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XTA BAOH THX BPAZIAIAY: TOTE KAI TQPA

¢ Xpiotiavog lwavvoo

DEPTHS OF BRAZIL: THEN AND NOW

by Christiana loannou

ar TO peTvO Tpdypapupa Eta Babn te Bpalihiag: Tote kar Tdpa’ eivar po ehvo-
GLYKPITIKT KIVIILOTOYPOQLKY) EVOTNTO OV 6TOYO €)xEl VoL pEpet Kovtd Tov Glauber
Rocha kat tnv Ana Vaz, 600 Bpalilidvovg kivnpatoypaeiotés tov 20°° ko 21°° aidva

avticToryo.

AQETNPO. KOt 0QOPLLT TOV TPOYPALILOTOG NTaY 1) EXBVL VO TPOVGLOGTEL TO pYO

TOL TPOpEPOY Kat a&yactov Rocha 6nmg kot n dpdon Tov O TPWTOGTATNG TOV
KWNHaToypaeikod pedpatog Zivepo NOBo, Tov KvIoTog TG TEVag, ToV EXKPATNGE
am6 1o 1960 péyxpt to 1972 oy Bpoliiia. Xto Tpdypappo Tpoctédnie apydtepa n Ana
Vaz, n veapn oknvobéTida mov BpicKeToL TOPO GTO EXTKEVTPO TOV VEOV TEPALATIKOD KoLl
£0VoypaOLKOD KIVNILOTOYPAPOD, LLE TIG TALVIEG TNG VO VTAOVV EUTVEVGT GO TOV OTONYO
TOV SLOYPOVIKDOV EMATOCEDV TNG OTOIKIOKPATIOG GTNV YDPOL.

Amd Tovg expnkTikovg Kaykacépog otig EekAnpiopéves euAég tov Apaloviov, To
TPOYPOUULLO ETIKEVIPAOVETOL KoL EEEPEVVA -ECH ATTO dVO EIAMKPLVEIS KOt 0OEVTIKES
Tovieg Tov kabe dnptovpyov- Ty mEva, T PTO)ELN Kot T duaTvyic Tov Bpaltitdvikon
A000 0V TOVG ALOVEG.

ey This year’s program ‘Depths of Brazil: Then and Now’ is an ethno-comparative
cinematic union, which aims to bring together Glauber Rocha and Ana Vaz, two
Brazilian filmmakers of the 20" and 21° century respectively.

The starting point of this program was the need to present the work of the grand
and unforgettable Rocha, as well as his artistic leadership in the Cinema Novo
movement, the movement of hunger, which prevailed from 1960 to 1972 in Brazil.
Later on, Ana Vaz was added to the program, a young filmmaker at the spotlight of
new experimental and ethnographic cinema, whose films draw inspiration from the
echoes of the eternal damages of colonialism in the country.

From heated Cangaceiros to the lost tribes of Amazonia, the program focuses and
explores, through two honest and authentic films of each filmmaker, the hunger,

poverty and misfortunes of Brazilian people throughout the centuries.
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ITPOI'PAMMA
PROGRAMME
O Dragdo da Maldade contra o Santo Deus e o Diabo na Terra do Sol - Black
Guerreiro - Antonio Das Mortes (1969) by  God, White Devil
Glauber Rocha (1964) by Glauber Rocha
Apiyemiyeki - Why Hd Terra! - There is Land!
(2019) by Ana Vaz (2016) by Ana Vaz
. v
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TO IMOAITIKO TOIIIO THX BPAZIATIAX 1950-1985
BRAZIL'S POLITICAL LANDSCAPE 1950-1985

or 1O 1946 mpdedpog tng xdpag
avoaknpvocetal o Eovpiko I'kaondp
Nrovtpo kot Tapapével 6to a&impo Tov
Tpo£dpov péypt To 1951.

To 1951 exAéyeton TpdedPog 0 ZeTOVALO
Bapykag kot pével oto a&iopa yio 3
1POVIQ. TNV GLVEYELN TOpALTELTOL KO
OVTOKTOVEL.

Amd 1o 1954 péyprto 1956 mapatnpeiton
pioe ovveyOpeVn alday 6TV Nyecio g
xbpag.

To 1956 avePaiver otnv e&ovoio o
Aaikiotig Zovoehivo Kovumitoek,
KO QEPVEL TOALTIKT KOl OLKOVOLLLKT
otafepdTNTO GTN XOPO TO ETOUEVOL
1poVLaL.

To 1960 Eekva va avadveTOL TO TPDOTO
Kopa tov Zivepa Noo.

To 1961 o Zodo I'kovrdpt avarapfavet
TpOEdPOs nEYPL To 1964.

Tnv In Azmpidiov 1964, o otpatog
Sumpartel Tpadudnnpa £1g fépog tov
T'kovAdpt pe T1g TAdteg Tov Hvopévav
Iolrteidv Apepikng. O otpatodg Ho
TOPOUEIVEL GTNV KLBEPVION HEXPL TOV
Méptn tov 1985.

To 1964 10 Xivepo Nopo Eekva va yiveton
O OPLHLO, OEVTEPO KVLLAL.
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mIn 1946, Eurico Gaspar Dutra becomes
president of Brazil until 1951.

In 1951, Getulio Vargas is elected
president, a position he held for 3 years.
He then resigns and commits suicide.

From 1954 to 1956, brief interim
governments followed one after the
other.

In 1956 populist Juscelino Kubitschek
rises to power, offering political and
economic stability to the country in the
following years.

In 1960 Cinema Novo is born, first wave.

Jodo Goulart assumed the presidency
from 1961 to 1964.

On the 1st of April 1964, after a coup
d’etat, the Brazilian Armed Forces with
the support of the United States of
America, deposed Goulart. The military
dictatorship would remain in power until
March 1985.

In 1964 Cinema Novo is becoming more
mature, second wave.

Political factions and conflicts within the

military dictatorship take place in the
coming years.
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TToltikég TopoTaelg Kot Stapdyeg eVtog
NG OTPATIOTIKNG SIKTATOPiNG AapBavouv
XDOPO TO ETOPEVAL Y POVIQL.

To Xivepo Nopo praivel 6o tpito kdpa,
a6 to 1968 uéyptto 1972.

To kwnpoatoypagucd ctovvtio Embrafilme
13pYETOL Y1 VO ODGEL SOVAELD GE
GKNVoDETEG TOV AyvoOHV TNV 1dg0r0YioL
tov Nofo.

O Glauber Rocha avtog&opiletor 6To
Iapict, 6mov Bo mapopeivet yio déka

1povLa,

To 1972 to xivnua tov Nopo apyilet va
ofnvet.

To 1985 1 GTPATIOTIKT YOVVTO TEGTEL KO
TpoEdPOG avoknpvocetat o Tavykpévto
NéBec.

To 1988, n ydpa praivel oe TePiodo

dnpoxporiog, Tnv ovopalopevn ‘Néa
Anpoxpartio’.
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Cinema Novo enters its third wave, from
1968 to 1972.

A cinema production studio called
Embrafilme is established by the military
government in order to fund and help
directors who ignored Cinema Novo’s
ideology.

Glauber Rocha is self-exiled in Paris,
where he would spend his next ten
years.

In 1972 the movement of Novo begun
dissolving.

In 1985 the military dictatorship falls and
Tancredo Neves is elected president.

In 1988 the country is entering a

democratic state, the so called ‘New
Democracy’.
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TO XINEMA NOBO
CINEMA NOVO

or 10 1940 o emyeipnuatiog Ppavko Zapmapo, TPOCSTOODVTAG VOl AVOTPEYEL TV MG
TOTE PLELOUEVT KIVILATOYPOPIKT VTTOSOWT, dNtovpyia kot Tapaymyn g Bpaliriog,

o€ GYE0N LE TIG YEITOVIKEG YDPES TNG ApyevTiivig Kot tov Me&iko, avoiyel To Bépa
Kpodl Ztovvtio, £vo vTeEPGVYYPOVO GTOVVTIO TOALMY EKATOULUVPIOV, TOV GTOYEVE GTNV
napaymyn Bpaliiavikov Towvidv pe vynid tpoétuna, fdlovtag ) ydpo otov d1ebvi

KIWVNULOTOYPAUPIKO YEpTT.

To Bépa Kpov Zrovvtio mapiyaye 18 tawvieg (1951-54), kot Eapvikd otapdtnoe

N Aettovpyio Tov SNAOVOVTOG TTOYEVGT), TOAD TOOVOV AOY® TNG EAAENYNG
GTPUTNYIKNG Kot TpOGPaons o€ GoPapd dikTvo TPOPOANG Kot dLovopng, oAAE Kot yio
TO KIVILOTOYPOOIKO WELLO TTOV dNtovpyovse Kat tpombovace yia po Bpoalidio mov dev
VINPYKE.

‘Etot, péoa amd v avodo kot tny ntdon ths Bépa Kpov mov giye Bécet ynid tov miyn
TOV TPOTHT®V TOPAYOYNG TOV BPaltAdvikon KIvnHatoypaeov, yevviinke to Zivepo
NoBo.

To kivnpa tov Zivepa Nofo dpytoe va avadvetot otig apyés tov 1960 og emakdrovbo

NG SNULOVPYIKNG AVTIOPUOTG TOV £PEPE O AEYOUEVOS ‘VEOG KIVILOTOYPAPOS TOL EixE
apyicet va avliler otnv Evpdnn kot mov npbe va amapvndei tov xpuoovg Kavoveg Tov
elye omeipel G TOTE 0 ‘TPAOTOG KIVNULATOYPAPOG .

To Xivepa Nopo kot ot Bpalikidvor dnptovpyol arapviidnkoy to oveprd tov
Bropmyavomompévou 6TovvVTlo OTMG OVATTLGGOTAY 6TV ApyevTiviy Kot to Me&ikod, Kot
GTPAPNKAYV GTO TLO OTAN HLECQ, LLE LKPG GUVEPYELD, YOUUNAO KOGTOG TOPOY®YNG KoL LE
pia ToAD o ehevBepn eOpa dnpovpyiog, exnpeacpévn and tn yoAiikn NovBEL Bayk
KOLL TOV ITOAKO VEOPEUMGOLO.

Ykomdg tov NoBo Nrav va tpombncet tny mpaypatikny Bpalidia 0nmg dev eiye oyeddv
noté poPindet Eavd, 1060 ooV d1EbVN Y PO 660 Kt 6TOV TS TANOVGLO TNG YOG,
pe 6toyo TV TaéIKn GLVEIONGT Kot TN SNUovPYio LG ETAVOGTATIKT TVONG.

Avo NTav o xapaktnplotikd Tov Cinema Novo: T0 HEYAAO TOATIKO KUPOG TOV ATEKTNGE
pe T Bepotoroyio Tov, Kot ot 6tabepd EnaVUcTATIKEG TOV TPOoHEGELS. AgV fTay Evag

KWWNULOTOYPAPOG OV £iXE G GTOYO TOV QOPUAAIGHO, TO GECTIPAA KOL TV KOAAITEYVIKT
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30&a TV ONULOVPYDV TOV, TOVVAVTIOV, EKONAMVE EVOLOPEPOV Yia TIG GKANPEG LALES, Yio
T0 gKaToppvpla Tov Bpalilidvev mov {odcav 6to Teptddplo TG mapay®yns Kot TG
Kotavaioong. Ot 6KNVobETEG, EVEOUATMOVOVTOG TIG IGTOPIKES TAPAIOGELS TNG AATIVIKY
APEPIKNG KO TOV TOAMTIKO TPOPBANLOTIGIO GE LI AP YT LOTIKG KOTOVONTY QOPLLOL,
EMBIOKOV VO LETAUPAAOVY TOV KIVILATOYPAPO GE LI AOTKT] KPOVYT EVAVTLO GTT QTOYELL
KOL TNV VTOVATTUED.

H onpavtucdtepn eryovpa tov Kivijpatog ntav adtopeiofntnra o Glauber Rocha (1938-
1981) o omoiog Gpnoe Kot oG ypamt Tapakatadnkn 1o Mavipéoto tng leivag, neta&d
TOALDV GAL®OV YPATTOV EK TOV OTOI®V SVGTLYDG EALYLOTA SlacOONKAY.

To pedpa tov Zivepo NoBo kabpéptile tnv meiva Kot TV TdYELN OLOS AEITOVPYOVGE
KOUL OVELPIKAL:

«O KvnuoToypagikog onuiovpyos tov Tpitov Koopov mpénel vo, divel o mpofaoioua otny
Opaon kai Oyl Gt GKEWI], 0 O& KIVIUATOYPAPOS TOV OPEILEL TPOTIOTWS VO. EIVOL OPYAVO
e&éyepong’ onAaodn, Evag KIVIUATOYPAPOS TOV AVIOPTOTOAEUOVY. Blémovue, oniadn, mwe
70 Cinema Novo eivai Tavtoypova Evag KIVIUATOYPAPOS AiKOS KO TOD ONuiovpyoD,

010, TOV OO0V TPAYUOTDOVETOL «TO TAAO OVELPO YIa. EVOY AOIKO KIVIIULOTOYPLPO TV

olavoovuEvawvyy. [2]

To Zivepo NoBo avarvetal 6e 3 @AGEIG LOY® TOV OLKOVOULKOV TOV TOP®V AAAG KoL TOV

VTOTLOV TOATIKOD K0l KOWVOVIKOD TOTIOV TOV EVAALAGGOTOV GUYVE:

1. A6 10 1960 péypt to 1964, n TpdN TOL TEPi0S0G dNAAOT, TAV 1) TLO ALY VY, HLOG

Kot 01 6TOY0L TOL pedATOS NTav va dgi&el Tn Bpalidia 0Tmg NTov mpory Lotk Ko

va dnpovpynbovv aibovces KvnHaToypapov Tov o VToGTNPLLOY AVTES TIG KPEG
mapaymy£Eg. TKkNVEG amd Tig (még HEGa 0TIG POPEAES KOl TOL GEPTAO TTOV YTVTOVGAV TOV
TVPNVA TNG KOWOVIKNG £EaOAlmwong -t Bpnokevtikn ano&évmaon, ™ Pia, Tnv meiva, Tnv
VLOVATTVEN KOL TOV 0ydVE TOL GTMY0D AoV~ OAOL YUPLOHEVA LLE £V VIOKILOVTEPIGTIKO
VQOG Kal EUPOOT GTO PLGIKA TOTIO TNG YDPOC.

2. And 1o 1964 péxprto 1968, to devtepo kb tov Nofo yapaktnpictnke amd morhovg
KPLTIKOVG (G TO L0 YOVIIO KOl KIVILOTOYPOPIKE TOPOY®YIKO OUL®G TAVTOY POV

Kot tetopévo. Me to otpotietikd mpasikonnua g 1" Arptiiov 1964, 6mov o Zodo
I'kovAdpT xGver TNV TPoedpiki Tov eE0Vaia Kot 0 6TPUTOS TAPAUEVEL 6TNV £E0VGTNL

yo 21 xpovia, 0 Ladg xavet tantdypova kot Th Tiotn Tov 6to Xivepa Nopo. Tawieg
EMNPEAGUEVEG KOl SOUNUEVES VO aVaADGOVY TNV amoTVYi0 TOV AXIKIGLOY, TV
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GTPUTNYIKAOV aVATTLENG KOL TOV 0PLETEPDV OLOVOOVUEVAOV Y10 TNV TPOGTAGLO TG
BpaliAavikng dnpHokpatiog TopOVGLIAGTNKOY GTO TUKPAUEVO KOWO. Ad TV GAAN,
apKeToi 6KNVODETEG omopakpOHVONKaY 0md TNV osOnTIKN TG TEIVOG Kot GTPAPT KOV
TPOG TN SNULOVPYI0 TOVIDV TLO EUTOPIKOD VPOVG TOV GTOYEVAV GE LEYAADTEPES
PECTIPOMKEG KO KOO LOTKES TPOPOLES.

3. H tpitn ko tedevtaio @aon tov Nofo and to 1968 péypt o 1972 éxet yapaxtnpiotel
KO ©OG 1 TPOTIKN-avOpmToPaylkn mepidog Tov KIVAOTOG. AVOpomopayiki 1660
KUPLOAEKTIKG LEGH amd TN OEUATIKT TV TAWVIDV, 0ALA KoL LETAPOPLKE LADVTOG Yol
v {01 ) xdpa g Bpalikiog. Tpomikn, amd o gikactikd pedpa tov Tpomikiouod

M Tpomixdia), 660 Kot yio TNV idte TNV aeONTIKN TOV TOVIOV TAOVGLO GE TOATLKO,
£0voypapLKd Kot KOW®VIKO TepLexopevo 060 kot 1 {odykia g Apalovias. Kabog to
Tpito KUHLO EGTPOYVE TOVG GKNVOOETES VOL TAPAYAYOVV TLO ‘EMAYYEALATIKEG TOVIES, KATL
oV £pYOTAY 6€ avTifESN pE TO TPOTO KOM AAAG Kot TV OAN 18€0A0Y it TOV KIVIHLATOG,
TO AVTEPYKPAOVLVT Kivipa Tov Zwvepd Maplivad avadvOnke yio vo GuVEYIGEL TOV apyIKO
okond T0V NOBo ¥pNoIHoTOLOVTAG TOYE Kot ‘Bpopika” péca.

To otpatioTKod TPAEIKOTNUA AAAE KOl 1) AVOd0G TOL GTPOTOD GTNV £E0Vain Epepay
oy oryd Tov Bdvato tov kivnpatog. [loAdoi cknvobéteg diépuyay, eéoploTnKay

N avtoe&opiotnkayv and ) Bpaliria, tawvieg Aoyokpibnkav kot otn xepdtepn
KOTOGTPAPT KOV, KOl TO KIVILATOYPapKO 6TovvTio Tov Ebrafilme mov mapovoidotnke
amd ™ oTpaTIOTIKN Stktartopio o 1969 Npbe va ddoel youi oe oknvodétes Kot Tavieg
oV ayvoovoav TNV 1Weoroyio tov Nofo.

o Brazil had a far less developed national cinema than either France or Japan;
;though the cinema arrived early to Brazil, and despite continuous activity,
flmmaking had not developed the infrastructure or production quantity of either
Mexico nor Argentina, its two Latin American rivals. There was an attempt to change
that in the late 1940s, when a Sdo Paulo industrialist, Franco Zamparo, announced
the creation of Vera Cruz Studios, a multimillion-dollar, state-of-the-art film studio
that was designed to create an international caliber cinema.

Vera Cruz produced 18 films from 1951 to 1954, when it stopped production and filed
for bankruptcy. What had happened? There has been much analysis of the failure of
Vera Cruz. For some, it was their lack of access to serious distribution and exhibition
networks that doomed their box office figures; for others, the fact that so few of their
films had any connection to Brazilian his- tory, life or culture.
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Whatever the reasons, Vera Cruz certainly raised the production level and standards
for Brazilian filmmaking, and installed in the minds of its filmmakers the idea of a
national Brazilian cinema in dialog with international cinema. Intensely aware of
changes in European, Japanese and US cinemas, Brazil’'s Cinema Novo rejected the
“studio cinema” model of Vera Cruz and opted instead for a faster, looser approach
to filmmaking that depended heavily on the availability of light, hand-held cameras,
faster film stock and magnetic sound. The first Cinema Novo films were shorts and
documentaries, but by the early 1960s, a number of feature films emerged from those
associated with the movement.

Cinema Novo represented a rejection of the idea of creating an industrial, studio-
based cinema as had developed in Mexico and Argentina. Cinema Novo had two
principal aims: to reveal a Brazil that had rarely, if ever, been seen on screen before,
and to create a distinctive way of telling its stories, one that rejected the model of
classical film narration both aesthetically and politically.

Cinema Novo was very much in keeping with at least one strain of political and social
thought of that time. Beginning in the 1950s, Brazil had become a major industrial
nation, with a successful automobile industry and export capabilities in areas ranging
from home appliances to pharmaceuticals. This industrial growth brought a sector

of Brazil’s industrial and financial class in direct competition with especially the
United States, which since about 1900 had been the single most important force

in the Brazilian economy; Brazil was presented as a nation that had outgrown its
formerly subsidiary role, and was now ready to be treated as an equal in economic
and political affairs. Cinema Novo was very much allied to this “radical national
bourgeois” position, hoping both to be part of that ongoing national dialogue, as well
as part of an overall cultural renaissance that included the planning and creation of
Brasilia as well as the international musical success of bossa nova.

Yet, just at the moment when Cinema Novo was reaching a level of artistic maturity,
the military took power in a coup that began on April 1,1964, and which would remain
under military control for the next two decades. [1]

The most important figure of Cinema Novo was without a doubt Glauber Rocha (1938-
1981), who also left as a trust the Manifesto of Hunger amongst many other writings,
of which unfortunately very few survived.

Cinema Novo can be analysed in three phases due to Brazil’s political and economic
landscape that was constantly shifted at that time:
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1. From 1960 to 1964, the first wave, was perhaps the most pure one, since the

goals of the movement was to show Brazil as it really was and to create art house
cinemas that would support small productions. Scenes from the lives in favelas and
sertaos would hit the core of social misery - religious alienation, violence, hunger,
underdevelopment and the struggle of the poor - all shot while using a documentary
look and emphasis on the natural landscapes of the country.

2. From 1964 to 1968, the second phase of Novo was described by many critics as
the most prolific and cinematically productive, but at the same time heated. With the
military coup of April 1964, in which Joao Goulart lost his presidential position and
the army would remain in power for 21 years, people also lost their faith in Cinema
Novo.

Films influenced and structured to analyse the failure of populism, development
strategies and left-wing intellectuals to protect the Brazilian Republic were presented
to a bitter audience. On the other hand, several directors moved away from the
aesthetic of hunger, towards making films of a much more commercial nature aimed
for larger academic and festival screenings.

3. The third and last phase of Novo, from 1968 to 1972, has been characterised as

the tropical-cannibalistic period of the movement. Cannibalistic both literally through
the themes of the films and metaphorically about the country of Brazil itself. Tropical,
from the art movement of Tropicalism (or Tropicalia), as well as for the very aesthetics
of the films themselves, rich in political, ethnographic and social content just like the
jungle of Amazonia.

As the third wave pushed directors to produce more ‘professional’ films, an action
contrary to the first wave but also to the whole ideology of the movement, the
underground movement of Marginal Cinema emerged to continue Novo’s aim using
poor and ‘dirty’ means.

The military coup d’etat and the rise of the army to power gradually brought the
death of the movement. Many filmmakers were exiled, self-exiled or escaped Brazil,
films were censored and at worst destroyed, and the Ebrafilme cinema production
studio established by the military dictatorship in 1969 came to support directors and
movies that ignored Novo’s ideology.
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H AIZOHTIKH THX IIEINAX
TOY GLAUBER ROCHA (1965)

OTOCTOILO

)

Lo avt0 0V A0Y0 N mEeiva oty Adativiky Auepiki 0gv eivol amwAd Eva ovnovyYNTIKO
ovumTTOUA: EIVaL ) 0VTI THS Kovwvias pag. Edwm evtoriletor  tpoyikn avbeviikdTnro tov
Néov Ziveua (Cinema Novo) oe ayéon pe to woykoouio oiveud. H ovbevtikotya pag eivou
1 TEIVA LLOG KOu 1] UEYaADTEPN dvaTVYIO EIVaL TWGS VTN 1 TEIVA EIval a1aOnTi 0ALd Oy
KOTOVONTH TVEVUATIKG.

()

Aoty 5jtav n yroldepl 1wy eCabliouévaov avlparwy mov yapaxtipioay to Cinema Novo ue
&vo ovatoyioud (miserabilism) wov KoTaOIKAGTHKE O.TO TNV KVPEPVNOT, OTO LI0 KPITIKT
oV eEOTNPETEL OVTIAAIKG GOUPEPOVTA, OO TOVS TAPOYWYOVS KL OO TO KOLVO — UE TO
TeAevTaLO VO EIVAL AVIKAVO VO, OVTILETOTIOEL TIG EIKOVES THS PTWYELAG.

()

Kazavoobue tn meivo mov o1 Evpwmaior kot n wieiovotnta twv Bpalilidvwy amétvyay va
kazovonoovv. I'ia tov Evpawmaio, eival €vag mopdéevog tpomikos covpealionog. I'ia tov
Bpadilidvo, givai eOvikiy vipomn. Aev tpael, AAAG VIPETETAL VA TO TEL KAl WOTTOCO, OEV
&épel amo wod mpoépyetal ovth N weiva. I'vawpilovue —10g Kot ONUIOVPYNoaUE EKEIVES TIC
doynues, Olifepég tavieg, exeivo. ta ameAmiouéva pili mov ovplialovy, ato omwoia 1 Loyikn
eV KOPLOPYEL TAVTA— ONAaOT QVTI] 1) TEIVOL OEV UTOPEL VO UETPIOAGTEL UE UETPIOTIOOEIS
KOPEPVNTIKES UETOPPOOUITELS KT QDTO O LLOVOVOS TOV EYYPUOLOV PIAL OEV UTOPEL VO, TO
KpOWeL, aAld avtifeta eTIOeVaVEL, TovG 0yKovS Tov. 1100 0VTO, HOVO EVag TOAITIoNOS
TEIVAG UTOPEL VO CETEPATEL TOLOTIKG, TIG IOLES TOV TIG OOUES JUE TO VAL TIC DTOVOUEDTEL KOL VL

71¢ karooTpéyer. [3]
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THE AESTHETICS OF HUNGER
BY GLAUBER ROCHA (1965)

extract

]
?his is why the hunger of Latin America is not simply an alarming symptom: it is the
essence of our society. Herein lies the tragic originality of Cinema Novo in relation

to World Cinema: our originality is our hunger, and our greatest misery is that this
hunger is felt but not intellectually understood.

()

Such was the gallery of famished people that identified Cinema Novo with a
miserabilism condemned by the government, by a critique that serves anti-nationalist
interests, by the producers and by the public—the latter being incapable of facing the
images of poverty.

()

We understand this hunger that Europeans and the majority of Brazilians have failed
to understand. For the European, it is a strange tropical surrealism. For the Brazilian,
it is a national shame. He does not eat, but is ashamed to say so; and yet, he does
not know where this hunger comes from. We know—since we made these ugly, sad
films, these screaming, desperate films in which reason has not always prevailed—
that this hunger will not be cured by moderate government reforms, and that the
cloak of technicolor cannot hide but rather aggravates its tumors. Therefore, only a
culture of hunger, by undermining and destroying its own structures, can qualitatively

surpass itself. [2]

B L S
o Ty ‘
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H BIOI'PA®IA TOY GLAUBER ROCHA

o O Glauber Rocha yevviOnke otig 14 Moptiov 1938 oty Mrdyia, 6to
Bopetoavarorikd tunpa tng Bpaliiog kot mébave otic 23 Avyovstov 1981, oe nhkia 43
£TMV, o€ Voookopeio tov Pio vie TCavEpo amd TvevoviKo oion L.

Meyarlmoe Hovpdalovtog T AUEPIKOVIKA YOVEGTEPY, Kal EVimbe EAEN Yo TOVG
TaPAd0GLOKOVG HUOOVG Kot TELETES, KATL TOL B povel Kot apydTEP GTNV KOAATEYVIKN

oV dnpovpyia.

e nhikia 16 etdv Egkivnoe va S0VAEDEL MG KPLTIKOG TOVIOV. Eekivnoe, olAd Alyo
ApYOTEPQ EYKATELEWE, TIG GTTOVOES TOV 6T NOIKT, EVE TOVTOYPOVE S0VAEVE O
Bonbog TovidV KoTaPEPVOVTAG ETGL VAL YUPIGEL THV TPMTN TOV LIKPOV HIKOLS Tovio
Patio to 1959.

Yuvéyoe vo epyaletol g ONOGLOYPAPOG Kal, EYKOTAAEITOVTOG HLo Y10l TAVTO TV
aKadNUoikn Totdgio, 0KoA0VONGE TNV OpUT| TOV V. Yivel oknvobETNG.

v nhkia tov 20 petakopioe oto Plo, kot pali pe GArovg EexmploTons d1ovoovIEVOLG
kot okNnvoBéteg 0Tmg toug Képrog Ntidykeg, Aéov Xiptopav, Poovt I'képa, NéLcov
Tepéipa Ntog Zdvtog ko Zoakip [1€dpo Nte Avtpdavre, Eexivnoay péca and Tig touvieg
TovG va ytitovv éva kKivnuatoypaekod pevpa. To kivnua tov Zivepa NoBo Epyetor og
enifeon GTNV ATOTUYNUEVT KIVILOTOYPOQIKT Tapay®myn Tov atovvtio Bépa Kpovl,
AALG KO OG AmAVTNGT GTLG PPECKEG LOEEG TOV GKOPTOVGE O “VEOG KIVILATOYPAPOG
otV Evpann. To NoBo eiye yevvnOel yio va p€pet v elevbepia, Tnv adlayn kot tnv
avayvoplon Tov ypetalotov To BPaliidviko GIVENE K TOV £00.

H ¢nun tov Rocha edpardOnke pe tig tovieg Madpog Ocog, Asvkog Aidfolog (Black
God, White Devil) (1964), Xapo oe Aywvia (Entranced Earth) (1966) ka1 Avtovio vrog
Mopreg (Antonio Das Mortes) (1969). H tawvio Barravento (1961), 1o peydiov pikovg
KWWNULOTOYPAPIKO TOV VIEUTOVTO 6€ NAkia LOAMG 21 eTdv mpofAndnke otny TpdT
£K0001 TOL KIVNLToYpopkol eesTial Tng Néag Yopkng, Ttapovcstdlovtag tny
a1eONTIKY KoL TNV OTTIKY TOV KOt, KOLoVO®G, £3pa1dVOVTOS TO OVOLLL TOV G TOAAG
VTOGYOLEVOG GKNVODETNG TO 1964 pe TV Kivnuatoypagikn aAknyopia tng avOpdmvng
Yroapéng Mavpog Ocog, Acvkoc Aiafolog d6Tov Kot Stay@viotnke yio tov Xpuco Poivika
670 17° Oeotifal Kavvav. To 1966, n tawvio tov Xopa oe Aywvia, puio. ToAMTiKy) S0VAELL
yio T dvvaun Kot ) StapBopd, képdioe to Bpafeio FIPRESCI oto 19° deostifdi
Kavvav kot ) Xpoon Agomdpdain oto 18° Aebvég Gectifdl tov Aokdpvo. To 1969
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KUKAOQOopet To Bilato ko Aopikd Avzovio Nrag Mopreg mov anéonace Tov Xpucod Poivika
670 22° Oeotifar Koavvov.

Avtooyediaciol, fpopid, metva, voTepia, ETAVAGTAGT), VSTV Kot TaPalcONGELS
yapaxTploy To £pya Tov.

Méoa amd ™) 6pdon Tov oG NYETIKN Pryovpa Tov Zivepa NOBo améktnoe Ty mo peyain
avayvoplon avapesa 6tovg Bpaliitdvous dtavooduevoug thg Evpdang kat ot tavieg
oV avaAbOnKav TeptocdTEPO and Kabe dAlov Kivnpoatoypapiot tote. To 1971 o
Rocha avtogopiotnke oto [apict 6mov kot £inoe 10 ypovia Ta&devovTog TapaArnia
otV lomavia, tnv Hoptoyario kot T Xikn. Méca 6e 6ha avtd Tt Xpovia avtoeEopiog
npoomddnce péca amd TG yvopiuies tov pe ta meplodikd Cahiers du Cinéma kou Positif
Vo, (TioEL o Ty KOGHIoV EUPELELNG KIVILATOYPOOIKT YVAOGT Kot YVAPLLi0 TOV KOOy
KO TOV KPLITIKOV Yo To Zivepo NoPo, kTt mov eiye oM apyicet vo KAvel pe d1dpopo
ta&idio oy Evpdnn amd o 1960.

Ot tavieg Tov £(0vV YopayTel 6GTO LVAAO TOV AVOPOTOV TOV KIVNLOTOYPAPO Yio TNV
TPOTOTOPLOKT TOVG HOTLA, TO EMOAVACTATIKG Kol TOMTIKE oToryeia Tov eEmbovaay Tov
A0 VoL ONKDGEL TO VAGTN LA TOV, TNV AKOUTTY SPOLOTOVPYIKT oloONTIK) Tov cuvdvale
TN HOVOIKY| oapma, T Bia Kot To Aaiko O€atpo, ahld Kot yia To povigésto tov Rocha, H
AoOntin e Heivag (1965) mov ytvmovce cov 6Tho og Kabe Tov Tavia.
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GLAUBER ROCHA’S BIOGRAPHY

v Glauber Rocha was born on the 14t of March 1938, in Bahia, the northeastern state
of Brazil, and died on the 23" of August 1981, at the age of 43, in a hospital at Rio de
Janeiro due to lung infection.

He grew up admiring American westerns, and was drawn to traditional myths and
ceremonies, elements of inspiration which clearly were identified through his artistic
creation later on. At the age of 16 he began working as a film critic. He started, but
soon after a while dropped out, of his law studies, while at the same time working as
a film assistant, thus managing to shoot his first short film Patio in 1959. He continued
to work as a journalist and left academic education once and for all, in order to
pursue his drive of becoming a director.

At the age of 20 he moved to Rio, and along with other fellow filmmakers such as
Carlos Diegues, Leon Hirszman, Ruy Guerra, Nelson Pereira dos Santos and Joaquim
Pedro de Andrade began, through the films they have been making, to build a
cinematic movement.

The movement of Cinema Novo came as an attack to the failed cinema production

of Vera Cruz Studio, as well as an answer to the fresh ideas that ‘new cinema’ was
spreading across Europe. Novo was born to bring freedom, change and recognition
to the much-needed Brazilian cinema, from within.

Rocha’s fame was established with the films Black God, White Devil (1964), Entranced
Earth (1966) and Antonio Das Mortes (1969). Baravento his feature film debut (1961)

at the age of 21 was screened at the first edition of the New York Film Festival,
showcasing his taste and visual creativity. He continued establishing his name as a
promising director in 1964 with the cinematic allegory on human nature, Black God,
White Devil, which was also a Palme d’Or nominee at the 17" Cannes Film Festival.

In 1966, his film Entranced Earth, a political metaphor on power and corruption, won
the FIPRESCI Award at the 19" Cannes Film Festival and the Golden Leopard at the
18" Locarno International Film Festival. In 1969 he released the violent and lyrical
Antonio Das Mortes and won the Palme D’Or at the 22" Cannes Film Festival.

Improvisation, dirt, hunger, hysteria, revolution, misery and hallucinations were
distinct elements throughout his films.

Through his action as a leading figure of Cinema Novo he gained the biggest fame
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amongst Brazilian intellectuals in Europe, and his films were analyzed perhaps more
than any other filmmaker at that time.

In 1971, after the 1964 Brazilian coup d’etat, Rocha went into self-exile to Paris where
he spent ten years there while travelling at the same time in Spain, Portugal and
Chile. During all these years of self-exile he tried through his contacts with film
magazines such as Cahiers du Cinéma and Positif, to build an international cinematic
knowledge for audience and critics on Cinema Novo, an effort he started since 1960
with repeated journeys in Europe.

His films have been marked in the minds of cinema people for their pioneering look,
the revolutionary and political elements that empowered people to stand up, the
vivid dramaturgy that combined samba music, violence and popular theatre but also
for Rocha’s manifesto The Aesthetics of Hunger (1965), which struck as a weapon in
each of his films.
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OPIAMOI'PA®IA
FILMOGRAPHY

Patio
(1959)

A Cruz na praca
(1959)

Barravento
(1961)

Deus e o Diabo na Terra do Sol
(1964)

Amazonas, Amazonas
(1966)

Maranhdo 66
(1966)

Terra em transe
(1967)

1968
(1968)

O Dragao da Maldade contra o Santo

Guerreiro
(1969)

Depths of Brazil: Then and Now

Der Leone Have Sept Cabe¢as
(1970)

Cabegas Cortadas
(1970)

Cancer
(1968-72)

Historia do Brasil
(1974)

As Armas e o Povo
(1975)

Claro
(1975)

Di Cavalcanti
(1977)

Jorjamado no cinema
(1977)

A Idade da Terra
(1980)
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O KOINOX AZONAX

o To AvOpowmopayié Mavipésto Tov Ocfaivt vre Avtpdvte (1928) / andornacpuo.

Movo n avBpwmropayio uag evavel. Korvovikd, Oikovouikd, PrAocopika.

* %k 3k

O povadikog maykoouiog vouos. H petopgieouévn Exkppaon kabe atouikionod, xabe
koextifionod. Olwv twv Opnokeidv. OAwv twv aovinkav the Eipivig.

* % %

Na eioon Tovmt i va uny gioai, 1000 1 amopia.
* % %

Kdrw xdbe katiynon. Kot karw n uave tov I'kpazot.

& 3k 3k

Me gvoropéper uovo ot oev givor 01xo pov. O vopog tov avlpidmov. O vouog e
avlpwropayiog.

Toudia tov Hriov, untépo twv (wviavay. AvaxalbpOnkes kai ayarnOnkes robioouévo. ue
0N TNV DTOKPITIO, THS VOGTOAYIOG OO TOVS UETAVAOTES, TOVS TKAGSODS Kal TOVS TOVPIOTEG.

2 ydpo tov Meyal.ov Pioiod.» [4]
H AweOnixij tyg leivag tov Glauber Rocha (1965) / anécracua

Aixws oupipolia, n Aotiviry Auepixn mopouéver omoixio. Avto mov d1okpiver Tny
OTOIKIOKPOTIO. TOV YOG OO EKEIVI TOV THUEPT. EIVAL OTAC. Ol EKAETTOOUEVES UOPPES THS
OV EPapUOloVTal Omo TOV GOYYPOVO ATOIKIOKPATH.

(o)

H atiyun g fiog eivar  otiyus wov o owoIkiokpaTns ovvelontorolel Ty vmapln tov
EMOIKITUEVOV. MOVO TOTE, OTAY EpYETOl AVTIUETWTOG e T flo umopel vo, avtiinglei o
OTOIKIOKPATHG, UETE OO TOV TPOLLO, TH OVVOLLI] TOV TOMTIGUOD TOV OT0LO EKUETOALEDETAL.

Ooo dev maipvel to. omAa, 0 ETOIKIGUEVOS AVOpwTOS Tapauéver okAdfog. [5)
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COMMON GROUND
&y Cannibalist Manifesto by Oswald de Andrade (1928) / extract

Cannibalism alone unites us. Socially. Economically. Philosophically.

* K Kk

The world'’s single law. Disguised expression of all individualism, of all collectivism.
Of all religions. Of all peace treaties.

* kK

Tupi or not Tupi, that is the question?

* kK

Down with every catechism. And down with the Gracchi’s mother.

I am only concerned with what is not mine. Law of Man. Law of the cannibal.

(eens)

Children of the sun, mother of the living. Discovered and loved ferociously with all the
hypocrisy of saudade, by the immigrants, by slaves and by the tourists.

In the land of the Great Snake. [3]

The Aesthetics of Hunger by Glauber Rocha (1965) / extract

Latin America remains a colony. What distinguishes yesterday’s colonialism from that
of today is merely the more refined form of the colonizer.

()

It is the moment when the colonizer becomes aware of the colonized: only when
confronted with the sole possibility of expression of the colonized, violence, can the
colonizer understand, through horror, the strength of the culture he exploits. As long
as he does not take up arms, the colonized man remains a slave. [4]
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INEPIAHYEIX TAINIQN
FILM SYNOPSES

O Dragdo da
Maldade Contra
o Santo Guerreiro
/ Antonio Das
Mortes

or 2Kknvobecia: Glauber Rocha

Ej:vdpw: Glauber Rocha

AevBvvon Potoypaeicg: Afonso Beato
Movoik1|: Marlos Nobre, Walter Queiros, Sergio
Ricardo

Movtdl: Eduardo Escorel

Koaiireyvikn Atevbvvon: Helio Eichbauer,
Paulo Lima, Paulo Gil Soares ITapaymyn:
Glauber Rocha, Claude-Antoine, Luis Carlos
Barreto, Zelito Viana [Ipotaymvictovv:
Mauricio do Valle, Odete Lara, Othon Bastos,

Jofre Soares

Mua tovia emoyng yio o Bpaliiio mov
dev vmapyet mia. Amotelel To oikoveL

0V Mavpog Ocdg, Aeviog Aidfolog
(1964) kon dtdadpapatiCetor 29 xpovia
petd ) doropovia tov Kopicko

(Eav0oc Aaporog), Tov TelevTaion TV
Kaykacépog and tov Avtovio Ntog
Moprteg. Tov ‘Taild kapod’, 0 GKOTOG TNG
Cong tov Avtovio nTav n eE6vTmon TV
Kaykacéipog Aoy mpocmmikng £x0pag
gvavtiov tovg. H {on tov ftav avovoia
ta tehevtaio 29 ypovia, aAAd Tdpa, pio
Kovovpyla TpokAnon tov tepiévet. Otav
évag Kaykocéipo eppoviletal 610 Zaptév
vte [Tipdvyag, o Tpodyovtag tng TepLloyng,
£V0G YEPOG AVOP®TOG, KAVEL TO TPOPAVEG

ta B mg Bpaliiag: Tote ket Topa
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(1969, 95",
Bpalidio / Brazil)

ey Directed by : Glauber Rocha

Written by: Glauber Rocha

Cinematography: Afonso Beato

Music: Marlos Nobre, Walter Queiros, Sergio
Ricardo

Editing: Eduardo Escorel

Art Direction: Helio Eichbauer, Paulo Lima,
Paulo Gil Soares

Production: Glauber Rocha, Claude-Antoine,
Luis Carlos Barreto, Zelito Viana Cast: Mauricio

do Valle, Odete Lara, Othon Bastos, Jofre

Soares

A period piece about a Brazil that is

no more. This movie is the sequel to
Black God, White Devil (1964), and takes
place 29 years after Antonio das Mortes
killed Corisco (Blond Devil), last of the
Cangaceiros. In ‘the old days’, Antonio’s
function in life was to exterminate these
bandits, on account of his personal
grudges against them. His life had been
meaningless for the last 29 years, but

TVAC 2021

yloavtov: Kakei tov Aviovio Ntag Mopreg,
Tov povid tov Kaykacéipog. Ztnv apyn
0 Avtovio elvor exotactacpuévoc. H (on
OV £yel amoktnoel Eava vonpa. AALG
GUOVTOUO YIVETOL TPOQAVEG OTL AVTOG

o kovovpylog Kaykacéipo (ovopartt
Koipdva), dev eivar évag axopa Kopicko
arrd évag weatotns. ‘Evag 18eaMotng
tov e&nvta ota povya Twv 40. 'Evag
NYETNG TOV OTEATIGUEVOV KOl TOV
newacpévoyv. O Avtovio Ntoag Mopteg
Eexwva vo avabeopel Ta arcOnpotd tov
npog Tov Koipdva kot Tovg 0madovg tov.

Deus e o Diabo
na Terra do Sol /
Black God, White
Devil

or 2Knvobecia: Glauber Rocha

;svdpto: Glauber Rocha

Aevvvon Potoypaeiog: Waldemar Lima
Movotkny: Sergio Ricardo, Glauber Rocha
Movtal: Rafael Justo Valverde

TMopaywyn: Agnaldo Azevedo
Ipwtayoviotodv: Yona Magalhes, Ceraldo Del
Ray, Othon Bastos

Mio poBoThacTiKy GKLOYpAENOT TV
TEPIMETELDV EVOS TANPOUEVOL SOAOPOVOL,
oV Avtovio Ntag Mopteg, e ovto tnv
npaypatiky {on TV teevTaioy NUEpOV
NG aypOTIKNG ANoTeiag.

Depths of Brazil: Then and Now

now, a new challenge awaits him. When
a Cangaceiro appears in Jardim Das
Piranhas, the local Land Baron, an old
man, does what seems obvious to him:
he calls Antonio das Mortes, killer of
Cangaceiros. At first, Antonio is ecstatic.
His life has gained new meaning. But
soon it becomes obvious that this new
Cangaceiro (named Coirana) is no
Corisco, but an idealist. An idealist of
the sixties in the garb of the forties. A
leader of the hopeless and the hungry.
Antonio das Mortes begins to reconsider
his feelings towards Coirana and his

followers.

(1964, 102",
Bpalilio / Brazil)

ey Directed by: Glauber Rocha

Written by: Glauber Rocha

Cinematography: Waldemar Lima

Music: Sergio Ricardo, Glauber Rocha
Editing: Rafael Justo Valverde

Production: Agnaldo Azevedo

Cast: Yona Magalhes, Ceraldo Del Ray, Othon

Bastos

Fictionalized account of the adventures
of hired gunman Antonio das Mortes,
set against the real life last days of rural
banditism. The movie follows Antonio
as he witnesses the descent of common

IVAC 2021



H towia axolovdei tov Avtovio kabmg
Bldvel v mapakpr evog aypoTn, ToL
Maovovéd, mpog o véa (on yepdn
£yKAnpa, Kot Ty EvIagn ToL 6TV OpAdo
OV OpKIGHEVOD €XOpOV TOV, TOL Kopioko
Tov ZEavBov Atoforov, kot tng Pedra
Bonita Massacre.

Apiyemiyeki?

Gr ZKnvobecio: Ana Vaz

To Apiyemiyeki dnpovpynnke yio tnv
EIKOOTIKN €pELVNTIKT Ekbeon ‘Méta-
Apyeio 1964-1985.: Xcppog yio. Akpoaon
ka1 Avayvawon tns lotopiog kotd
Zrpotiwtikn Aiktozopio oty Bpalilio’
(Sesc, Sao Paulo), pali pe o oepd amd
VEQ £PYOL OLPLEPMOUEVO GTTV OLKOGOUN G
HLOG KPLTIKNG KOGHOAOYIOG TNG TEPLOSOV.
To @ukp elvor £va KvnpHoToypaQLKd
TOPTPETO IOV ATOPPEEL OO TO apyeio
oV Bpalilidvov ekmatdevtikod Kot
VIEPACTLOTH TOV SIKALOUATOV TOV
avtdybovov, Egydio Schwade (Casa da
Cultura de Urubui). To apyeio Bpébnke
o710 omitt tov otV Presidente Figueiredo
(Apaloviog), 6Tov PLAGYOVTOL TAVED
a6 3000 Loypapiég tov Waimiri-
Atroari, pag ovtdyfovng evANG tov
Apadoviov, Katé TV TPAOTN TOLG
gumepio ypappaticpov. Baciopéva otnv
Kpikn madaymyikn tov Bpalilidvoo

ta B mg Bpaliiag: Tote ket Topa

rural worker Manuel into a life of crime,
joining the gang of Antonio’s sworn
enemy, Corisco the Blond Devil, and the
Pedra Bonita Massacre.

2019, 28’
Bpadlidio / Brazil

ey Directed by: Ana Vaz

Apiyemiyeki? was produced for the
survey exhibition ‘Meta-Archive
1964-1985: Space for Listening and
Reading on the Histories of the Military
Dictatorship in Brazil’ (Sesc, Sdo
Paulo), together with a series of newly
commissioned works dedicated to
constructing a critical cosmology of the
period. The film is a cinematographic
portrait that departs from Brazilian
educator and indigenous rights militant
Egydio Schwade’s archive — Casa da
Cultura de Urubui — found in his home
at Presidente Figueiredo (Amazonas),
where are currently kept over 3,000
drawings made by the Waimiri-Atroari, a
people native to the Brazilian Amazon,
during their first literacy experience.
Based on Brazilian educator and
philosopher Paulo Freire’s critical
pedagogy, drawings became one of the

136 IVAC 2021

£KTOLOEVTIKOD Kol prhdcopov Paulo
Freire, ot Loypapiéc Eywvay amd TG TpdTES
pnebodovg apotpaiog aviolhoyng yvocE®v
KoL Topoy®yng.

Kot t dibpkelo avTdV TOV 00KNCEDV
YPOULATIGULOV, 1| TTLO ETAVOAALPOVOUEVT
epdTNON oL £Becav ot Waimiri-Atroari
frav 1o: «['oti o Kamia (o moltiopévoc)
okotwoe tov Kifa; (tov Waimiri-Atraori);
Apiyemiyeki; (Fati;).»

Ta oy€dia TEKUMPLOVOVY Kot dTHLovpyoHV
L0l GUALOYIKT OTTTIKY] Hviun péca amd
™ podnoloKn EUTELPiO, TNV OTTIKY Kot
TNV EMKPATELL TOVG, EVED TOVTOYPOVOL
HapTUPOVV Hi oelpl Plonmv enbécemv
kotd Twv Waimiri-Atroari otn dtdpketo

TNG OTPATIOTIKNG SIKTATOPLOG.

To Apiyemiyeki? {ovtavedel Kot
LETAPEPEL TOL GYESLEL TOVG GTOL TOTLOL KOIL TOL
a&lo0éata Tov aenyovVTAL YA VOVTAG VO
emavardpouv tnv 11on eravaropfavopevn
£PAOTNOT TOVG KOL TLIGTEVOVTOG OTL T
Hvnun givon £Vog TpoypaTiKe omopoitnTtos
KWWNTNPOG Yo TNV 01KOSOUN O EVOG

KOOV HELAOVTOG.

first methods for reciprocal knowledge
exchange and production. During these
literacy exercises, the most recurrent
question posed by the Waimiri-Atroari
was: “Why did Kamfia (the civilized) killed
Kifia? (Waimiri-Atraori), Apiyemiyeki?
(Why?).

The drawings document and construct
a collective visual memory from their
learning experience, perspective and
territory, while attesting to a series

of violent attacks the Waimiri-Atroari
were submitted to during the Military
Dictatorship.

Apiyemiyeki? animates and transposes
their drawings to the landscapes and
sights that they narrate searching

to echo their recurrent question

and trusting that memory really is a
necessary engine to build a common
future.

Depths of Brazil: Then and Now
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OEXTIBAAIKEYX ITPOBOAEX KAI BPABEIA
FESTIVAL SCREENINGS AND AWARDS

1. IFFR International Film Festival
Rotterdam, Ammodo Tiger Short
Competition.

2. Berlinale; Berlin International Film
Festival, Forum & Forum Expanded 2020.

3. Punto de Vista International

Documentary Film Festival of Navarra —
Grand Prize for Best Film (ex-aequo with
Un Film Dramatique by Eric Baudelaire).

4. Go Short International Short Film
Festival Nijmegen, European Competition
EMAF European Media Art Festival —
Honourable Mention.

5. Dialogue Prize International Short
Film Festival Oberhausen, Distributors’
Screening: Arsenal- Institute for Film and
Video Art.

6. VIS Vienna Shorts Festival — Jury Prize,
Indie Lisboa, Silvestre Competition.

7. Lima Alterna Festival Internacional
de Cine, Competencia Internacional de
Cortometrajes.

8. 25 FPS, Zagreb — Grand Prix.

9. NYFF New York Film Festival —

Currents.

ta B mg Bpaliiag: Tote ket Topa
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10. Black Canvas, Festival de Cine

Contemporaneo — Best Director Prize.

11.Beyond the Canvas Competition.

12. Festival Brésil en Mouvements,

Opening screening.

13. FIC Valdivia, Chile.

14. FestCurtas BH, Belo Horizonte.

15. Camara Lucida, Ecuador.

16. Kurzfilm Festival Hamburg.

17. Festival dei Popoli International
Documentary Film Festival, Florence —
Best Anthropological Film: “Gian Paolo
Paoli” Award.

18. Pravo Ljudski Film Festival, Sarajevo.

19. Frames of Representation, London.

20. Videonale, Video & Time-Based Art

Festival, Bonn.

21. Corpos da Terra, Festival de Cinema

Indigena, Rio de Janeiro.

22. Liverpool Biennial.

23. Online streaming on MUBI, “New
Brazilian Cinema”.

TVAC 2021

Ha Terra!

@ Yknvobecia: Ana Vaz

To Ha Terra! givan pia cuvavtnon, £va
KOVIYL, €vog St povikog uobog tov

Yy vo Kot Tov yivopot. Onog ce éva

oy vidt, 6nOG o€ £va KuvnynTto, 1 Tovio
mAavaTon Leta&d XopaKTipo Kot yng, yns
KO YOPOKTNPAL, OPTOKTIKOV Kot Aelag.
‘Etou meprypagern Ana Vaz to 16pukipetpo
owenoinpa ™g. Ot KWVNGELS TNG KAULEPOG
QOIVETOL VO KUVIYOOV €va vEapod
GKOVPOYPWILO KOPITOL HESH GTO YNAO
ypacidt. H govi) ato mapdv eaiverat vo
GLVVPOIVETOL [LE EKEIVIV TOV TaLpeLBOVTOG
péGa amd TN HVOTIN TOL POKOD LAKPAG
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(2016, 12,
Bpa&idio / Brazil)

=~ Directed by: Ana Vaz

Hd terra! is an encounter, a hunt, a
diachronic tale of looking and becoming.
As in a game, as in a chase, the film errs
between character and land, land and
character, predator and prey. This is how
Ana Vaz describes her 16mm cine-poem.
Darting camera movements appear to
chase a young maroon girl through the
high grass. The present-tense voice-
over seems to fuse with the past in

the myopia of the long focus lens. The
recurrent sound loop of a man shouting
‘Land! Land! conjures up the distant
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gotiaone. H emavarapfavopevn nyntkn
Aovma evog dvipa mov eovalet «I'm!

I'm!» dnpovpyet T pakpvy pvipm g
amotktokpatiog. Opmg n opopeLé avTon
TOV KOALGL LTLApYEL GTNV adVVOLLio:

oV Ogatn Vo apnoeL avTo TO TaPeELOOV
«VoL TEPAGELY: GVVIONA, 1] TPEXOVGOL
paptopio Teptiappaver Evav dnpapyo
oV £)el KOTaAdPel vd amelin to

£06.0o1N OV avtdYovav avlpdroy.

To veapd KovNyNHEVO KOPITGL EpYeETOL

VO TPOCOTOTOW|GEL (L0l TEPLOYN].
Bpiokopocte 6to ceptdo g Bpaltiiog
omov 1 kpawyn ‘ha terral” (KuplolekTikd
‘vmapyer yn!’) umopei eniong vo akovotel
®G LoYVPLOUOG OTL deV VIAPYEL AOYOS Yo
TOLG [N £XOVTAG Y1 ~TOV TO OPYOVOUEVO
tovg Kivnua etvor mepinov capdvio
LPOVAV- Vo 6TEPN OOV TN Y1. AWVIYROTIKO
Kot £00pavcTo, TO PLAK doveitarl amd
avaeopés Tov Avlpwmogpayikod Mavipéoto
tov Oswald de Andrade (1928) po akopn
YN EUTvevong yo Ty Ana Vaz:

‘Koviffadiouog. Awoppopnon tov 1pov
&x0pod yio. va. tov uetatpéyel oe totéu. H
oavOpamivy wepiéteia. O emiyelog oToyog.”
(Charlotte Garson)
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memory of colonialism. But the beauty of
this collage rests on the impossibility for
the spectator to let this past “pass”: soon
the current testimony involves a mayor
who has taken over by threat the lands
of the indigenous people. The young

girl being hunted comes to personify

a territory. We are in Brazil’s sertdo,
where the cry ‘ha terra!’ (literally: ‘there
is land’) can also be heard as asserting
that there is no reason for the landless
or have-nots — whose organised
Movement is now some forty years old

— to be deprived of land. Enigmatic and
febrile, the film vibrates with references
from Oswald de Andrade’s Cannibalist
Manifesto (1928), another source of
inspiration for Ana Vaz:

‘Cannibalism. Absorption of the sacred
enemy to transform him into a totem.
The human adventure. The earthly goal.’
(Charlotte Garson)
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OEXTIBAAIKEYX ITPOBOAEX KAI BPABEIA
FESTIVAL SCREENINGS AND AWARDS

1. Les Inattendus, Lyon, France.

2. Olympia International Film Festival,

Kids & Docs competitive section, Greece.

3. Videobrasil, Sao Paulo, Brazil.

4. FestiFreak, La Plata, Buenos Aires,
Argentina.

5. CIFF - Camdem International Film
Festival, USA.

6. Mediacity Film Festival, Detroit, USA
(Second Prize).

7. Festival Internacional de Curtas de Sao
Paulo (Kinoforum), Brazil.

Depths of Brazil: Then and Now

8. Hamburg International Short Film

Festival, Germany.

9. Lima Independiente Film Festival, Peru.

10. Jeonju International Film Festival,
South Korea.

11. European Media Art Festival,

Osnabriick, Germany.

12. Lucca Film Festival, Italy.

13. San Francisco International Film
Festival, USA.

14. Filmfest Dresden, Germany.

IVAC 2021



15. Image Festival, Toronto, Canada.

16. Portland IFF, USA.

17. Festival Travelling, Rennes, France.

18. International Film Festival Rotterdam,
Netherlands.

19. L'Alternativa, Barcelona, Spain.

20. Frontdoc, Aoste, Italy.

21. Semana dos Realizadores, Brazil.

22. Kassel Dokfest, Kassel, Germany.

23. Brésil en mouvements, Paris, France.

24. Curto Circuito, Santiago de
Compostela, Spain.

25. BFI London, Experimenta, UK.

26. Festival des Cinémas différents et
expérimentaux, Paris, France.

27. 54th NY Film Festival, NY, USA.
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28. She Makes Noise Film Festival,
Madrid, Spain.

29. TIFF, Wavelengths, Toronto, Canada.
30. Etats généraux du film documentaire,
Lussas, France.

31. Melbourne International Film Festival,

Melbourne, Australia.

32. FESTCURTASBH, Belo Horizonte
International Short Film Festival, BH,
Brazil.

33. T-Mobile New Horizons, Wroclaw,
Poland.

34. Curtas Vila do Conde, Vila do Conde,
Portugal.

35. Festival Olhar de Cinema - Brazil

(Brazilian Premiere).

36. Edinburgh International Film Festival
(UK Premiere).

37. Cinéma du réel, Paris, France (Prix du
Court-Métrage/Prize for Short Film).
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H BIOI'PA®IA THX ANA VAZ

o H Ana Vaz (1986, Bpalirio) eivor kaAltéyvida kot oknvodétida, n omoia amd mold
\Tsapf] NAkio Kotdeepe vo edpatmbel 6TIG KopuPaieg OEGELS TOV VEOL EVOALAKTIKOD Kot
TEPOUATIKOD KIVIHLOTOYPAPOV, Kot YOPic ap@iBorio StaféTer pio 1060 dNUovPYIKT Kot
duvaTty OTTIKY QWVN IOV gival oxeddV advvato va Eexdoel Kaveig To €pyo Tng 6TaV T0
Budoet.

Aopmpévo og erip-mompata, ot towvieg tng Padilovy avipeca oe £669N Kot yeyovoTo
GTOWELMUEVE OO TIG SLAYPOVIKEG EMMTMOCELS TOV ECOTEPIKAOV KO EEOTEPIKAOV

HOpO®V TG amotklokpatiog otn Bpalihia, aAld kot To amoTdTOWUE TOVS TAVEO

GTNV YN, ToV AvOpmmo Kot TG vITOLoITES HopPEG Long. Enektdoels tov Tovidy Kot

TNG TPOUKTIKNG TNG EYOVV EVEOUUTMOEL GE YPaTTA, LOPPES KPLTIKNG TULSAY®YIKNG,
£YKATOGTAGELS, KIVILOTOYPAPLKE TPOYpAaLLpaTe Kot ekdnAdcels. ToGo ot tatvieg 660
KoL Ol €YKOTOOTACEI/TapaoTaoelg TG faciloviol Tave ot oxéon peTacy pibov

KO 16T0opiaG, E0VTOD KOt GALOV, HEGO OO L0 KOGHOAOYIO VOQOPOV KOl ATOYEMV.
Yvvebepéva amd ETOLOo Kot Tp®TOTLTO VKO, TO £pY0. THG GLVOLALOVV TNV EBvoypapio
Kot ToV TPoPANpaTIond g e€epevvnong TV LHoTLactdV/TPPOV TOV OTOTVTOVOVTOL
Vo o€ NUEP OALA Kat Grypio TepBAALovTaL.

Amdpottog Tov Bacidkov Ivetitovtov Texvoroyiag tng MedBodpvng kot tov Le
Fresnoy, n Ana €yet vrap&et péhog tov SPEAP (School of Political Arts), v tnv
kabodnynon tov Mrpodvo Aatovp. Eivar exiong 1dputikd pérhog tng Korektifog
COYOTE piog StemoTnUOVIKNG OLLAS0G TOV ETKEVTIPOVETOL G€ OEMLATO OLKOLOYLOG Ko
TOAMTIKNG EMGTHUNG HECH EVVOLOLOYIKMV KOl PLOUATIKOV LOPPDOV.

Ot tavieg g £xovv TpoPindet kot cvinnOel o€ KIVNHATOYPAPIKA GECTIRAA, GELLVAPLOL
kot wotrrovto 6neg: Tate Modern, Berlinale - Forum Expanded, Palais de Tokyo, Jeu de
Paume, LUX Moving Images, NYFF, IFFR, TIFF Wavelengths, BFI, Cinéma du Réel,
CPH:DOX, Flaherty Seminar, Courtisane, TABAKALERA «at Doc’s Kingdom.

‘Exet amoomdcet tAindmpo Ppafeiov kot dtakpiceov, peta&d dAlov tov Sundance Film

Institute Nonfiction Grant (2019) kot Film Society of Lincoln Center Kazuko Trust
Award (2015), ka0 kot peydrov Bpofeiov ota Kivnpatoypaekd eectiBal Punto
de Vista Film Festival (2020), 25FPS (2020), Cinéma du Réel (2016), Media City Film
Festival (2015), Fronteira Experimental and Documentary Film Festival (2015).
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ANA VAZ BIOGRAPHY

«/Ana Vaz (1986, Brazil) is a filmmaker and artist, who at a very young age has
gstablished herself at the top spots of experimental and ethnographic cinema and
has undoubtedly such a creative and strong visual voice that it is almost impossible
to forget a work of hers once experienced.

Composed as film-poems, her films walk along territories and events haunted by the
ever-lasting impacts of internal and external forms of colonialism and their imprint
on land, human and other-than-human forms of life. Expansions or consequences

of her films and her practice may also be embodied in writing, critical pedagogy,
installations, film programs or ephemeral events.

Her films, installations and performances speculate upon the relationships

between myth and history, self and other - through a cosmology of references

and perspectives. Assemblages of found and shot materials, her films combine
ethnography and speculation in exploring the f(r)ictions imprinted upon cultivated &
savage environments.

A graduate of the Royal Melbourne Institute of Technology & Le Fresnoy, Ana was
also a member of the SPEAP (School of Political Arts), a project directed by Bruno
Latour. She is also a founding member of the collective COYOTE an interdisciplinary
group working across ecology and political science through an array of conceptual
and experiential forms.

Her films have been screened and discussed in film festivals, seminars and
institutions such as the Tate Modern, Berlinale - Forum Expanded, Palais de Tokyo,
Jeu de Paume, LUX Moving Images, NYFF, IFFR, TIFF Wavelengths, BFI, Cinéma du
Réel, CPH:DOX, Flaherty Seminar, Courtisane, TABAKALERA and Doc’s Kingdom.

She is a recipient of the Sundance Film Institute Nonfiction Grant (2019), Film Society
of Lincoln Center Kazuko Trust Award (2015) as well as of grand prizes at Punto de
Vista Film Festival (2020), 25FPS (2020), Cinéma du Réel (2016), Media City Film
Festival (2015), Fronteira Experimental and Documentary Film Festival (2015).
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POIAMOI' PA®IA
FILMOGRAPHY
Apiyemiyeki? / Why? Un Film, Réclamé / A Film Reclaimed, co-
(2019) realised with Tristan Bera
(2015)
Atomic Garden
(2018) Occidente
(2014)

Olhe bem as montanhas / Look closely at

the mountains

(2018) A Idade da Pedra
(2013)

Amazing Fantasy

(2016-2018) Les Mains, Négatives, co-realised with
Julien Creuzet,

Amérika: Bahia de las Flechas / Amérika: (2012)

Bay of Arrows

(2016) Entre Temps
(2012)

Ha Terra! / There is Land!

(2016) Sacris Pulso
(2007)

TInyéc:

1. Bakovkog, Z1a0ng (2003), loropia rov Kivyuaroypapov, AbBiva, Exdocelg ‘Arydkepmg’,
oeh. 441.

2. Bakovkog, X1a0ng (2003), loopia tov Kivyuaroypagpov, AbDfva, Ekdocelg ‘Arydkepog’,
oek. 441.

3. To Mavipéaro tns lleivag tov I'khdovpunep Poca oe petdopacn Anuntpn [Miacthpa.
IIpocp.: https://geniusloci2017.wordpress.com/2020/01/24/aesthetics_of hunger/

4. To AvOpawmopayiké Movigéaro tov OcPalvt vie AVTpavie.

TIpoof.: https://writing.upenn.edu/library/Andrade Cannibalistic Manifesto.pdf
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