general public and one in Sdmi
published for the Sdmi. The book combines poem, Joik music, and photographs. About The Sun, My Father,
author Kathleen Osgood Dana writes, “Beaivi, dhcdzan is an ambitious, multilayered work, with triple cycles of
poetry—personal, seasonal, and mythical.” Osgood Dana continues, “The Sami original is beautifully produced,
with archival photos of the Sami people, gleaned from museums and archives of Europe and personal photos of
the landscape of Sapmi, the Lapland homeland of the Sami people. These images are numbered consecutively
along with the poems. In the accompanying audiotapes the poems are read with great care and precision by the
author, while the photos are read in accompaniment with yoiks by the author and the incantatory music of Esa
Kotilainen, a multitalented musician who has collaborated with Valkeapaa on many projects in the past.” Kathleen
Osgood Dana, “Reviewed Works: The Sun, My Father by Nils-Aslak Valkeapdd, Ralph Salisbury, Lars
Nordstrom, Harald Gaski; Beaivi, Ah¢azan by Nils-Aslak Valkeapid,” World Literature Today 72, no. 4 (August
1998): 877-78.

217 Maria Thereza Alves, Interview in English to the author, Zoom, December 2020.
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Sami people. And this [other edition] is the one for non-Samis. There
are no photographs in it. There are only the poems. Because otherwise,
you’re redoing it. Putting those images that were against the
community back into circulation.?!'®
In the example Alves gave, the images the Sami kept away from circulation were
those made by outsiders through abuse. This makes me think of the palpable role of
visual systems in inflicting trauma and their power in reparations and healing too.?!
In 2016, Alves went back to the villages where she took the images and looked for
some of the people portrayed as children and who were still living. But Alves’s
gestures of giving back to the community and her family remain private, incorporated
into the book through a few footnotes updating the reader on how life changed in
these villages.

Images have the power to tell stories, and photographs have the power to
make these stories look “real.” The very role of photography in the colonial project
must be continuously scrutinized. A photographer behind a visual narrative is not a
neutral storyteller like the history of documentary genres has suggested. Alves did not
wish for that objectifying neutrality: her current work has been known for evading the

imaging of indigenous peoples and working with the stereotypes of colonialism and

whiteness.??? The remainder of this chapter is a discussion of how Alves’s Recipes for

218 Interview in English with the author via Zoom, December, 2020.

219 Decolonization, decoloniality, and healing practices are intertwined concepts, especially for indigenous
peoples. For example, speaking about decolonizing museums, Amy Lonetree defines decolonizing art institutions
as those that “assist [indigenous] communities in their efforts to address the legacies of historical unresolved grief
by speaking the hard truths of colonialism and thereby creating spaces for healing and understanding.” Amy
Lonetree, Decolonizing Museums: Representing Native America in National and Tribal Museums, First Peoples :
New Directions in Indigenous Studies (Chapel Hill: University of North Carolina Press, 2012), 5.

220 For example, see Alves’ work Tchdm Krai Kytém Pandd Grét (Male Display Among European Populations),
2008 in 2-minute video in which “A Krenak indigenous anthropologist from Brazil visits Europe to investigate
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Survival further articulates the question of racialization within decoloniality by

looking at some of the discourses traversing her project.

1.4. Making Whiteness Visible in Recipes for Survival

Ana does not like Maria, José Antonio’s wife, because she is dark
[skinned] (about as dark [skinned] as Ana’s husband. Ana calls her
“Aquela Negra” (that Black woman). In Ana’s sitting room, a framed
photo hangs. It is of a Black woman, her husband’s mother, while her
husband himself was a Bugre, of indigenous descent. Ana’s first
mention to me of Maria was ‘the woman that José¢ Antonio married.
She’s Black, but she washes clothes really clean.” Maria is indigenous,
but Ana would not dare insult her that much by referring to it. Maria
said that the wife of the farm specialist was dark [skinned] but very
nice and had taught them about compost.??!

In Recipes, Alves depicted groups of men working outdoors (Figure 5) clearing off

the land from weeds or other vegetation. A group (Figure 6) was shot while laughing

and playing with a cat. Some movements are blurred, suggesting dynamism and

spontaneity. The men are holding and displaying the animal to the camera. After I

interviewed her, Alves told me she took these specific images near (Figures 5 and 6)

her mother’s town on the coast during a mutirdo. In this area, mutirdo is a

community-led effort in which, each weekend, a group of neighbors “go to a different

local farm to help harvest because people cannot afford to hire workers.”??2

some European males’ habit of touching their testicles ritualistically in public.” Maria Thereza Alves, “Maria
Thereza Alves,” Personal Website, n.d., http://www.mariatherezaalves.org.

221 Maria Thereza Alves and Michael T. Taussig, Recipes for Survival, First edition (Austin: University of Texas
Press, 2018), 143.

222 Email exchanged with the author, May 2023.
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In another image, a man sits deep in a sugarcane field (Figure 7). He is far
away from the camera, as if overtaken by the plantation. Still, he is aware of being
photographed and looks at the camera from afar. Perhaps he is eating or taking a
break from work. Another man carries a heavy load of bananas (Figure 8) around his
neck and on his shoulders. He walks on a dirt path made in the woods. He is too busy
carrying the heavy load to look at the photographer. Alves told me she photographed
that man and his family because she was told they did not have enough to eat; the
entire family had to carry the banana loads for miles on foot to receive money to buy
food. Alves said she helped the family that day and the loads were painful to carry.

Recipes for Survival is a photographic documentary that portrays visible
poverty in Brazil in the late 20" century. It is about those marginalized by society and
who live in wretched locations. Therefore, it is a documentary depicting a fragment of
the life of rural and poor coastal Brazilian classes. However, my interest in this
project is to understand how whiteness plays a role in these people’s marginalization
and how whiteness is manifested in visual terms throughout the documentary. For a
very long time in Brazilian history, social class was given predominance over race.??
But, as I argue, while capturing those people’s struggle with poverty, Alves also
captured erasure by emphasizing the images that do not exist of those racialized

people.

223 About the argument of systemic racism in Brazil and its relationship to social class, see discussion I develop in
this dissertation’s Introduction.
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In the book quote that opened this chapter section, Ana was married to a
Black man of indigenous descent. Her son, José Antonio, was married to an
indigenous woman, Maria. Ana shows disdain for Maria because she is dark-skinned.
In the quote, Ana’s transcribed voice tone may suggest that she used the expression
“Black woman” in a racist manner because she associates skin color with a synonym
for cleanliness. The photograph that hangs on Ana’s wall is of another dark-skinned
woman, Ana’s mother-in-law. From looking at the picture Alves made of Ana, one
would not be aware of this interaction.

The accounts in Recipes are full of these moments in which men and women
are embarrassed by their poverty but completely deny having a nonwhite racial
background. While poverty, or social class, unites different members of these
communities, when it comes to skin color or racial markers, a wall stands between
those who have been racialized in Brazil and those who have not. Darker skin
becomes a reason for disdain, and indigenous ethnicity is too insulting to even be
mentioned. Black and indigenous peoples are said “not to exist” in certain places in
Brazil, such as these villages. Moreover, Black and indigenous peoples have been
prevented from being authors of their narratives.

As the discussion I developed in my Introduction, I follow the scholarship
produced by thinkers from the United States and Latin America to argue that, on the
one hand, there is an erasure of self-representation of racialized populations in the
hegemonic field of representation in Brazilian documentary photography. On the

other hand, there is a constant hypervisibility and stereotyping of bodies of color.
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This polarization of visual experience is the direct result of whiteness as a norm for
authority and authorship in the production of images and the construction of visual
narratives that shape documentary photography. The specificity in the Brazilian
context is that the commodification and celebration of mesticagem maintains the
visibility of bodies of color in myriad cultural manifestations (e.g., Carnaval, samba,
popular feasts); at the same time, they are invisible as authors or protagonists of their
cultures.??* Although most (white and non-white) Brazilians and elites partake of this
much-praised cultural miscegenation, identification??> based on skin color and race is
often treated as something of the “other.”??

Recipes is an example of such a predicament. Even though many of the

villagers portrayed are descendants of indigenous peoples and Black populations,

224 Tn Brazil, the word protagonism is often used in place of recognition. A more in-depth investigation should
point to the ways protagonism have been used by social movements in Brazil. For now, perhaps suffice to say that
protagonismo in Portuguese sounds stronger than “recognition,” in Portuguese “reconhecimento” because it
implies that these social actors are protagonists of their own destinies and lives.

225 Although I use the term identification in relation to one’s understanding of their own skin color and racial
features, I am referring to notions of identification and disidentification defined by feminist and queer theorists,
such as Judith Butler and José Esteban Mufioz. Butler looked at the “trouble” of constructing gender through
identification with, for example, heteronormativity. Mufioz expanded the notion of identification to discuss the
universe of queers of color, looking at race, sexuality, and gender. Mufioz coined the term disidentification that
operates as a field of multifaceted strategies used by queers of color in the US that do not merely reject the
mainstream heteronormative field, but use “majoritarian culture as raw material to make a new world.” Mufioz
focuses on examining disidentificatory practices which he associates with survival strategies of queers of color in
the US: queers of color flip and turn capitalism inside out, they deploy spectacle and commodification but not
quite, not entirely, not completely complying: they disidentify with hegemonic systems of representation. For
Munoz, queers of color assimilate, mimic, cite, white hegemonic culture, at the same time they become aware that
complete identification with those same modalities leads to compromising their subjectivities. José Esteban
Mufioz, Disidentifications: Queers of Color and the Performance of Politics (Minneapolis: University of
Minnesota Press, 1999), 25. See also Jennifer Gonzalez’s use of the term identification in Subject to Display citing
Ludmilla Jordanova, “History, ‘Otherness’ and Display,” in Cultural Encoun-ters: Representing ‘Otherness,’ ed.
Elizabeth Hallam and Brian V. Street (London: Routledge, 2000), 249-250.

226 Here, I refer to Lilia Schwarcz’s book “Racismo no Brasil (Racism in Brazil),” specifically a discussion the
authors developed in the section “Raca como Outro (Race as the Other).” Schwarcz contended the internalization
of racial democracy in Brazil has resulted in the idea that racism is always a product of someone else’s doing,
creating a distance between popular discourse and nonwhite population’s lived reality. I discuss more about this
argument in this dissertation’s Introduction. See Lilia Moritz Schwarcz, Racismo no Brasil (Sdo Paulo: Publifolha,
2001).
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these individuals evade such categorizations. I contend that Recipes is a photographic
documentary about “race” —among other topics—because it points to the ways
through which whiteness has pervaded and organized the discourse on racial and
cultural miscegenation of the Brazilian population. Compared to more famous
documentaries of indigenous and Black peoples in Brazil, Recipes does not feed on
racial and ethnic stereotypes.??” Yet, like most documentaries, Recipes aestheticizes
those whom it portrays. One must look at the friction between images and words to
better understand this strategic aestheticization as part of Alves’s decolonial

project.?28

1.4.1. Whiteness and the Visuality of Stereotypes

In a 1519 map of Brazil by Lopo Homem-Reinéis, a Portuguese cartographer,
entitled Letter to Brazil (Figure 9),%%° indigenous peoples are depicted as scattered
among animals and forests. A group of naked men and women appears bending to the
ground and harvesting wood under the gaze of two or three indigenous men who

seem to be supervising. The body language of the “working” men and their bodies’

2271 am thinking here of the work of Sebastido Salgado, or even other photojournalists active in Brazil in the
1960s, like Claudia Andujar. Although these photographers have way more prestige than Alves in the fine arts’
photographic world, their photo documentaries do not expressively indicate the participation of the indigenous
communities they have visited and portrayed. Their beautiful images of life in indigenous villages often appear
decontextualized, standing as fine art objects. Because of that lack of contextualization, these images are more
likely to contribute to the stereotyping and romanticization of indigenous peoples.

228 As mentioned earlier, I consider here notions such as Barthes’ understanding of words and images (see note
22). I am thinking of how Alves’ Recipes treats words as complimentary to images rather than working as direct
descriptions of images.

229 Tn Chapter 4 of Art Systems: Brazil and the 1970s, Elena Shtromberg points to the dehumanization of
indigenous peoples as depicted in colonial maps, such as Letter to Brazil (1519). Shtromberg shows how the
mapping of indigenous lands during Brazil’s Civil military dictatorship was rooted in the colonial practice. See
Elena Shtromberg, Art Systems: Brazil and the 1970s, First edition, Latin American and Caribbean Arts and
Culture Publication Initiative (Andrew W. Mellon Foundation) (Austin: University of Texas Press, 2016), 126.
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horizontality contrast with the verticality of the “supervisor figures,” suggesting their
subjugation and proximity to the beasts represented around them. A larger figure of
an indigenous man appears on the bottom of the map, underneath a sign reading
“Terra Brasilis.” On his knees, the man seems vulnerable; he looks beyond his
shoulder while Portuguese ships approach the shore. As was typical in such colonial
cartographies, the land appears fully mapped: the coast is divided into the names of
its “available” resources. Here, not only is the indigenous people’s “animality”
presented, but their representation is also conflated with the land’s; their bodies an
extension of a territory to be conquered.

Throughout history, the visual representation of indigenous peoples has been a
colonial endeavor. From illustrations such as the above example, published in
cartography or “travelogues” produced by invaders, to present-day commercial
photography, the indigenous has often been summoned and made visible as a subject
to fulfill the white Western gaze’s fears and desires. The “indigenous” as a
construction has often been caught between being demonized as cannibals or
disdained as too naive to have a culture. Manuela Carneiro Cunha has discussed early
depictions of indigenous peoples, such as a famous engraving by French colonizer
Jean de Léry as part of his “Histoire d 'un voyage fait en la terre du Bresil,” published
in 1580. According to Cunha, one can discern a fundamental contradiction in how
white colonizers spoke of indigenous peoples.

Cunha said that in these early narratives by European invaders, indigenous

peoples “lacked a law that would make them ... members of a civil society, [a law]
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that would give them ‘reason,” removing them from the roughness and bestiality in
which they lived.”?*® According to Cunha, for the Portuguese explorer Gabriel Soares
de Souza, indigenous peoples lacked faith, law, and rule. Failing to perceive that the
concepts of justice, faith, and social rules among indigenous peoples were different
from theirs, some Europeans believed a social organization did not exist and therefore
indigenous peoples lived in barbaric conditions. Other Europeans looked at
indigenous peoples as “noble savages.” When that was the case, Europeans spoke of
these peoples as if they had fallen from heaven.?*!

As discussed by Brazilian scholars such as Maria Carneiro Cunha and Alcida
Ramos,?*? the depiction of the noble savage is far from positive. The noble savage has
been a historically constructed portrait of a passive object, a mirrored reflection of the
colonizer. “[T]hey are like malleable clay, a clean slate, a blank page,” or “these are
‘bestial’ people to be tamed,”?*3 Cunha reminded us by quoting the Portuguese

colonizer Pero Vaz de Caminha, who associated indigenous people’s nudity with

230 Manuela Carneiro da Cunha, “Images of The Indians of Brazil,” in The Forest & the School ; Where to Sit at
the Dinner Table? (Archive Books and The Academy of Arts of the World in Cologne, 2015), 83.

231 Cunha discusses this fundamental ambivalence between Europeans’ imagined animality and the innocence of
indigenous peoples by citing these almost contradictory writings by different authors. She cites a Frenchman,
Pierre Ronsard’s expectation of encountering a “Golden Age America.” His writing suggests the Christian
narrative of heaven, he says about this imagined place, “Where unknown people Wander innocently, all wild and
all naked Who know not the names of virtue, nor of vice, Of Senate, nor of King, that live pleasurably, Carried by
the appetite of their first desire.” Manuela Carneiro da Cunha, “Images of The Indians of Brazil,” in The Forest &
the School ; Where to Sit at the Dinner Table? (Archive Books and The Academy of Arts of the World in
Cologne, 2015), 83.

232 In her study Indigenism: Ethnic Politics in Brazil, Brazilian anthropologist Alcida Ramos discusses the
prophecy of the “generic Indian” that had emerged among Brazilian anthropologists during the dictatorship: the
idea that indigenous peoples would be completely assimilated into the society, becoming a hollowed figure, “a
hologram to be operated.” For those indigenous peoples who were not assimilated into white culture, there was
another figuration in vogue among anthropologists, which Ramos calls the hyperreal Indian, or an “incorruptible
Indian,” “the fabrication of the perfect Indian, whose virtues, suffering, and untiring stoicism have won him the
right to be defended by the professionals of indigenous rights.” Alcida Rita Ramos, Indigenism: Ethnic Politics in
Brazil (Madison: University of Wisconsin Press, 1998), 276.

233 Manuela Carneiro da Cunha, “Images of The Indians of Brazil,” in The Forest & the School ; Where to Sit at
the Dinner Table? (Archive Books and The Academy of Arts of the World in Cologne, 2015), 83.
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innocence. Of course, these figurations are discursive, but they exist in the real world
as painful othering processes. They operate as fetishes do by generating various
stereotypes across different modes of discourse, a process I will discuss in my second
chapter about the work of artist Jonathas de Andrade.

Over the course of history, these stereotypes have helped control and prevent
indigenous peoples from taking power over their representations. In “Corpo Monstro,
branquitude e racializag¢do. A formagdo do olhar colonial no Brasil setecentista,”
(Monster Body, Whiteness and Racialization. The formation of the colonial gaze in
18th century Brazil), scholar Thiago Florencio studied Albert Eckhout’s famous
ethnic portraits, which the Dutch artist painted during the 1640s in New Holland, the
name given to the Brazilian territory the Dutch invaded and controlled between 1630
and 1654. Eckhout painted four ethnic couples: the Tarairius (Tapuias), the Tupis the
Africans, and the mesticos.?** According to Florencio, Eckhout was not only the first
European to create oil paintings of Brazilian indigenous peoples, but also the first to
insert the category “mestice” in the racial classification of Brazilian people.?*
Similar to Jean de Lery’s early colonial engravings, all 16 of Eckhout’s

paintings are vertical portraits of a female or male individual from one of the

aforementioned ethnic groups posing against a natural landscape backdrop. The

234 Yobenj Aucardo Chicangana-Bayona’s The Tupis and Tapuias of Eckhout: the Decline of the Renaissance
Image of the Indian discusses the ethnographic inconsistencies of Eckout’s depictions of indigenous peoples in
this series of paintings. For example, the individuals named “Tapuias” depicted by Eckhout were members of the
Tarairit people who, at that time, lived in the Northeastern arid areas of Brazil, or the sertdo. Yobenj Aucardo
Chicangana-Bayona, “Os Tupis e Os Tapuias de Eckhout: O Declinio Da Imagem Renascentista Do Indio,” Varia
Historia 24, no. 40 (December 2008): 591-612, https://doi.org/10.1590/S0104-87752008000200016.

235 Thiago Floréncio, “Corpo Monstro, Branquitude e Racializagdo. A Formagio Do Olhar Colonial No Brasil
Setecentista,” in Experiéncias Em Ensino, Pesquisa e Extensdo Na Uni- Versidade: Caminhos e Perspectivas
(Fortaleza: Imprece, 2020), 278.
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portrayed individuals appear near fauna and flora iconographic elements, especially
fruits and products, which Florencio considered gifts and which also held specific
connotations for the Dutch invaders.?*¢ All the portrayed individuals are objectified
through the juxtaposition of merchandise and the natural landscape, domesticated and
commodified alike.?’” The paintings suggest the portrayed individuals willingly offer
their products to the viewer, in this case the Dutch state.

Although the stereotyping process is similar for all the ethnic couples Eckhout
depicted, Florencio rightly called attention to the fact that the indigenous individuals
are the only ones represented in this Dutch system as completely animalized. The
couples do not appear near any sign of civilization and the painter juxtaposed them
with critters such as wild dogs, serpents, and spiders. This iconography recalls the
persistent references to cannibalism from the 1500s colonial imagery I discussed
earlier. Finally, Florencio contended that the white (Dutch) colonial gaze reproduces
the indigenous body specifically as a monstrous body, a body that inhabits a space in

which humanity cannot exist.>*® Florencio concluded:

236 For example, in the painting showing an African woman, Eckout painted “intercontinental fruits: African
bananas, coconut from the West Indies, European citric fruits, and passion fruit from the Americas.” The fruits are
arranged in a basket, that Florencio interprets as a representation of the West Indies Company, which presents
itself as the organizer of the woman’s commodification. Thiago Floréncio, “Corpo Monstro, Branquitude e
Racializagdo. A Formagdo Do Olhar Colonial No Brasil Setecentista,” in Experiéncias Em Ensino, Pesquisa e
Extensdo Na Uni- Versidade: Caminhos e Perspectivas (Fortaleza: Imprece, 2020), 288.

237 Florencio and other scholars, such as argued that Eckhout painted the couples according to a constructed order
based on their “level of civility” having the Dutch as sovereign and point of reference. Initially intended to
decorate the Mauricio de Nassau’s palace in Recife, according to Florencio, the paintings “must be thought of as
objects whose joint arrangement in the palace seeks to meet a precise objective: to legitimize the presence of the
Dutch State in the tropics and to facilitate the economic exchange relations of the West India Company in the
Americas.” Thiago Floréncio, “Corpo Monstro, Branquitude e Racializa¢do. A Formagdo Do Olhar Colonial No
Brasil Setecentista,” in Experiéncias Em Ensino, Pesquisa e Extensdo Na Uni- Versidade: Caminhos e
Perspectivas (Fortaleza: Imprece, 2020), 282.

238 Thiago Floréncio, “Corpo Monstro, Branquitude e Racializagdo. A Formagio Do Olhar Colonial No Brasil
Setecentista,” in Experiéncias Em Ensino, Pesquisa e Extensdo Na Uni- Versidade: Caminhos e Perspectivas
(Fortaleza: Imprece, 2020), 289.
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The agglomeration of tapuias in the background reveals the place of
the monster-body. The community body, without subjectivity, diluted
in the collective, the body reduced to ritual, whether of anthropophagy
or war. The body reduced to the place of venomous animals.?*

In his analysis of French artist Jean Baptiste Debret’s watercolors of the
1800s, such as Sinal de retirada (Coroados - Bororos) (Retreat Signal of Coroados —
Bororos indigenous people) (from Viagem 1834-39), critic Rodrigo Naves also
argued that indigenous peoples appear animalized in Debret’s paintings, produced
two hundred years after Eckhout’s.?*° Debret copied images from masks and faces
from an iconographic atlas and other colonial images, deploying fictional depictions
as if they were objective documentation.?*! According to Naves, although the
indigenous body was rendered as heroically neoclassical in these works, these

representations also oscillate into the grotesque.?*? In Botocudos, Puris, Patachos, e

Machacalis (from Viagem 1834-39), one of Debret’s scenes of indigenous peoples,

239 My translation.Thiago Floréncio, “Corpo Monstro, Branquitude e Racializagdo. A Formagio Do Olhar
Colonial No Brasil Setecentista,” in Experiéncias Em Ensino, Pesquisa e Extensdo Na Uni- Versidade: Caminhos
e Perspectivas (Fortaleza: Imprece, 2020), 289.

240« ndo admira que os desenhos de Debret sobre os indigenas tomem uma outra dirego, oscilando entre uma
clara idealizagdo e representagdes grotescas, em que os indios aparecem animalizados ...” In English: ... no
wonder that Debret’s drawings of indigenous people take another direction, oscillating between a clear
idealization and grotesque representations, in which the indigenous people appear animalized...” My translation.
Rodrigo Naves, 4 forma dificil: ensaios sobre arte brasileira (Sio Paulo, SP: Companhia das Letras, 2011), 104.
241 According to Naves, Debret [c]opied indigenous masks and faces from the Atlas of Spix and Martius; he relied
on Wied-Neuwied's Journey to Brazil to obtain [the] heads of savages; and sought iconographic material for
several of his plates at the Imperial Museum in Rio de Janeiro.” My translation. In Portuguese: “[c]opiou mascaras
e faces indigenas do Atlas de Spix e Martius; apoiou-se na Viagem ao Brasil, de Wied-Neuwied, para obter
cabegas dos selvagens; e buscou no Museu Imperial do Rio de Janeiro material iconogréafico para varias de suas
pranchas.” Rodrigo Naves, 4 forma dificil: ensaios sobre arte brasileira (So Paulo, SP: Companhia das Letras,
2011), 104. It is also important to remember that Naves’s writing uses stereotypes and racist terms as if they were
natural, such as savages and bugres without challenging these narratives.

242 Naves argues some of Debret’s depictions of indigenous Brazilians and Afro-Brazilians were influenced by his
training in French neoclassical aesthetic tenets, such as the fluidity and weightless of certain depicted bodies to
influeces influence. This is what Naves says about the litograph Retreat Signal of Coroados — Bororos indigenous
people, ... o chefe Coroado que conduz a retirada de seus bravos faria boa presenga num quadro neoclassico.”
In English, ““ the Coroado chief who leads the retreat of his fighters would make a good appearance in a neoclassic
painting.” My translation. Rodrigo Naves, 4 forma dificil: ensaios sobre arte brasileira (Sio Paulo, SP:
Companbhia das Letras, 2011), 106.
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different groups eating animals and flesh are shown surrounded by woods. A man at
the top of the picture has a grotesque expression while he bites an animal’s limb,
emphasizing how Debret fashioned indigenous peoples’ animality.

Later on, looking at paintings produced by Brazilian artists during romantism
and indigenism from the late 19" century on, one can see how other stereotypes have
sought to illustrate the vulnerable or noble “indian” to support nationalism and
imperialism. The painting Moema (1866), for example, shows an indigenous woman
lying unconscious on a seashore. Moema was a fictional character in an epic poem
entitled Caramuru (1781) by José de Santa Rita Durdo (1722-1784), a Portuguese
friar. In the story, Moema is abandoned by a Portuguese settler and finds no other
destiny but to throw herself into the sea, swim after her lover’s vessel, and finally die
of exhaustion. The way her death is depicted suggests both an eroticization through
her available nude body, coupled with the romanticizing of the indigenous female
body.

O Ultimo Tamoio (The Last Tamoio), a painting completed by Rodolfo
Amoedo a few years later, in 1883, confirms the trope of vulnerability and death.
Amoedo depicts an indigenous man as helpless as Moema but then fatally killed and
dispossessed, thus also in need of rescue by a Jesuit priest. These paintings mark an

artistic moment in Brazil’s art history called Realism and Indigenism, in which heroic
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and tragic narratives were linked to the national imaginary and painted by artists of
the Imperial Academies of Fine Arts.?*’

Although the indigenous peoples populating these works appear beautifully
and realistically depicted as if glorified, these indigenous women and men are
passive; they are pure but reduced to exotic ornaments of the natural landscape, and
again fictionalized and rendered in conflations with nature and animality, outside of
the realm of civilization.?** These images also foreshadow a constant belief held
throughout Brazilian history: indigenous peoples would progressively disappear.?*®

These binary depictions exist whenever indigenous peoples are represented by
white culture, one more example of coloniality’s pervasiveness. Indigenous peoples
have had to face erasure caused by misrepresentation. The control of white western

culture, rooted in coloniality, has sought to surveil and govern representations of

indigenous peoples based on claims on the originality of their identity, or in other

243 See Lilia Moritz Schwarcz, “Romantismo Tropical,” Latin American Literary Review 25, no. 50 (1997): 4768,
https://www.jstor.org/stable/20119753.

244 Broadly speaking, Indigenismo was an early 20" century-Pan-Latin American intellectual trend conceived by a
primarily urban-mestizo/creole elite, who denounced the political and economic exploitation of the indigenous
masses through literary, artistic, and social projects. Comparing Indigenismo’s currents in Mexico, Peru, and
Ecuador, Tatiana Flores quotes author Estelle Tarica who defines Indigenismo as a “critical response to the
conquest and colonization of indigenous peoples ... that denounces the injustice to which Indians have been
submitted.” (p.116). Indigenismo is therefore born in a modern Latin American context but also associated with
the rise of the left/revolutionary popular movements, at least in its beginnings. One of the main critiques that
Flores develops further in her essay is the fact that Indigenismo was a system of representation in which
indigenous peoples were depicted by Latin American artists and intellectuals who were not members of their
cultures. Flores says, “In both countries (Mexico and Peru), then, regardless of political position and intent, most
instances of indigenista representation ... were decidedly one-sided, ‘in which the Indian is depicted from without
by an observer who, however well versed in his subject, is not part of the culture.’” Tatiana Flores, “Art,
Revolution, and Indigenous Subjects,” in The Routledge History of Latin American Culture, ed. Carlos Manuel
Salomon, The Routledge Histories (New York: Routledge, 2017), 123. See more of this discussion in the
Introduction of this dissertation.

245 In her study Indigenism: Ethnic Politics in Brazil, Brazilian anthropologist Alcida Ramos discusses the
prophecy of the “generic Indian” that had emerged among Brazilian anthropologists during the dictatorship: the
idea that indigenous peoples would be completely assimilated into the society, becoming a hollowed figure, “a
hologram to be operated.” Alcida Rita Ramos, Indigenism: Ethnic Politics in Brazil (Madison: University of
Wisconsin Press, 1998), 276.
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words, their appearance, what they wear, or where they live. As I discuss in the
Introduction, another predicament is that whiteness and the celebration or
commodification of cultural miscegenation have, since early modernity in Brazil,
worked hand in hand to suppress the question of “race” from public discourse.

It is precisely because racial and cultural miscegenation have been
emphasized discursively—and fiercely supported by myriad cultural practices—that
villagers seek to reject indigenous and Black subjectivities, no matter if they are
themselves mixed race. One should respect these people’s identification, yet
racialization is not a one-way street. As great names from Frantz Fanon to Lélia
Gonzales have discussed, racialization comes from the outside (and is disorienting for
that same reason) and is socially constructed through interpellation and hailing.?4¢ As
much as mesticagem has been used as a discursive “buffer” for racially ambiguous
individuals to eschew racialization, colorism is very real in Brazilian society and is
directly aimed at disenfranchising its subjects.?4’

Looking at the portraits in Recipes, one must consider such complex

juxtapositions. Rather than demonizing Ana, one must understand her (and other

villagers’) words as a mode of speaking the tongue of power. Or, to paraphrase Paulo

246 Tn his most famous primal scene, in the Fact of Blackness, Frantz Fanon is hailed by a white boy and marked
as “black,” thus racialized through the disavowal from an “outside,” from whiteness. Fanon uses this visceral
account of the primal scene to demonstrate how race and color difference are produced and constructed through
language—a process Louis Pierre Althusser (1918-1990), called interpellation. Frantz Fanon and Charles Lam
Markmann, Black Skin, White Masks, 1967.

247 See discussion I develop in my introduction, based on the writings of authors Patricia Pinho, Liv Sovik, among
others.
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Freire’s teachings: those who are oppressed want at any cost to resemble their

oppressors.?#?

1.4.2. To be a Bugre
Maria had asked me what I thought about Indians. Much later, she told
me of a conversation she had with Ana, her mother-in-law, who tried
to insult her by reminding Maria that her grandfather was Bugre-puro.
(Native peoples are usually called Bugres in this region. The word
means monsters, as in the Boogey Man. The word serves to de-
tribalize indigenous peoples by removing specific identities. Those
now called Bugres are originally from the Kaingang tribe.) Maria said,
‘I told her it did not matter because you had said they are good
people.” Ana got very quiet after that.?4’

A man with a dark beard and vivid eyes looks at us from the top of his horse. A straw

hat rests on his head. There are no intense shadows, harsh light, or dark contrasts in

this picture. The photograph’s lower edge cuts the horse’s muzzle, but his eye is also

looking at the photographer. There is movement in this picture (Figure 10). The

photograph is crooked, as if Alves had turned the camera 45 degrees to her right to

take the shot. There is a wide plantation field in the background that continues

towards the horizon as if it existed ad infinitum. The man looks back at the camera.

248 Rightfully, Freire has been criticized for putting a heteronormative white male perspective at the center of its
universal subjectivity. Besides deploying Hegel’s master/slave theory, Freire seems to have borrowed from Fanon
to define his understanding of the symbiotic relationship between oppressor and oppressed. It is just after citing
Fanon’s Wretched of the Earth, that Freire argues “... at a certain point in their existential experience the
oppressed feel an irresistible attraction towards the oppressors and their way of life. Sharing this way of life
becomes an overpowering aspiration. In their alienation, the oppressed want at any cost to resemble the
oppressors, to imitate them, to follow them. This phenomenon is especially prevalent in the middle-class
oppressed, who yearn to be equal to the ‘eminent’ men and women of the upper class. Albert Memmi, in an
exceptional analysis of the ‘colonized mentality,” refers to the contempt he felt towards the colonizer, mixed with
‘passionate’ attraction towards him.” Paulo Freire. Pedagogy of the Oppressed : 30th Anniversary Edition,
Bloomsbury Academic & Professional, 2014. ProQuest Ebook Central,
http://ebookcentral.proquest.convlib/ucsc/detail.action?docID=1745456.

249 Maria Thereza Alves and Michael T. Taussig, Recipes for Survival, First edition (Austin: University of Texas
Press, 2018), 156.
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For us viewers looking at him, it is as if we were longtime friends; it is as if we could
trust each other. His dark eyes know the camera is about to snap a shot. His lips are
closed, but it seems they were open a second earlier, as if he got caught being
photographed just as he finished speaking a sentence. From the silence that exists
between the photographed and the photographer, this picture was made.

Power interpellates?>°

its subjects through complex forms. In discourse,
racism is often disguised via the popularization of apparently harmless names. In
Brazil, racist slurs for indigenous peoples vary from region to region and are often
rooted in ancient colonial traditions. The term “Bugre,” which appears in
conversations throughout Alves’s work, is one such example. The meaning of this
word can be traced back to the European Medieval period*! as segments of the
Christian Church first used it to refer to a heretic sect. During Brazil’s colonial times,

the Catholic Portuguese adopted the term and used it to refer to indigenous peoples,

based on accusations of sodomy.?>

250 See note 123.

231 About the origins of the term Bugre, Guisard writes, “The term Bugre originated in a heretical movement, in
Europe, during the Middle Ages, representing a force contrary to the precepts dictated by the orthodoxy of the
Church. It appeared in the 9th century, in Bulgaria, having been baptized as bogomilismo, inspired by the name of
the priest Bogomil, considered the founder of the heretical sect. which means the pure, and generically as
Albigenses, to designate the heretics in general.” My translation. Luis Augusto De Mola Guisard, “O Bugre, Um
Jodo-Ninguém: Um Personagem Brasileiro,” Sdo Paulo Em Perspectiva 13, no. 4 (December 1999): 92-99,
https://doi.org/10.1590/S0102-88391999000400010.

252 In Casa Grande & Senzala, Gilberto Freyre discusses the origins of the term bugre, “The denomination of
Bugres given by the Portuguese to the indigenous people of Brazil in general and to a tribe of Sdo Paulo in
particular perhaps expresses the theological horror of Christians, barely out of the Middle Ages, about the
nefarious sin, which they always associated with the great, the maximum of incredulity or heresy. ... For the
medieval Christian it was the term Bugre that became impregnated with the same sticky idea of unclean sin.
Anyone who was a heretic was immediately considered a sodomite; as if one damnation inevitably led to another.”
My translation from Portuguese: “A denominagdo de Bugres dada pelos portugueses aos indigenas do Brasil em
gerale a uma tribo de Sdo Paulo em particular talvez exprimisse o horror teoldgico de cristdos mal saidos da Idade
Meédiaao pecado nefando, por eles associado sempre ao grande,ao maximo de incredulidade ou heresia. ... para o
cristdo medieval foi o termo Bugre que ficou impregnado da mesma idéia pegajosa do pecado imundo. Quemfosse
herege era logo havido por sodomita; como se uma danagao arrastasse inevitavelmente a outra” Gilberto Freyre,
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The term continues to be popular in modern times, especially in southern and
southwestern Brazil, from Mato Grosso, Parana, and Minas Gerais to Rio Grande do
Sul. In addition to its persistent religious connotations, this term also exemplifies
intersecting racism and class prejudice. According to Luis Augusto de Mola Guisard,
deploying the word Bugre not only undermines subjects based on specific
characteristics of their bodies and appearance, but also their social class. According to
Guisard, the modern usage of the term emerged with white elites’ need to address
those who looked like indigenous peoples and had moved to urban areas. Speaking of
his findings, Guisard wrote:

The term was used mainly in public spaces - especially about those
who had specific characteristics linked to an indigenous tradition in the

region - but it could also be used in more reserved areas. It is clear that
the term is pejorative to identify those who have some specific

physical traits - “arrow hair, smooth, flowing”; “Folded eyes, a nose
slightly flattened”; “Dark skinned without being Black™ - which are
associated with cultural, social, psychic and economic aspects that are
also specific: “the buggy is rustic, backward”; “The real buggy is from
the bush, the one that is hidden, more aggressive and aloof”; “The
buggy that is in the city is more docile, it can be a worker, but it is

treacherous.”?>3
According to Guisard, the term’s modern usage has also been associated with

indigenous people’s “historical condition of subjection and slavery in the most varied

Casa grande & senzala: formagao da familia brasileira sob o regime da economia patriarcal, 37. ed, Introdugao a
historia da sociedade patriarcal no Brasil 1 (Rio de Janeiro: Record, 1999), 178.

253 My translation from Portuguese: “O termo era usado principalmente nos espagos publicos — especialmente em
referéncia aqueles que possuiam caracteristicas especificas ligadas a uma tradi¢do indigena da regido — mas
poderia ser usado também em espagos mais reservados. Fica claro que o termo ¢ pejorativo, para identificar

99, ¢

aqueles que apresentam alguns tragos fisicos especificos — “cabelo de flecha, liso, escorrido”; “olho rasgado, nariz

99, ¢

meio achatado”; “escuro sem ser negro” —que estdo associados a aspectos culturais, sociais, psiquicos e

99, ¢

econdmicos também especificos: “o Bugre é rustico, atrasado”; “o Bugre verdadeiro ¢ do mato, aquele que esta
escondido, mais agressivo e arredio”; “o Bugre que estd na cidade ¢ mais docil, pode ser trabalhador, mas é
traigoeiro.” Luis Augusto De Mola Guisard, “O Bugre, Um Jodo-Ninguém: Um Personagem Brasileiro,” Sdo

Paulo Em Perspectiva 13, no. 4 (December 1999): 94, https://doi.org/10.1590/S0102-88391999000400010.
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farm work and domestic services.”?** These conditions are similar to those that
affected Alves’s father’s village in Parand, indicating an internalization of this term in
popular parlance:
Otavio took Maria and me to visit Miguel, the Bugre who lives in a
nearby village, an hour’s ride by horse and wagon. Miguel was not
home when we arrived. Otavio set out to find him by following his
tracks. An hour later, he came back with Miguel, who had been out
hunting. Otavio said that at first, Miguel had not been willing to come
back to his house and meet with me because he was too embarrassed
by his poverty.
A few days earlier, when I was at Dorival’s bar. | had met Miguel,
and he was very drunk. The men there asked me to take a photo of the
Bugre and mail it to them so they could later taunt Miguel about how
ugly he is. I did, but only because he is handsome. 2%
This population is racially and ethnically mixed: a mixture of Guarani/Kaingang,
Black, and white Polish and Portuguese immigrants.?>® This racial mixture is apparent
throughout the documentary’s images, in portraits and depictions of people going
about their daily chores or pictured inside their homes. It is the communities’ internal
hierarchies around that miscegenation that are veiled and kept away from the camera.
If the embarrassment, shame, conflict, and doubt about identity do not appear in
Recipes for Survival’s photographs, they are spread across Alves’s texts and

interviews with friends and relatives. According to Alves, although many individuals

have indigenous descent, only one or two people in the village self-identified as

254 Luis Augusto De Mola Guisard, “O Bugre, Um Jodo-Ninguém: Um Personagem Brasileiro,” Sdo Paulo Em
Perspectiva 13, no. 4 (December 1999): 97, https://doi.org/10.1590/S0102-88391999000400010.

255 Maria Thereza Alves and Michael T. Taussig, Recipes for Survival, First edition (Austin: University of Texas
Press, 2018), 157.

256 Maria Thereza Alves, Interview in English to the author, Zoom, June 2020.
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“Bugres.” But the word was often used pejoratively in the community to describe
individuals who bear indigenous appearance.?’

Going back to the history of indigenous peoples’ images, the term Bugre fits
the many inventions and fantasies deployed by white colonial endeavors to control,
undermine, and decimate indigenous peoples. Initially a tool for religious domination,
the term is an example of the othering and stereotyping practices dating back to
colonial times I discussed earlier in this section. Not unlike those early accounts,
maps, and paintings, the Bugre is treated as a vestige of the monstruous, the bestial,
and the savage that exists in the eyes of the colonial invader.

In Thiago Florencio’s analysis of Albert Eckhout’s paintings, Florencio

258 understanding it as

tracked down the “totalitarian presence of the sovereign figure,
a direct manifestation of whiteness during colonial times. Although often unseen or
remaining outside the representational field of Eckhout’s paintings, Florencio argued
the white subject is present in the works’ hierarchization and the disciplining and
domestication of non-white bodies the paintings depict.?>°

Whiteness, or the white subject, as Florencio described, is that which situates,
or classifies, non-white bodies as monstruous. In his words, indigenous people are

rendered, “a monster-body,” by the unseen white subject; they become a “radical site

of humanity’s absence, and for that reason the justification of a colonial (and sexual)

257 Maria Thereza Alves, Interview in English to the author, Zoom, June 2020.

258 Thiago Floréncio, “Corpo Monstro, Branquitude e Racializagdo. A Formagio Do Olhar Colonial No Brasil
Setecentista,” in Experiéncias Em Ensino, Pesquisa e Extensdo Na Uni- Versidade: Caminhos e Perspectivas
(Fortaleza: Imprece, 2020), 289.

259 Tbid.
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violence over their bodies.”?® Florencio refers to Grada Kilomba’s notion of
whiteness, which, according to Kilomba insinuates itself as an identity at “the center
of everything.”?®! To paraphrase Kilomba: whiteness fashions itself as a “human
condition” and an identity that marks other identities, remaining itself unmarked.?¢?

As I mentioned elsewhere in this chapter, Alves’s documentary addresses the
erasure of certain bodies. Recipes embodies images that do not exist, the photographs
that have not been taken of “monster-bodies” marginalized and dehumanized by
discourse. Following these definitions of whiteness, I contend that the presence of
whiteness in Recipes comes through the absence of certain images and the constant
racialization of specific individuals throughout the narrative. But most importantly,
this is not a process perpetuated exclusively by white individuals; it is a widespread
discourse, organized as the norm through branquitude, and thus reproduced by
mixed-race and nonwhite members of the community as such.

When branquitude names someone a Bugre, that naming is violence. The
violence of naming is the violence of racialization; it may not kill the body, but it
violates it by rendering that body inferior, making belonging arduous. Moreover, in

its 20" century variations, one must consider this discourse as part of the context of

racial and cultural miscegenation. The Bugre is not always the indigenous person who

260 Thid.

261 About whiteness, Kilomba writes, “[d]ifference is used as a mark for intrusion. Being touched, just like being
questioned, is experienced as an intrusion, an infringement that for Alicia seems unimaginable: “I would never
touch somebody’s hair.” Why should she touch the hair of someone she does not know? Why such an intrusion?
Those who touch and/or ask mark Alicia, they however remain unmarked. A choreography that describes
whiteness as both central and absent.” Grada Kilomba. Plantation Memories : Episodes of Everyday Racism,
Between the Lines, 2021. ProQuest Ebook Central,

http://ebookcentral.proquest.convlib/ucsc/detail .action?docID=6631177.

262 See discussion about whiteness and branquitude in the Introduction.
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lives in indigenous lands, but most often, those of indigenous descent living in urban
areas.

During her interviews, Alves discussed how being indigenous has shaped her
and her family’s identities. She also discussed the erasure of individuals of
indigenous descent. She said, “There is a very hard discourse in my family. It’s like a
battle. It’s always a big battle. This constant picking, this hierarchy in the family, this
constant hierarchy in the family who is whiter than whom.”?¢*> Bothered by how
Alves looked like her indigenous father, her mother offered to give her, for her 15%
birthday, an operation to get rid of her eye folds and to make her nose more
European.?®* Alves said her mother would force her to use small shoes so her feet
would look more European. As a child in Queens, she also struggled with other
children in school bullying her for not being white.?®> When she returned to her
father’s village as an adult in the 1980s, Alves saw the othering of one’s body and
appearance exacerbated within her family:

So I go back to my father’s village, and all of this stuff is there just as
bad all the time, all day with everyone; it just goes on all the time. My

aunt that I love, she’s indigenous. She will not ever admit that; what
she will at most admit is that she’s Black. ...

263 Maria Thereza Alves, Interview in English to the author, Zoom, June 2020.

264 Maria Thereza Alves, Interview in English to the author, Zoom, December 2020.

265 “Racism and the resulting bullying, although I would not know to call it that, were my principal concerns at the
time. I learned on my own how to deal with them around the age of ten. I would, myself, discover organizing as a
tool. had thought that the only way the nonwhite kids could avoid being bullied—especially during recess, when
we were in the patio of the school and had no protection from adults—was to unite. I organized all the kids who
were not Irish or Italian. On the day that we stood our ground, we formed a circle around one of my main
tormentors and sang the two nursery rhymes, which we had all practiced before. We also agreed that if one of us
was being bullied whoever was nearby would come to help. We were soon no longer tormented.” Maria Thereza
Alves and Richard William Hill, “The Freedom to Develop What Is Necessary: Maria Thereza Alves Interviewed
by Richard William Hill. Documenting a Cross-Cultural Politics and Aesthetics.,” BOMB, March 16, 2020,
https://bombmagazine.org/articles/the-freedom-to-develop-what-is-necessary-maria-thereza-alves-interviewed/.
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Then, my grandmother, I wanted to look at the family photos. She
would always point to the white people in the family photo ... the
missing nonwhite people. On the last visit just last year to my aunt, I
was looking for the pictures of my great grandparents, which used to
exist. And I asked her, “Where were they?” She goes, “Oh, [ didn’t
want them in this house.” Because they’re not white, but none of this
is said.?%
These painful moments in Alves’s history are not hers exclusively but part of a much
larger narrative than her family’s: the upholding of whiteness is so powerful that
images of nonwhite family members are lost forever. In Recipes, on the one hand, a
photograph can serve as proof of villagers’ existence under threat of slavery. On the
other hand, the narrative reveals that some people have never been “worthy” of
representing. The trouble with image-making haunts Alves’s project.

Alves mentioned others in the village would remember loved ones by looking
at drawings or by keeping photographs of celebrities, due to the lack of cameras or
images of themselves. Religious iconography dominates the pictures hanging on the
walls of those people’s homes. Prints with cutouts of the Pope and illustrations of the
Virgin Mary are adorned by other smaller portraits and serve as decorations to these
modest interiors. They are one indication of the extent to which Christianity has
encroached upon Brazil’s history in the colonial past and its persistence well into the
20" century.

Alves photographed a woman healer in the community; as part of the healing,

the woman had drawn portraits of those who sought a cure (Figure 11). These votive

266 Maria Thereza Alves, Interview in English to the author, Zoom, June 2020.

120



images present the faint traces of a man’s and a woman’s portraits. They are ghostly
black and white drawings placed inside cornmeal bags due to the lack of plastic or
glass frames.?$” But even these faces are “white.” In another portrait Alves took, a
woman appears with a picture of Elvis Presley hanging on a background wall (Figure
12). Alves asked the woman why she kept that picture. The woman replied the man
reminded her of her son, who had enlisted in the military.?®

I thought it was telling that the most prominent pictures in these interiors are
of white men. This shows that, at least at that moment, the community was
surrounded by a visual culture dominated by pictures of outsider whiteness. The
image of the Pope serves as a metaphor for the patriarchy and the haunting authority
of the Christian/Catholic Church, while the Elvis represents the omnipresence of
Hollywood or U.S. popular culture’s capital power even in a remote village in Brazil.

Nonwhite people appear in the village’s image-universe through adult
alphabetization books, Alves noted. In these books, the servers and workers are all
nonwhite. These are also books that teach peasants discipline and are targeted at the
working class. Mobral, the method used by the military, had been coopted from Paulo
Freire’s work but stripped of all its revolutionary social class politics.?®

Although concealed, whiteness reigns in the faces of mixed-race people and
the offspring of white European immigrants all around, both white and nonwhite.

Whiteness is present in the pictures not taken and the ones carefully selected to

267 According to Maria Thereza Alves, Interview in English to the author, Zoom, June 2020.
268 According to Maria Thereza Alves, Interview in English to the author, Zoom, June 2020..
269 Maria Thereza Alves, Interview in English to the author, Zoom, June 2020.
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occupy walls, be they Christian illustrations or votive imagery, from pictures of the
Pope to those of Elvis. When marked by one’s body or appearance, the vestiges of
either blackness or indigenous descent are followed in people’s speech by rejection

and shame. For those racialized subjects, the insulting term Bugre is all that it is

left.27

1.5. Conclusion

The Brazilian civil-military dictatorship (1964—1984) was one of the several
periods in the country’s history during which whiteness’s hegemony was exacerbated.
Financially and militarily backed by the United States, the regime coupled
authoritarianism with a macro-developmental mindset to open the country for
neoliberalism. That meant allowing the exploitation of the environment and
welcoming the domination of United States and European corporations.?’! Land

possession, especially in rural Brazilian areas, became highly disputed. As the

270 Maria Thereza said, “Every time the word Bugre comes up, it’s an insult. Lazy, dirty, rarely is it used in any
other sense. ... [ went to see my aunt after so long, whom I love. And she was almost getting comfortable by the
time I left with the idea that she would admit that it was okay to be Indian.” Maria Thereza Alves, Interview in
English to the author, Zoom, December 2020.

271 See my discussion in the Introduction. Naomi Klein writes about U.S.’s interference into Latin American
countries’ governments with the emergence of the Cold War, “Under pressure from these corporate interests, a
movement took hold in American and British foreign policy circles that attempted to pull developmentalist
governments into the binary logic of the Cold War. Don’t be fooled by the moderate, democratic veneer, these
hawks warned: Third World nationalism was the first step on the road to totalitarian Communism and should be
nipped in the bud. Two of the chief proponents of this theory were John Foster Dulles, Eisenhower’s secretary of
state, and his brother Allen Dulles, head of the newly created CIA.” Naomi Klein, The Shock Doctrine the Rise of
Disaster Capitalism (Toronto: Vintage Canada, 2009), 71. http://toronto.lib.overdrive.com/226 DBF69-79AF-
48E2-B538-133D4FE16FE0/10/473/en/ContentDetails.htm?ID=B48B8C20-3A 1 F-4DES5-B95B-26B1858C810A.
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primary guardians and protectors of the natural environment, most indigenous
peoples posed a threat to the regime’s expansion.?’?

The full picture of the ethnocide caused by the dictatorship and the
devastation brought about by the loss of indigenous peoples’ livelihood is still being
accounted for.?’> Among the military regime’s strategies were the decimation of
entire peoples and numerous tactics of assimilation. Even among allies—
anthropologists and sociologists—indigenous peoples were believed to have no
future. Concerned about this current of thought, Brazilian anthropologist Alcida
Ramos discussed in her study, Indigenism: Ethnic Politics in Brazil, the prophecy of
the “generic Indian” that had emerged among Brazilian anthropologists during the
dictatorship, or the idea that indigenous peoples would be completely assimilated into
the society, becoming a hollow figure, or “a hologram to be operated.”?’*

According to Ramos, this was a reinvention of the “noble Indian” borrowed
from the 18" century’s Romantic period in Brazil’s history, during which, as I
discussed earlier, literature and fine arts appropriated figurations of “Indianness” to
form what intellectuals of the time called a national identity. This modern-day

figuration, not unlike the term Bugre, had a minimal basis in reality, for it set an

ethical precondition that could never be entirely fulfilled by actual individuals and

272 See my discussion in the Introduction and the work of Alcida Rita Ramos, Indigenism: Ethnic Politics in Brazil
(Madison: University of Wisconsin Press, 1998).

273 See the report developed by Comissdo da Verdade (National Truth Commission), created by President Dilma
Rousself in 2012, to investigate the Human Rights violations that took place between September 1946 and
October 1988, during the late-20" century’s rise of the right-wing dictatorship in the country. Governo do Brasil,
“Comissdo Nacional Da Verdade,” Institutional Website, n.d., http://cnv.memoriasreveladas.gov.br/index.php.

274 Alcida Rita Ramos, Indigenism: Ethnic Politics in Brazil (Madison: University of Wisconsin Press, 1998), 276.
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filtered the idea of indigeneity through layers of either complete otherness or
sameness; there was never space for recognition of difference.

These modern-day figurations of the “noble Indian” are markers of whiteness,
making itself manifest through discourse. They are linked to a colonial matrix, but
they are essentially based on a modern understanding of race and ethnicity. For
indigenous peoples to become Brazilian citizens, they were forced to assimilate to
white culture, and in that sense, that also meant being interpellated by whiteness.
Moreover, in Brazil, this modern understanding of race and ethnicity has been
intrinsic to authoritarianism. Richard Miskolci argued that the notion of progress for
Brazilians has always been associated with the racial composition of its peoples.
More importantly, Miskolci says, elites, in their ingrained racism, often blamed
nonwhite populations as if they were standing in the way of progress.?’> This blame is
still associated with indigenous peoples, persisting in the speech of the government

and white elites through this day.?7®

275 In O Desejo Da Nagdo: Masculinidade e Branquitude No Brasil de Fins Do XIX , Richard Miskolci rightfully
argues, “The desire of the nation of our politicians and intellectuals was historically constituted through a negative
evaluation of our people and our past that, progressively, engendered ideals and political decisions that became
concrete. For example, in the abolition of slavery without any incorporation policy of freedmen to the labor
market, rather in a pro-European immigration policy, in the constitution of an authoritarian republican regime that
always saw in the people an obstacle to be whitened, sanitized, civilized. This is already noticeable, at the
beginning of the 20th century, in urban reforms and in expeditions sent to the interior of the country. The nation's
desire was a desire for modernity understood as the need to reform the social order through strategically oriented
intervention. A necessity that was imposed despite the divergent views on how to pursue the path of progress,
leaving our colonial and slaveholding past behind.” My translation. Richard Miskolci, O Desejo Da Nagdo:
Masculinidade e Branquitude No Brasil de Fins Do XIX, 1a edi¢do, Colegdo Queer ([Sdo Paulo, Brazil] : Sdo
Paulo, SP, Brasil: Fapesp ; Annablume, 2012).

276 President Jair Bolsonaro’s racist comments about indigenous peoples have been widely disseminated in the
media. In 2020, for example, he said in an interview, “Com toda a certeza, o indio mudou, ta evoluindo. Cada vez
mais o indio ¢ um ser humano igual a nés. (“For sure, the Indian has changed, he is evolving. More and more, the
Indian is a human being just like us.”) At another moment, he said, “Estamos perdendo toda a regido Norte por
pessoas que ndo querem se inteirar do risco que estamos tendo de ter presidentes indios com borduna nas maos.”
(“We are losing the entire North region to people who do not want to know about the risk we are having of having
Indian presidents with a club in their hands.”). A long list of such statements can be found on: Survival Brasil, “O
Que Jair Bolsonaro, Presidente-Eleito, Disse Sobre Os Povos Indigenas Do Brasil, (What Jair Bolsonaro,
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The civil dictatorship, its association with Christian beliefs and capital, had an
extensive role in the overall erasure of difference and establishment of a white
heteronormativity.?’”” When Alves visited her parents’ villages in 1983, she witnessed
this moment in history when indigenous peoples were again being forced into so-
called norms of civilization. It was only “natural” that, for many community
members, self-identifying as indigenous was not only unpopular but dangerous. It
could expose an already vulnerable rural population to additional exploitation and
violence.

Recipes registers the lingering aftermath of colonization. It is a document of a
people who have internalized a mestice identity, an identity that is embraced while
invariably standing as a denial of indigenous ethnicities and traditions. In that sense,
Recipes is a bitter register of how self-erasure, slavery, and poverty have threatened
the existence of indigenous groups and their traditions in Brazil. The work shows the
extent to which those of indigenous descent negotiate layers of stereotyping as
survival strategies. Deploying the term “Bugre” is one of many such strategies. A

way of locating differences outside of one’s body, the term acknowledges one’s

President-Elect, Said About the Indigenous Peoples of Brazil” Institutional Website, n.d.,
https://www.survivalbrasil.org/artigos/3543-Bolsonaro. As another example, read one of the notes published by
CIM]I, in 2020, to denounce Bolsonaro’s criminalization of indigenous peoples. CIMI, Conselho Indigenista
Missionario — Cimi, “Nota Do Cimi: Bolsonaro Criminaliza Povos Indigenas Em Discurso Irreal e Delirante Na
ONU,” Institutional Website, n.d., https://cimi.org.br/2020/09/nota-do-cimi-bolsonaro-criminaliza-povos-
indigenas-discurso-irreal-delirante-onu/.

277 Although FUNAI (Fundagio Nacional do indio - National Indian Foundation) says it does not currently allows
present-day missionaries to enter indigenous lands in Brazil, the number of indigenous peoples who self-identify
as evangelicals has been rising, since 1998, according to data from the IBGE (Instituto Brasileiro de Geografia e
Estatistica - The Brazilian Institute of Geography and Statistic). In 2010, 25% of indigenous people identify as
evangelicals, which is a higher percentile from the Brazilian population. In 2018, IBGE recorded that number as
32% of the indigenous populations. Julia Barboun and Ian Cheibub, “Evangelizacio de indios Por indios Se
Alastra e Provoca Criticas de Entidades,” Institutional Website, UOL Noticias, accessed March 26, 2022,
https://www .folha.uol.com.br/poder/2019/01/evangelizacao-de-indios-por-indios-se-alastra-e-provoca-criticas-
de-entidades.shtml.
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racialization but makes it always of the “other”: the neighbor, the cousin, or the
estranged relative.?’8

One’s survival also relates to the lack of images of those called “Bugres,”
who, when pictured, become an interruption in a visual discourse in which whiteness
predominates. In the hegemonic field of representation, in which the circulation of
images perpetuated by whiteness governs, photographs of indigenous peoples in
Brazil show them as naturalized populations. But in their villages, among nature, and
by enacting traditional ceremonies and ways of living, the lives of the Bugres are
forgotten. When the Bugre is part of the hegemonic narrative, the dialect is racism.

Recipes was made for the Bugre.

koskosk

1.6 Maria’s House

Maricota’s house is small and carefully decorated inside out with
pictures of saints, plants in gourds, and flowers made from cut metal
and plastic. She was standing outside combing her granddaughter’s
hair. Maricota requested a special photo of herself—inside her house
with no kerchief on. She did not want foreigners to think she had white
hair just because she was an old lady. As she arranged her hair, she
proudly said, “I’m ninety-eight and I don’t have one white hair. It’s all
Black. ... The People here think I’m Italian because of my black hair
and fair skin, but I am Bugre, Bugre-pura. That’s why I don’t have
white hair.”?”

278 See note 103.
279 Maria Thereza Alves and Michael T. Taussig, Recipes for Survival, First edition (Austin: University of Texas
Press, 2018), 157.
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Back in the 1980s, Maria (Maricota) was the only person in Alves’s father’s
village who self-identified as Bugre. In the excerpt above, Alves explained how
Maria reclaimed the term “Bugre” and reverted its derogatory connotation by using it
proudly. In an interview, Alves said to me about Maria, “When you have a woman
who admits she’s Bugre, that’s amazing. That’s an amazingly courageous woman.
Astounding. That’s the only one, and she was the only one that would admit it.”*%

In a work Alves made for the Sydney 2020 Biennial, she printed a photograph
of Maria standing in front of her house (Figure 13). Maria rests one of her arms over
the tarnished but sturdy wooden fence surrounding her home. She wears dark clothes,
a blouse, and a skirt; her hair is loose and, as she requested, with no kerchief on. Next
to her other arm, a long axe leans on the property’s fence. Alves’s installation
consisted of this small, framed photograph placed on a table next to hundreds of
copies of a Guarani newspaper titled OIKOVYTERI ITEKO’A MOINGUEVYA
(Guarani Decolonization Continues) (Figure 14), which was made in collaboration
with members of the Juaguapiru Reservation in Mato Grosso do Sul.

For Linda Tuhiwai Smith, survivance is the practice of celebrating survival
despite the demise indigenous peoples have historically faced. The author says,

Survivance accentuates the degree to which indigenous peoples and
communities have retained cultural and spiritual values and
authenticity in resisting colonialism. The approach is reflected
sometimes in story form, sometimes popular music and sometimes as
an event in which artists and story tellers come together to celebrate

collectively a sense of life and diversity and connectedness. Events
and accounts which focus on the active resistance are important

280 Maria Thereza Alves, Interview in English to the author, Zoom, December 2020.
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because they celebrate our being at an ordinary human level and affirm

our identities as indigenous women and men.?8!
Both individual and collective, survivance is not an ordinary celebration or a concept
the vocabularies of global capitalism have easily co-opted. And survivance’s
celebration is very different from the Brazilian national celebratory discourses that
have enabled the myth of racial democracy and have sought to picture a false
reconciliation between white elites and nonwhite poor populations. The celebration
within survivance is intrinsic to resistance: it does not exist without justice and a
desire for reckoning. Within the indigenous understanding of decolonization, survival
is celebrated and learned from.

In binding Maria’s image to the Guarani language, Alves offers Maria, who
has already passed away, a postmortem link to reclaim her ancestors. To produce
Recipes is to create an afterlife for the images of a group of people by retelling their
narratives. In doing so, Alves acts over survivance; she uses the combination of
photography and words to challenge Brazilian national discourses representing
indigenous people as passive and bound to nature or dying and disappearing forever.
Through the image Alves made of Maria and the purposeful reinstallation of the
photo, a bond between artist and subject is fulfilled. Maria Thereza and Maria share a

reclamation: the practicing of survival as a form of resistance and decolonial living.

281 Linda Tuhiwai Smith, Decolonizing Methodologies: Research and Indigenous Peoples, Second edition
(London: Zed Books, 2012), 146.
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Chapter 2. To Appease and Attack: Jonathas de Andrade’s
Eu, mestico

2.1. Introduction

Peon-born, by Rondinele (Figures 15-16) is one of the sets of portraits
comprising Jonathas de Andrade’s photographic installation Eu, mestico (2017).
These portraits are three cutout black-and-white photographs of a Black man,
Rondinele, resting on a heavy-duty iron-made construction cart. At first glance, the
man looks relaxed; his head rests on the cart’s front and handles while he looks up to
an imaginary ceiling. He wears a cap and his chest is bare. He wears striped sports
shorts. Half of his body does not fit inside the cart; he is raising his knees and his bent
legs protrude from the object. His legs are spread so his feet are placed on the cart’s
front wheel, near a large and thick tire. Part of his arms are inside the cart, hidden
from viewers, and his hands are placed over the cart’s sides, holding them with his
fingers. White fabric is wrapped around one side of the cart; it looks like a rope. On
the left side of the cart, striped fabric hangs from one of the handles; it seems to be a
shirt or towel.

The three black-and-white images show different angles of the man in the
same situation. The central image shows a frontal pose. In this image, the viewer first
sees the man with his two legs spread apart. The cart and the man’s body seem to
merge; the cart’s uneven tire and the man’s legs form a “V” shape emphasizing the

man’s groin and shorts. By looking at the center of the man’s body, the viewer’s gaze
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moves towards a partial view of his face: one sees his mouth, nose, and hat, but his
eyes are hidden from view.

The two images to the right and left sides of the central photograph appear to
be mirrored views, but they are not. In the right-side image, one of the man’s feet
falls away from the wheel, whereas in the other two images, the man’s feet are placed
steadily on the wheelbase. These slight differences matter because they are not
accidental. Instead, they are conscious decisions by the artist: they demonstrate
Jonathas de Andrade’s meticulous construction of each set of photographs for Eu,
mestico.

Jonathas de Andrade is perhaps one of the most famous Brazilian-based
contemporary artists to exhibit his works internationally.?®? Though his practice has
dealt more broadly with representation of Brazilian national narratives, he has also
constantly represented Brazilian racial miscegenation. It has been mainly through the
image of the mestigo that the topic of race emerges in his works. Throughout the
years, de Andrade has become famous for his projects centered on nordestinos, men
who are native of in Brazil’s northeastern areas, such as in the city of Recife, where
the artist also is from. Although de Andrade has worked in a variety of media, he also

constructs carefully planned installations. Eu, mestico is a photographic installation

282 1t s perhaps not an exaggeration to say that Jonathas de Andrade (b. 1982, Recife, Brazil) is one of the most
famous contemporary Brazilian artists to have an international career. In 2022, he was selected to represent Brazil
at the Venice Biennale and counts participations in the 2014 Gwangju Biennale, the 2015 edition of Performa, the
2016 Sao Paulo Biennial, the 2017 Sharjah Biennial, and the 2019 Istanbul Biennial. In 2012, de Andrade won a
Future Generation Art Prize, which awards $100,000 to an “emerging artist” under 35 years old. Jonathas de
Andrade, “Jonathas de Andrade,” Personal Website, n.d., http://www.jonathasdeandrade.com.br/.
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with posters or cutout prints covering entire walls of the gallery spaces where they are
exhibited.

The images in Eu, mesti¢o’s Peon Born group seem to evoke labor as subject
matter because of the association between Rondinele and the construction cart; this
man could be a worker relaxing or taking a break. During a conversation at the
Instituto Moreira Salles, Lilia Schwarcz discussed this specific photograph in the
series. She argued that by depicting a laborer’s moment of inaction (in her words,
“the [picture’s] cart [means] laziness, means rest.),?®® de Andrade’s work inverts the
normative reading of the artwork. In other words, instead of using the construction
cart as a stand-in for a worker’s tool of hard work, the man uses the cart to take a
pause in their labor routine, which, as Schwarcz seemed to suggest, potentially
subverts oppressive connotations of labor.

One can investigate these significations deeper by examining how de Andrade
has continuously explored the male figure in his works. For example, in de Andrade’s
Museum of the Northeastern Men,?®* photographic posters show racialized men from
the Northeast posing for the camera. Due to their class and skin color, they are often

disenfranchised in Brazil. But when they appear in de Andrade’s images, the men are

283 Tiago Nogueira, Lilia Moritz Schwarcz, and Jonathas de Andrade, Lilia Schwarcz Fala Sobre “Eu, mestico ”,
de Jonathas de Andrade | Conversas Na Galeria, 2018,
https://www.youtube.com/watch?v=Wu3612x7rug&list=RDCMUC_YLIyOlc9cyPNaCOJdNfmg&start radio=1&r
v=Wu3612x7rug&t=9.

284 O Museu do Homem do Nordeste, Museum of the Northeastern Man in English, is a federal museum in Recife.
The Museum was founded in 1979 to house the collections of Recife’s Museum of Anthropology (1961-78),
Museum of Sugar (1963-78), and the Museum of Popular Art (1955-78). In his work, Museum of the Northeastern
Men, de Andrade created a parody of sorts of the same museum. Governo do Brasil, “Museu Do Homem Do
Nordeste,” Institutional Website, accessed April 4, 2022, https://www.gov.br/fundaj/pt-br/composicao/dimeca-
1/museu-do-homem-do-nordeste-1%#.
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sexualized. With time, de Andrade has increasingly tweaked male portraits in his
works to emphasize his subjects’ eroticism. For this sexualizing of working men, the
artist has also been fiercely criticized, as I will discuss further in this chapter.?%

This set of Eu, mestigo also suggests eroticism. The horizontality of the semi-
nude male body resting, laying, and lounging, and the emphasis on the man’s groin
suggest this could be a sexual pose. Suppose one agrees this body’s vulnerability is at
odds with the expected image of labor, as Schwarcz suggested. In that case, this
ambiguity adds complexity to the image, evading viewers’ quick interpretations.

Some other details of these three images are not only ambiguous but also
unsettling. One can challenge the idea of Rondinele’s peaceful rest by a closer read of
the man’s bodily representation. In the right-side image, a look at Rondinele’s facial
expression reveals tension, not relaxation. His eyes are wide open, staring at a ceiling

or a sky that the viewer cannot assess. The man’s mouth is closed and stressed.

285 New York Times critic Jason Farago argues, “The power, but also the danger, of “O Peixe” lies in the intimacy
of this fictional ethnography—an intimacy that often turns prurient. The fishermen wear nothing but clingy mesh
shorts, and Mr. de Andrade is not shy about filming their biceps, thighs, buttocks and abdominals, glistening with
sweat and river water. Mr. de Andrade’s own racial identity hardly invalidates the difficult questions around
voyeurism and objectification that accompany depictions of the black male body, especially as art audiences in
both the United States and Brazil remain all too monochromatic. Several sexy man-on-fish sequences in “O Peixe’
recall the erotic character of much colonial photography, which allowed uptight Europeans to project sexual
fantasies on the racial other. Mr. de Andrade knows this, of course. But I’m really not sure whether “O Peixe”
succeeds in critiquing the ways black bodies are sexualized, or whether it ends up reaffirming them.” Jason
Farago, “When Predator and Prey Are One: A Brazilian Artist’s Fish Tale,” The New York Times, December 22,
2017, sec. Arts, https://www.nytimes.com/2017/01/26/arts/design/when-predator-and-prey-are-one-a-brazilian-
artists-fish-tale.html.

285 Tn Kobena Mercer’s famous discussion on Mapplethorpe’s photographs in Welcome to the Jungle, Mercer
argues that among the most disturbing outcomes of the pictures is the desire for the Black male spectator to look at
those images but the impossibility of finding an image “we want to see.” Instead, what Mercer finds only reaffirms
the oppression stemming from objectification. In this first response, Mercer rightfully concludes that
Mapplethorpe’s images produce fetishes out of the exploitation of Black males, replicating racism and stereotypes.
Regarding de Andrade, I will seek to understand how the stereotype of the Northeastern macho man is dismantled
in his work, a context that American critics, such as Farago, may have overlooked. Kobena Mercer, Welcome to
the Jungle: New Positions in Black Cultural Studies (New York: Routledge, 1994).

i
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Rondinele’s shoulders are also tense, as if he was constrained to fit inside the
construction cart.

As I will discuss in this chapter, de Andrade’s Eu, mestico borrows and mixes
myriad sources from the visual culture of representation, from ethnographic
photography to commercial ad-like aesthetics. The construction of sets such as Peon-
born, by Rondinele seems aligned to practices such as Kehinde Wiley’s queering of
European classical painting male portraiture. My reading of Peon-born, by Rondinele
is inspired by Derek C. Murray’s analysis of Wiley’s Femme Piqueé par un Serpent
(2008), a painting that revisits an eponymous 1847 sculpture by French artist,
Auguste Clésinger. As Murray writes, Wiley’s femme is “a 20-something black man
in contemporary clothing ... [reclining] seductively on his back ... as he gazes
dispassionately at the viewer.” Murray says that Wiley’s painting “conveys
contrasting themes that rest uncomfortably between sexual suggestiveness and the
slow agony of an untimely death.”28¢

In de Andrade’s image, too, there is a tension between death and sexual
readiness. But while Wiley transforms his male subject into a femme, de Andrade’s

horizontal figure is disturbing. The man’s eyes look empty and doll-like.?®” It may be

that Rondinele was merely feeling constrained by having to fit into the small space of

286 Derek Conrad Murray, Queering Post-Black Art: Artists Transforming Afiican-American Identity after Civil
Rights, 2016, 108-9.

287 Curator Thyago Nogueira has also offered a similar reading of this image: “What does a bricklayer do,
sprawled on his cart: is him at work, resting, or is he dead?”” My translation from original in Portuguese: “... o que
faz um pedreiro esparramado em seu carrinho: trabalha, descansa, estd morto?” Thyago Nogueira, Barbara
Wagner, and Instituto Moreira Salles, eds., Corpo a corpo: a disputa das imagens, da fotografia a transmissdo ao
vivo = Body against body: the battle of images, from photography to live streaming (Sdo Paulo: IMS, Instituto
Moreira Salles, 2017), 19.
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the cart. But in the resulting image, it is as if the man is soulless and emptied of
agency. His body’s stiffness creates an artificiality that the cutout format emphasizes.
The falcon board poster is a lightweight, relatively cheap material that does not add
substance to the subject’s personality. He is not only passive, vulnerable, or sexually
available; he is so prostrate he looks barely alive

Implied physical labor, sexualization, and potential lifelessness all emphasize
a narrative of objectification that has been historically part of hegemonic discourses
serving to attack, control, and emasculate racialized Black and indigenous men.
Scholars on both sides of the Black Atlantic have famously discussed how the Black
male body has been subject to extremely controlling stereotypes.?* By looking at de
Andrade’s piece, one learns little about the person portrayed. Who is Rondinele? Is

the ambiguity in this image powerful enough to challenge the horrific upbringing of

288 Derek Conrad Murray, Queering Post-Black Art: Artists Transforming Afiican-American Identity after Civil
Rights, 2016, 108-9.

289 A great number of scholars and writers have extensively theorized the history of stereotypes that affect Black
people from the African diaspora in the U.S. and in the UK. Among them are Michelle Wallace, Patricia Hill
Collins, bell hooks, Stuart Hall, Henry Louis Gates. In the art field, the writing of Thelma Golden, Derek C.
Murray, and Kobena Mercer have been fundamental to understanding the visuality of these demeaning discursive
formations. In general, what these authors argue is that the history of slavery created racialized modes of control
and management of sexuality by inscribing specific stereotypes into African American communities. Although
stereotypes have been transformed across time, they often oscillated between docile and threatening constructed
notions of African American men and women: Aunt Jeminas, Uncle Toms, Jezebels, Bucks, and many others
populated the universe of representation, dominated by whiteness, and often were internalized by African
Americans. To counter the emasculation of African American men throughout history, the Black Nationalism and
Black Power movements, as bell hooks argued “spoke through the body,” producing a narcissistic masculinity that
was aggressive and delimiting of the borders that define the category of the black male and how they should look
like, act, and think. Analyzing figures such as Eldridge Cleaver, Michelle Wallace, in Black Macho &
SuperWoman, argued that the ways through which the Black Power movement reacted against the emasculation of
the black male remained constrained or inscribed by the expectations of stereotypes created by white hegemonic
culture, as well as happened to clash against Black women and Black queer individuals, highly policing the
category of blackness and black identity in the US. About this debate, see the famous work of Angela Davis,
Patricia Hill Collins, Thelma Goldstein, Stuart Hall, and Kobena Mercer, among so many others.
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racialist ethnographic images*®® or the stereotypical depictions of Black men in
Brazil?
skokok
In this chapter, I study Jonathas de Andrade’s Eu, mesti¢o (2017), a
photographic installation of 18 sets of portraits inspired by a 1950s U.S. study on
racial relations in Brazil. I look at how de Andrade’s work converses with the so-

called Brazilian myth of racial democracy while also scrutinizing the U.S. gaze over

290 Sueli Carneiro’s writing is a mandatory source for the discussion of the objectification of Black people in
Brazil, with focus on understanding how this objectification impacts Black women. In the essay “Género e raga na
sociedade brasileira,” Carneiro explains how fictional constructions have sought to control the lives of Black
women in Brazil with their roots on systemic colonial rape and the enslavement period. In the early history of
those horrific constructions, Black enslaved women were also animalized, either exploited for their labor or
reduced to sexual objects for the use and abuse of the white masters, their wives, and children. After the so-called
abolition of slavery, those roles are maintained and become normalized. These figurations have with time
transformed discursively, but Black women remain stereotyped in the Brazilian society either as sexual objects or
as domestic workers such as “empregadas domésticas” or as “mae-pretas,” a stereotype akin to the US’s Aunt
Jemima. Akin to Wallace’s conclusions about Black woman in the US, Carneiro points to the many racialized and
gendered violences brought upon Black women in Brazil from white men and women and from Black men. About
the impacts of historically stereotyping of Black women in Brazil, Carneiro concludes, “the images historically
constructed about black women continue to produce forms of violence currently experienced by them, among
which sex tourism and trafficking in women stand out, themes that present the racial cut as a fundamental marker,
particularly in the North and Northeast regions. of the country, composed mostly by Afro-descendant populations
or mixtures of indigenous peoples.” My translation. Original in Portuguse, “... as imagens construidas
historicamente sobre as mulheres negras continuam produzindo formas particulares de violéncias vividas
presentemente por elas, dentre as quais destaca-se o turismo sexual e o trafico de mulheres, temas que apresentam
o corte racial como marcador fundamental particularmente nas regides Norte e Nordeste do pais, composta
majoritariamente por populagdes afrodescendentes ou mesclas de indigenas. Sueli Carneiro, “Género e raga na
sociedade brasileira,” in Escritos de uma vida, ed. Djamila Ribeiro (Sao Paulo: Polen Livros, 2019), 128.

Regarding Black male stereotypes in Brazil, scholars have urged to say that discussion is still very incipient. In
“La Vem o Negdo: Discursos e Esteredtipos Sexuais Sobre Os Homens Negros,” Henrique Restier da Costa Souza
analyzes a popular 1990s hit song in Brazil, La Vem o Negdo by the band Cravo e Canela, which circles around
the stereotype of the Brazilian Black male. Restier da Costa Souza concludes that similar tropes discussed by US
and British scholars’ works impact Black masculinity in Brazil. In this popular song, the lyrics speak of the threats
to white masculinity represented through sexually charged, animalized, “humorous” depiction of a Black male.
The marked difference between US stereotypical narratives and the stereotype of the Black male in Brazil, who
“steals” white women from white men, is that Brazilian popular culture also produces the stereotype also via
recreational racism—through jokes and humorous comments that seek to maintain racial hierarchies. Henrique
Restier da Costa Souza, “La Vem o Negdo: Discursos e Esteredtipos Sexuais Sobre Os Homens Negros.” (1
Seminério Internacional Fazendo Género - 11 & 13th Women’s Worlds Congress, Florianopolis, Brasil, 2017),
http://www.en.wwc2017.eventos.dype.com.br/resources/anais/1499020802_ ARQUIVO _LAVEMONEGAOFINA
L.pdf. For more on this discussion see the work of Osmundo Arajo Pinho, “Relagdes raciais e sexualidade,” in
Ragas: novas perspectivas antropolgicas, 2008, https://openresearchlibrary.org/content/d3ad0d48-80{8-4e45-
bfd7-39e8246ef841. Osmundo Arajo Pinho, “Qual ¢ a identidade do homem negro?,” Democracia Viva 22 (2004).
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Brazil’s racial formations. I investigate how Eu, mestico challenges but also reaffirms
societal norms by deploying racial stereotypes.

By examining the methods, aesthetic sources, and features de Andrade uses in
Eu, mestico, I discuss the work’s visuality in relation to a genealogy of iconographies
of mesticagem in Brazil, a genealogy I develop in this dissertation’s introduction.
Ultimately, I argue de Andrade’s Eu, mestico creates a performative and didactic
mise-en-scéne in which whiteness—as an unnamed universal entity—is transferred to
the position of the viewer. But who is the viewer de Andrade seeks to implicate?
Because de Andrade has constructed his practice so it crosses borders, going beyond
Brazil, it is also possible to consider the whiteness located in his work as a site of
transnational exchange of privileges, prejudices, and exoticization. If, at first glance,
de Andrade’s Eu, mesti¢o seems to soothe international audiences eager to consume
the racialized bodies depicted in the work, those being portrayed gaze back at their
audience, seeking to make viewers and institutions complicit in the reproducing of
whiteness.

de Andrade’s work entered the international spotlight in the early 2000s with
his participation in exhibitions such as “The Ungovernables,” the 2011 New Museum
Triennial in New York, and “Under the Same Sun: Art from Latin America Today.”
The last was a landmark exhibition on Latin American art curated by Pablo Léon de
la Barra at the Guggenheim Museum, also in New York. de Andrade’s rise is linked

to a moment of global optimism in the contemporary art scene during the early 2000s,
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when art institutions sought to exhibit and support representatives from diverse
geographies.?’!

de Andrade develops many of his photo installations, like Eu, mestico ,
through studio shots, interviews, and the participation of social groups ostracized by
the Brazilian art circuit and mainstream society. The artist approaches these groups in
different ways, sometimes even through anonymous newspaper ads. Writers such as
Holland Cotter?*? noticed how de Andrade’s practice, like Maria Thereza Alves’s
(Chapter 1), engages with the fields of ethnography and anthropology. However,
while Alves’s approach to these fields of knowledge is outspokenly contentious, de
Andrade often emulates the role of the ethnographer/anthropologist, but not always
with the intent of defying these functions. Most of all, de Andrade is not only
interested in creating critical representations of certain Brazilian national narratives

but also exports them to international audiences, becoming their mediator.

291 Okwui Enwezor famously called attention to the emergence of a “postcolonial constellation” of art practices
coming from the Global South beginning in the late 1990s and early 2000s. For Enwezor this postcolonial
constellation of practices was constituted of a hybrid relationship between the local aspects of a culture (i.e.
ethnicity, artistic traditions and identities) and globalization: diaspora, cultural affinities and the art market and
institutions. Enwezor described this scenario as formed by an assemblage of cultures. Within globalism, this
assemblage translated as a world of nearness, but also as a clash between centers and margins, the local and
global. It is exactly this context that allowed the rise of Jonathas de Andrade’s work to the international arena, and
the art market. Okwui Enwezor, “The Postcolonial Constellation: Contemporary Art in a State of Permanent
Transition,” in Antinomies of Art and Culture: Modernity, Postmodernity, Contemporaneity, ed. Terry Smith and
Nancy Condee (Durham: Duke Univ. Press, 2008), 208.

292 Holland Cotter defined de Andrade’s installation, Posters for the Museum of the Northeastern Man (2013), at
the Guggenheim Museum, as mimicking an ethnographic museum. Cotter says, “Jonathas de Andrade, in a room-
size installation called “Posters for the Museum of the Northeastern Man,” parodies a specific 1970s ethnographic
museum in northern Brazil. The museum sorts out a racial history of the region in terms of neat, and value-laden,
strains of DNA: indigenous, African and European. The photographs of contemporary men from the region in Mr.
de Andrade’s ‘promotional’ posters simultaneously confound the idea of fixed ethnic identity and reinforce ‘male”
as a stereotype.” Holland Cotter, “Arriving Late to the Party, but Dancing on All the Clichés ‘Under the Same
Sun,” Art From Latin America, at Guggenheim,” The New York Times, June 12,2014,
https://www.nytimes.com/2014/06/13/arts/design/under-the-same-sun-art-from-latin-america-at-guggenheim.html.
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To look at de Andrade’s work is to see images and learn about sociopolitical
contexts that are specifically Brazilian, and at times, specifically Northeastern.
Writing in a catalog for de Andrade’s 2019 solo exhibition “One to One” at the
Museum of Contemporary Art in Chicago (MCA), Julieta Gonzélez says:

In an increasingly globalized and homogenized art world where the
local progressively loses value, de Andrade masterfully intertwines a
web of references through his work that draws attention to universal
issues such as race, class, labor, and the nature of oppression, but that
at the same time locates them clearly in the context of his native region
of the Nordeste. These recent works, as well as the referential universe
that surrounds them, bring us closer to an understanding of the
persistence of these problems in Brazil but also in Latin America
where modernity constantly reveals itself as the perpetuation of our
colonial condition.??
Although I agree with the author that de Andrade’s practice cunningly weaves
together the so-called “local and the global” and many of the social issues the artist
articulates in his works—racism, class, and labor struggles—are recurrent across the
globe, I am wary it is the global art market that has welcomed de Andrade’s work into
its international roster of famous artists. One must investigate more carefully why de
Andrade’s work has become so appealing to international audiences beyond the
work’s ability to navigate the global art world seamlessly. Furthermore, how have

Brazilian audiences attended to these local and global dynamics in their experience of

the artwork? In other words, is the “local” only enacted or represented in de

293 Julieta Gonzalez, “Visions of the Nordeste,” in Jonathas de Andrade: One to One, ed. José Esparza Chong
Cuy, Lisette Lagnado, and Museum of Contemporary Art (Chicago, Ill.), MCA Monographs (Chicago, IL :
Munich ; New York: Museum of Contemporary Art Chicago ; DelMonico Books:Prestel, 2019), 25.
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Andrade’s practice for the eyes of the “global”? How differently from global
audiences does the work articulate these social struggles to local ones?

José Esparza Chong Cuy reaches a similar conclusion to Gonzélez about the
appeal of de Andrade’s work to international audiences in their essay for the same
exhibition catalog by stating:

[T]he local specificity of (de Andrade’s) insights, alongside his
rootedness in Brazil’s Nordeste, make his observations and
commentaries connect with more people, contracting the one-on-one
scale gap so that something about Brazil can speak to, say, something
here in the United States and beyond.?**
Esparza Chong Cuy, who curated de Andrade’s solo exhibition at the MCA, also
associates the capacity of this artist’s work to narrate individual and local histories
(what the curator calls “the one-on-one scale gap”) with the artist’s international
success. But, again, a question of how de Andrade’s practice achieves such
internationalized appeal remains: What is this something, in Esparza Chong Cuy’s
words, that de Andrade’s work speaks to for U.S. and European art audiences?

In this chapter, I contend de Andrade deploys a didactic aesthetic to represent

racialized identities in a way that appeases Euro-American audiences and convinces

them to gaze upon (and consume) racialized bodies from Brazil, such as Northeastern

people, os nordestinos. de Andrade seizes racialized bodies,*® putting them at the

294 José Esparza Chong Cuy, “Land, House, Body, Voice,” in Jonathas de Andrade: One to One, ed. Julieta
Gonzilez, Lisette Lagnado, and Museum of Contemporary Art (Chicago, Ill.), MCA Monographs (Chicago, IL :
Munich ; New York: Museum of Contemporary Art Chicago ; DelMonico Books-Prestel, 2019), 19.

2% In my introduction, I will discuss the complex skin color classifications and racialization systems that involve
nordestinos in Brazil. For example, in .... Discusses how nordestinos have been “accepted” into the category
whiteness especially in the cosmopolitan cities of Rio de Janeiro and Sdo Paulo because some of them have lighter
skin color than Black people in Brazil. Although these groups of nordestinos are consider (and consider
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center of his work’s visual space. In his practice, these bodies are always situated vis-
a-vis the national narratives Brazil has built to control and oppress them. In this sense,
de Andrade also attracts and appeases white elites or white subjectivities hailing from
Brazil.

These Brazilian foundational myths are critical in maintaining coloniality, but
they have been rooted in Western narratives since their inception. The individual and
local histories de Andrade brings to the art world appeal (and appease) present-day
international audiences. These international audiences are fertile soil for the reception
of coloniality’s narratives. After all, international audiences and institutions still have
a constitutive role in constructing idealizations of Brazil’s Northeast.?® These
idealizations have been built over centuries of accumulating iconographies, from the
fabricated images of Brazilian cannibals in colonial travelogues to the exoticization
of the bodies of Brazilian women of color and the globalized sex tourism sustained by
tropical Brazilian imaginaries.?®’

In his works, de Andrade recruits people, often of the so-called margins of
Brazilian society, to enact characters. These characters come to the field of
representation to play games of exoticization, eroticization, and consumption with the

audience. These characters flirt, seduce, and invite viewers to learn about, discover,

themselves white) they are still “less” white than white Brazilians who are part of the elite, belong to a higher
social class, or have European background.

29 In my introduction to this dissertation, I discuss how Brazil has been promoted as a tropical paradise
worldwide. Brazil’s North and Northeast have had a relevant presence in these tropical fantasies and figurations.
For example, In Mama Afiica: Reinventing blackness in Bahia, Patricia Pinho shows, by interviewing Black US
tourists who visit Bahia, that an idealized Afro-Brazil still strongly figures in the imaginary of Black populations
of the US. See Patricia de Santana Pinho, Mama Africa: reinventing blackness in Bahia (Durham [NC: Duke
University Press, 2010).

297 See my discussion in the Introduction.
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and consume the “others” of Brazil. Though the aesthetics of the works appeal to its
international viewers, de Andrade’s goal is to critique the relationship between the
viewer and the viewed. His films and installations produce tensions between the
privileged position of its viewers and the work’s focus on racialized characters who,
because of their social class or skin color, are depicted as outliers to the art scene.
Though a large number of curators and critics, such as Esparza Chong Cuy
and Adrienne Edwards, have praised de Andrade’s practice, others have been more
critical of how the works deal with representation, especially because those
represented look “underprivileged,” or, as I mentioned, they look like they are not part
of the art world. Another common critique centers on how de Andrade uses the labor
of racialized individuals in artwork sold for high prices in the international art market.
In a recent article discussing the ethics of Brazilian artists collaborating with outlying
communities, Fabio Cypriano says:
... to what extent are these people portrayed by Jonathas not being
exploited as much as any worker who adds value to an object but does
not actually participate in its profit and does not have control of their
own image?%8
Although Cypriano’s critique is sharp, I want to stress how Brazilian art critics and

writers have often emphasized the working class struggle (a rightfully vital question

298 My translation. From Portuguese, “até que ponto essas pessoas retratadas por Jonathas ndo estdo sendo tdo
exploradas quanto qualquer trabalhador que agrega valor a um objeto, mas ndo participa de fato de seu lucro, além
de ndo terem controle de sua propria imagem. E importante ressaltar que a obra tem quase 10 anos, portanto nio
estava inserida no atual contexto de debates.” In this article, Cypriano discusses a series of other documentary
practices (for example, Sebastido Salgado’s and Claudia Andjuar’s) by white artists representing non-white
communities, but never really addresses that these “ethics” of representation are deeply rooted in a constructed
racial hierarchy dynamic between the white who represent and the non-whites who are represented. Fabio
Cypriano, “Arte Sem Luta de Classes ¢ Apenas Decoragdo?,” (Art without Class Struggle. Is it only Decoration?)
Artebrasileiros.com.br (online magazine), March 24, 2022, https://artebrasileiros.com.br/opiniao/etica-arte/.
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about collaborators who do not profit over their own images) while not examining
how de Andrade’s works contribute to or oppose visual systems of racialization. To
establish fair labor relations between artists and collaborators is fundamental to
developing nonexploitative art projects, but would [white] writers be that
categorically concerned about collaboration if the collaborators were white?

My guess is that one of the unspoken reasons for such distress around de
Andrade’s method is that the dynamics of collaboration in his works are not so
different from most of the exploitative relationships white elites develop with poor
and working class people of color in Brazil. Making these dynamics visible through
art, however, becomes too uncomfortable for some critics to digest.

Would the actual dynamics of visual representation change if de Andrade had
paid those people to create stereotyped images? Certainly not. Stereotypical images
are still demeaning and painful, whether their subjects are paid or unpaid. There are
certainly unequal dynamics of collaboration between the artist and those portrayed in
de Andrade’s practice, but the way critics often dismiss the racial dynamics of de
Andrade’s visual representation is as alarming as the issues with collaboration.

For example, in the essay, The Strategy of Seducing and Confounding, one of
the most important Brazilian art critics and curators, Lisette Lagnado, slightly
mentions the question of “race” in de Andrade’s work. Lagnado writes an overview
of de Andrade’s practice, yet a discussion about the racial tensions raised by his
works does not come to forefront. Talking about 40 nego bom é um real, 40 black

candies for R$ 1.00 (2013) and Posters for the Museum of the Man of the Northeast
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(2013), two artworks that clearly address racism within rural labor economies,
Lagnado glances over the term “race.” The author says:

Throughout a decade in which de Andrade was invited regularly to
exhibit his works, the artist is all the more scathing when he breaks
with the authority of the archive and projects homoerotic subjectivity
om archetypal images. The economy of tropical banana exports in
Latin America and the rural producer’s social contract are foundational
to the basic arguments of 40 nego bom é um real, 40 black candies for
R$ 1.00 (2013) and Posters for the Museum of the Man of the
Northeast (2013). These images are, however, insufficient to account
for an unassailable message: the splendor of a virile and healthy body
as a way of praising the worker, as per the ideology of the communist
revolution. In such an ambiguous key, the artist produced a
photographic essay, Procurando Jesus (Seeking Jesus) (2013-14), in
which the aim to decolonize the Western Image of Christianity’s
central figure does not conceal the artist’s voyeuristic hunt for well-
endowed men. More recent debates add a