


 | 149

The Ladies Have the Floor: 
dialogues on the inclusion of women in visual arts |

Introduction by Lilian Maus

    This book is part of a collection of archives created through the project Atelier como espaço de conversa 
(The studio as a place for dialogue). The project, awarded funding by the Prêmio Funarte Mulheres nas Artes 
Visuais 2013 (Funarte Prize for Women in Visual Arts), consists in creating multiple interfaces1  to further 
dialogue on the place women occupy in the contemporary visual arts world, particularly in Brazil. The in-
terviews gathered here, elaborated by Isabel Waquil, seek to promote first person speech for women working 
in different professions in the art community, creating a primary source for new research. We have sought to 
compile diverse accounts of the system, presenting personal and collective experiences that transverse the daily 
life of artists, curators, critics, managers and, also, women.
    This initiative is important to counter the lack of historiographical efforts when it comes to issues regarding 
women’s role in contemporary art, although there has been a growth spurt throughout the country when it 
comes to research attempts and publications of those who work in the art field’s accounts. Our main goal is 
to generate and share archives that amplify the voices of ten women working in different professions, but all 
inserted in the Brazilian contemporary visual arts scene. 
    We sought to encourage an exchange of knowledge between different age groups (the women interviewed 
here belong to many different generations), as we did in the debate around the implications of feminism on 
contemporary art, questioning how this heritage is affecting us nowadays. In this context, would there still be 
a big difference between being an artist and being, specifically, a woman artist? The same issue is present in the 
fields of curatorship, history, art critique and cultural management. But how can we talk about “womanhood” 
65 years after Simone de Beauvoir’s “The Second Sex” was published, without discussing the complexity in-
nate to the concepts of gender itself? 
    The challenge began with the process of selecting the interviewees, as we understand the feminine experi-
ence is a wider concept than that of a woman’s biological gender – this was the very foundation of the federal 
grant that provided funding for the project. When Virginia Woolf asks “What is a woman?” she goes on to 
answer the following: “I assure you, I do not know...I do not believe that anybody can know until she has 
expressed herself in all the arts and professions open to human skill.”2  When Toril Moi attempts to answer the 
same question in “Sex, Gender and the body,”3 she notes that to define the term “woman” it is important to 
keep in mind that the discourse criteria is subjective, that is, they rely on “who is speaking, to whom they are 
speaking, what they are talking about, in what situation they find themselves.” The author, already one step 
ahead, asks us: “Do women always speak as women?”4 
    Following that reasoning, we wanted to foment the debate on the pillars of gender identity, which are usu-
ally reliant on a binary logic – gender/sex, man/woman, subject/other – and have already been criticized by 
post-feminist discourse. Along the same lines, we recall Judith Butler’s “Performative Acts and Gender Con-
stitution,” where the author defines “gender” as a construct, an identity made up of the stylized repetition of 
performative acts. For her, language is taken as a place of action, where definitions are circumstantial, without 

1  Apart from the book, the project also includes an exhibition, Obscenidades para donas de casa – a dialogue between 
the works of the artists Cláudia Barbisan and Amélia Brandelli, curated by Lilian Maus; a workshop with Beatriz 
Lemos on strategies for working as a curator in the contemporary art circuit; and the book release party, counting 
on the presence of a few of the interviewees to discuss the issues present in the book in an installation specifically 
created by Olga Robayo, artist and manager of independent space El Parche Artist Residency, and a performance by 
Fabiana Faleiros. All events take place in Porto Alegre, at Atelier Subterrânea (www.subterranea.art.br). 
2  WOOLF, Virginia. Profissões para mulheres e outros artigos feministas. Porto Alegre: L&PM, 2012, p. 14.
3 Cf. MOI, Toril. Sex, Gender, and the body. New York: Oxford University Press, 2005, p. 10. 
4 Ibid. 
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the need for a binary gender classification system. This reasoning could also be seen as a rebound of Beauvoir’s 
famous line: “One is not born, but rather becomes, a woman.” 
   Still on queer theory, we would like to highlight Beatriz Preciado’s work on her Manifesto Contra-sexual 
(The counter-sexual manifesto), in which biopolitical steps against the heterossexual regime are described, 
starting with statements that seek to nullify gender limitations, both in discourse and in the human body, 
through technology. Therefore the artist presents us with a cyber-body, and the notion of prosthetics frees 
sexuality from the organic needs of sexual production. 
     Following the emergent use of terms such as “transgender,” the label “woman” itself may sound limiting; on the 
other hand, statistics still point to a significant difference between men and women when it comes to the positions they 
occupy in the art system. Although this discrepancy has started to decrease since the last half of the twentieth century, is 
holding artists’ exhibition, independent of their gender, still different from holding women artists’ exhibitions?
    In her essay A difícil arte de expor mulheres artistas5  (The complicated art of women artists exhibitions), 
Sociologist Ana Paula Cavalcanti Simioni analyses this issue, having the exhibition Elles as a starting point, 
which was held at Centre Georges Pompidou in 2009, including over 500 works from 200 female artists. 
The exhibition came to Rio de Janeiro’s Centro Cultural Banco do Brasil in 2013, prompting a new round 
of debate in the country over the situation of women in the visual arts circuit, as well as forcing us to ques-
tion the place of “feminine art” and the sexist approaches to this issue. Despite being based on a biological 
definition of the feminine, the exhibit gave room to a heterogeneous body of work going beyond stereotypes, 
in a context that is still writing women’s art history. It’s worth nothing that, if we look back at the Academia 
Imperial de Belas Artes of Rio de Janeiro in the late nineteenth century, women were still taking part in exhibi-
tions deemed as “amateurs”6 , despite the active role and the wide recognition of Anita Malfatti and Tarsila do 
Amaral would later have in Brazilian Modernism.
    To this day, as the work of the Guerrilla Girls collective points out, there’s still a degree of misogyny when 
it comes to the policies that make up a museum’s collection. In their famous piece using Ingres’ Grande Oda-
lisque as a base and then giving the “odalisque” a gorilla head, they also included the sentence: “Do women 
have to be naked to get into the Metropolitan Museum? Less than 5% of the artists in the Modern Art section 
are women, but 85% of the nudes are female.” Not much has changed since they made their piece. In 2011, 
according to the article Mulheres ainda são minoria na arte?7 (Are women still a minority in the arts?), the 
group released new data showing that the numbers had gone down both in the participation of female artists 
in the Modern and Contemporary art sections (from 5% to 4%), as well as in the number of female nudes 
(from 85% to 76%). It was that kind of data that made us want to focus on creating a historiographical re-
gistry of the works and reports of women artists, even though this process is, in a way, a reply to the excluding 
policies of the prevailing modern art narrative – one so heavily criticized and revised by historians such as 
Griselda Pollock and Linda Nochlin.
    The selection presented in the book reveals a political dimension – we seek to amplify these women’s voices with 
all of the recorded interviews, never before published materials coming from their own testimonies. The references 
throughout the interviews are not always conscious and direct, and the connections are being made within the 
interviews. The testimonies take us to the interviewees’ private and biographic universe, while also including their 
musings on the national and international contemporary art contexts which they are a part of. They also provide us 
with data on the art market as well as the innate difficulties of reconciling a career with motherhood. 
    The book also gathers information on the process of managing independent spaces, projects and experi-
ences in curatorship and teaching, all while contemplating gender issues with a feminist and post-feminist 
perspective of their artistic and theoretical works. Some interviews include excursions through the history of 

5 SIMIONI, Ana Paula C. A difícil arte de expor mulheres artistas. In: Cadernos Pagu. Editora da Unicamp,Campinas, num-
ber 36, January-June, 2011. Available at: http://www.scielo.br/scielo.php?script=sci_arttext&pid=S0104-83332011000100014
6 Simioni, Ana Paula Cavalcanti. Os gêneros da arte: mulheres escultoras na belle époque brasileira. In:   Bueno, 
Maria Lucia. Sociologia das Artes Visuais no Brasil. São Paulo: SESC, 2012, p. 185-210. 
7 RAHE, Nina. Mulheres ainda são minoria na arte? In: Revista Bravo. São Paulo, Editora Abril, São Paulo, number 189, 
May 2013. Available at: http://bravonline.abril.com.br/materia/mulheres-minoria-na-arte#image=capa-189-frida-kahlo 
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art and in their accounts of what they went through in 1960’s - 1970’s, with the military coup and subsequent 
dictatorship in Brazil, we see the silence – marks of those memories permeated by the harsh reality of the life 
in exile of someone who contributed to the fight for freedom of expression. Their speech moves across points 
of views that are feminine, feminist, or a glimpse into feminism.
    Lia Menna Barreto tells the story of her career as an artist, all through the 1980’s, the stories of her life and 
the influence that motherhood had in some of her work, like Diário de boneca (Diary of a Doll). Lia talks 
about diverse aspect of her work, such as perversity, brutality and mimicking the human body. She also dis-
cusses her creative process that includes collecting materials related to the feminine routine in a process that 
Miriam Schapiro and Melissa Meyer have coined as femmage.
     In the testimony of Maria Helena Bernardes, who’s not only an artist, but also works as an art history teacher 
at the NGO Arena, we see an approach that identifies key issues in the feminist historical revisions. Subjects 
discussed include the female artists’ place in art history and the ways in which those historical revisions  are 
patching up holes. Maria Helena talks about the risks of falling into a sexist discourse and the differences in 
the stands of feminist artists in the 1960’s - 1970’s compared to today. She also discusses aspects of Brazilian 
Modernism and Neo-Concretism, with the kind of reflective thinking that stems from a lot of research but 
without losing sight of a more personal view on historical documents. The artist ends the conversation talking 
about her personal path, artistic works as well as recent research work.
     Fabiana Faleiros discusses the multidisciplinary aspect of her educational background, entangling the reader in 
an inseparable flow of life and art, with an approach based on issues dear to post-feminist discourse; she retains, 
however, a lightness and a sense of humor of her own. The fluid and endearing structure of the artist’s thoughts, 
constantly stimulated by associations, is seen clearly in this interview. The background of contemporary art is 
presented in an insightful and critical manner, through which paradoxes and contradictions are revealed in issues 
such as misogyny, social segregation, the elitist aspects of art, colonialism and the exotic view of the other, as well 
as the fears that arise as a woman faces the implied expectations on her personal and professional lives.
    The interview with curator and researcher Bruna Fetter brings us updated data – from her own doctoral 
research – on the art market and the women’s situation in that context. We also tackle the mechanisms of 
value determination for symbolic possessions in the visual arts system, the relationship between public and 
private collections and the mise-en-scène of the circuit. It’s important to highlight the comparisons between 
the national and international circuits, as they show significant differences when it comes to the participation 
of women in them. The researcher also discusses her own professional experiences when it comes to work rela-
tions at cultural institutions and the hardships women face while trying to build their careers.
    Francisca Caporali, artist and manager at independent space JA.CA, raises a few questions on the partici-
pation of women in artist-in-residence projects based on her experience as part of the jury for such projects 
throughout the country, and points us towards the differences in the amount of artists from each gender that 
make the cut, shining light on possible causes for such discrepancy. Francisca also talks about managing inde-
pendent spaces and the problems in reconciling her career with motherhood, bringing in her own personal life 
experiences – not only in Brazil but also abroad, where much of her multidisciplinary education took place. 
She also notes the troubles Brazilian universities seem to have in adapting a more flexible structure.
    Cristiana Tejo graces us with a generous talk on her wide experience in the field of curatorship in Brazil. 
Her panoramic point of view and sociological stance are a result of her work in different institutions, from 
academic research to her work in curatorial projects. As a co-founder of independent space Fonte, she ponders 
all the challenges involved in her efforts as a curator, artist and teacher. Her testimony showcases her critical 
approach towards the demands for productivity as well as sexism, and her goals of living of and for art.
    Beatriz Lemos recalls her experience as an independent curator and as a researcher for public collections, 
the challenges feminism faces today and her research on the works of Márcia X., which resulted in a book on 
the artist’s work. She also discusses her experiences in residences, her views coming from an all-encompassing 
standpoint are a result of her travels and research through Latin America. The fruit of her labor is available on 
the Lastro platform, which maps the independent art circuit of Latin America, which is discussed in detail on 
this interview and also works as a database for a reflection on the insertion of women in this scene.
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    Vera Chaves Barcellos discusses her educational background and talks about specific works, such as the series 
Testarte, as well as Epidermic and Dones de La Vida, all from her feminist and amusing standpoint, present in 
many of her works. She also reveals the motivations for her research, recalling the period she spent in Spain 
and her travels across the globe. It’s worth highlighting her accounts of the 1960’s and 1970’s and her relation-
ships to artists from different generations, which resulted in initiatives such as Nervo Ótico and Obra Aberta.
   Samantha Moreira talks about the developments in her career as artist and manager at Ateliê Aberto (Campinas/SP), 
the changes in independent spaces management through the last 17 years, public funding and its alternatives. She also 
discusses the role of women in the contemporary art circuit and tackles the challenges in the field of culture, based on 
her experiences at  Campinas’ Department of Traffic and Transportation. Last but not least we discuss a few notably 
feminist projects, such as Poemas aos homens do nosso tempo, developed together with the Hilda Hilst Institute.
   Glória Ferreira tells us her experiences as a critic, journalist and curator, and discusses the importance of 
initiatives to document and include women in the fields of critiquing and curatorship. She recalls important 
interviews with, and her relationships to, remarkable names such as Lygia Clark. Glória also recounts her 
experiences in the 1960’s - 1970’s, when she was part of an armed group fighting against military dictatorship 
and lived in exile in Chile, Sweden and France. While in Paris, she was a part of Círculo das Mulheres, a group 
devoted to feminist studies composed of Brazilian women exiled to the French capital.
    We invite the readers to take part in this conversation, to really listen to these ten voices with such different 
tones, rhythms and accents, and all of their modulations and silences we could capture. This is an initial effort 
to question the inclusion of women in the Brazilian art circuit and we also seek to share our own restlessness.      
    We wish you a pleasant reading, as the ladies take the floor…
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Lia Menna Barreto

 The feminine energy can handle the mysteries better”

   You started to study art at the City Hall’s Free Atelier in Porto Alegre, in 1975. Did you already 
 want to be an artist, to live as an artist? 
   Before that I was drawing at home. It was a kid’s thing, people would say I was good at it and so on. So I 
started to see myself as an artist. My mom signed me up for the Atelier when I was 14 years old. That’s when 
I started to draw people, and then you feel even more like an artist because, afterall, you are drawing a naked 
body. When the drawings start to come out well and you realize you can draw a face or a certain part of the 
body, you feel like an artist. So I decided to go to college.

 How was trying to be an artist in the 80’s?
   It was romantic. It was a romantic decade, because I was making no money and worked for “the love of art” 
only. I worked a lot, it was a decade where I gained a lot of experience and it was very romantic because I did 
not care about making money at all. In the 90’s things started to change. 
 In what way?
   I had more initiative to try to get exhibitions. I realized this was not working here. People did not like that 
kind of work, at least not the way it was at that time. It was different. It was odd. So I went to São Paulo with 
my portfolio. I heard a lot of “No!” When you are young you have the boldness of someone who has nothing 
to lose. I would go to the best galleries in São Paulo and ask for the owner! I was so full of myself! Nowadays 
I wouldn’t just walk into a gallery, just like that. But, amongst all the galleries I went to, one was interested. 

 Which one?
   Thomas Cohen, in Rio de Janeiro. It was the gallery that launched Leda Catunda, Leonilson. He was inte-
rested in my work and so I had my first exhibition outside of Porto Alegre. It was great. People then knew that 
I existed. It was very good, a very positive experience, and I started to make money - sell a piece here, a piece 
there, and I got myself into a more professional realm. After that I had an exhibition at a prestigious gallery in 
São Paulo, but I always stayed in Porto Alegre, never went to live in São Paulo. My husband never wanted to 
leave, and I chose to stay with him. I ended up having a child, but I still had exhibitions in São Paulo.

 You said in another interview that your work is very renowned here in the South, but  
 there was no market for it. 
   There was never a market, and it’s not just me. Most artists find there’s no market for them.

 Do you think it has to do with your own work?
No, I don’t think so. I mean, my work doesn’t help because it is more complicated. In the 80’s, my work was 
more complicated because it was made out of materials that were difficult to showcase in a room. I didn’t think 
about that. When I was working on a project, I didn’t think about anything.

 Do you take that into account nowadays?
   It just so happened that my work became easier to sell. The last ones were actually framed, something I had 
never done before. Those framed pieces are at the gallery Bolsa de Arte, here in Porto Alegre. The gallery is 
going to open a branch in São Paulo in the next few months, so I won’t have to do what I had to do in the 
80’s and in the 90’s.
   How was your experience in the U.S. in the beginning of the 90’s?
    It was great. It was so easy. They wanted to invite an artist to really get to know the country. I spent the first 
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few months traveling around, trying to get to know the places. They wanted me to get to know the Grand 
Canyon, New York, Chicago, Los Angeles. Then, towards the end, I stayed at Stanford with other artists that 
went there. I had my own studio and I didn’t have to show them anything unless I wanted to! They even paid 
me a stipend. It was really good. It was great. I don’t think they have that exchange program anymore, I don’t 
know...

 “...what were they thinking”?
   Yes, I was shocked. They took me to all the museums. I saw everything in real life, all the artists. I came back 
to Brazil with so much stuff. I got a lot from it. I bought a lot of things, books, materials. 

 Did that reflect on your work?
   I don’t know, but the experience gave me this feeling that I was being taken into account. It’s something 
maybe we don’t have in Brazil - respect for the artist. I felt respected, which was really nice. It was a great 
experience. When I went to New York there was so much snow. It was so cold we couldn’t breathe. In the end 
there were many little things that added up to a very positive experience.

 It is common to associate your work to childhood, certain elements in particular. How was  
 your  childhood? Do you feel like you bring anything from that time of your life to your work?
   No, because I didn’t have that kind of childhood - I didn’t play with teddybears, I didn’t have a lot of dolls. I 
had one or two. I was a bit of a tomboy, living in the countryside in São Paulo, where it was very hot. We wore 
shorts all the time. I was always climbing on trees, walls. I remember being outside on the sidewalk barefoot 
playing with a hose. I didn’t stay at home playing with dolls. When I was in college, at the Art Institute in the 
federal university of Rio Grande do Sul, I started to study works in wood, clay, cement. I didn’t like any of 
those things, I thought they were boring. One day I walked past a store and I saw some plastic dolls, carrots, 
chayotes. I saw them and I thought: “Wow, this is a sculpture!”

   And it just clicked?
   Yes. I bought a few of them that were cheap - I was happy they were cheap because I was broke. I got home and 
started to work with those objects. I remember cutting a little window on the chayote, it looked like a little 
house. I started to play with it, fragmented the doll and so on. I became very interested in the idea of the simu-
lacrum, the imitation. I was drawn to everything that imitated something else, and that has stayed with me.

 A lot of people talk about metaphors in your work. Do you think about the metaphorical  
 aspect the work takes in when disfiguring certain elements?
   No, I don’t. I follow my own path. I saw those things, took them home, manipulated them. I don’t think too 
much. Afterwards I realized that I am drawn to that which imitates something else. 

 You said you don’t like your work being associated with evil. How do you feel about that labeling?
   I don’t like it. Everyone thinks my work is perverse, but I don’t think it is and I don’t like it because I don’t 
think about that when I make them. People are so used to it that when they see one of my pieces they go 
straight to the darker side of it. For example, I have a project where I melt plastic dolls over silk. I don’t see 
anything perverse about that, all I see is that I took something made out of plastic and melted it. It was a 
doll, but I did not mean to discuss anything deeper. It is an aesthetic work. What I think is interesting is the 
deformation of the doll. When you buy the packaged dolls, they all look the same, but when you melt them, 
they all end up with a unique face. It’s personalized and I find that very interesting. Because of that I find this 
interpretation of “evil” a bit poor, but I accept it because I understand that people see this on a melted doll.          
The thing is I don’t think about that when I am making them, not at all. When a child takes apart a doll it 
might be seen as “evil”, but it’s just curiosity, research. The intention is not to hurt, to rip off an arm. The 
intention is to explore an object that is changing. I never did that as a child because I was very tidy. Sometimes 
I think about that, how I never did it before but now I work with this.  

   You said giving birth to your daughter lead you to create one of the most touching works  
 you have ever made, o Diário de Uma Boneca (Diary of a Doll). How was that?
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   When I got pregnant and had that big belly I couldn’t go to the atelier anymore. I used to go there often, I 
was always there. But while I was pregnant it was very difficult. Once my daughter was born, it was so much 
work! Being a mother, with a small child and no nanny or grandmother, is very difficult. So much work. I did 
everything, feed her, change the diapers, everything. It was very gratifying, of course, it was very nice. But I 
remember it was a lot of work, I couldn’t do any artistic work anymore. It had already been 2 years without 
working, just taking care of Lara. One day, I decided to make her a doll. After she fell asleep I went to the 
studio, dusted it, grabbed some fabric scraps and made a doll with great love. The next day, she loved it, she 
played with it a lot. So I went back and made a set with a blue haired doll – to this day I still really like that 
set. When I decided to go back to the studio to make more dolls I realized that meant I had to start working 
again, so I would go to the studio after Lara would fall asleep. I made a doll in one day, another doll the next 
day... Seven days later I realized I had a weeks worth of dolls and I associated that to the calendar: the monday 
doll, the tuesday doll, the wednesday doll etc. So I figure I would make a months worth of dolls. I was very 
happy because I had found work! Until then it seemed impossible to find work in that situation. But then, you 
know what it is like to be a mother… Some days you are just too tired, some days you are too annoyed! So I 
wasn’t always happy when I would go to the studio, but I had that goal set, it was my project. One day the doll 
ended up more like a pouch. I was so tired, really tired, I just made it, wrote “WEDNESDAY” on it and that 
was it. Then I realized she was sitting by this really beautiful doll and I realized they would end up different 
depending on how I felt. Sometimes they were really poorly done, sometimes they were very minimalist and 
at other times they were incredibly detailed! Before I knew it a month had gone by, then two months, three 
months... In the meantime a lot happened and the dolls were indeed like a diary.

 So this was a different kind of project, even though it’s also based around dolls, because you  
 are usually more interested in the aesthetics but here the focus was on your own emotions.
   Yes, one characteristic of my work is that it happens in groups. For example, this one went on for a year. 
Another one, with corn, also went on for a year. It depends on what I am going through at the time. 

   What’s your favorite material to work with?
   I don’t know. I like simulacra, imitations. But I loved working with corn for example, even though I stopped 
working with it. I’m not “Corn Lia” nor am I “Doll’s Diary Lia”. My passions happen at intervals. I fall in love 
with something and then it’s over. I fall in love with something else and so it goes. But, for a certain period, 
I am smitten. When I was working on the Diary, I was in love! I would look at all those dolls and it was en-
chanting, there was an aura to it.  

   In a study conducted by Camila Bettim Borges, she mentions taking images of your work  
 to children and they are a bit frightened. In the next activity, however, they have a chance  
 to manipulate the materials themselves and “play Lia”. Are you interested in those kinds of  
 reactions to your work?
   You know, I was once invited to do a workshop with young children at my daughter’s school and their 
interpretations were amazing! It was great!

   What did they do?
    Everything! They worked a lot on the dolls, turned them into planters, destroyed the dolls and put them to-
gether again... Their interpretations were very interesting and it was a very rich experience for me. They loved 
it! It was great. I am interested in those reactions, but I don’t seek them. The occasion I mentioned was inte-
resting because they handled everything with such lightness, it was as if they were at home. It was very intense.   
 Do you think there’s a certain brutality to your work?
    Yes, I believe there is. Sometimes it is brutal. Urgent. For example, I have one piece that is very brutal, it’s 
a doll with an iron inside of its belly and the title is Sobre o amor (On Love). The iron inside the doll can be 
plugged in and the doll would become, conceptually speaking, warm. The idea was to give life to this doll, 
but the way I expressed it was brutal. Even though it is about love. A lot of people say my work has a certain 
tenderness combined with the brutality. I wanted to talk about tenderness but it came out in a brutal way. 
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Sometimes even I am surprised with how I handle things. But often there’s a certain sense of urgency to it. 
If there’s an iron nearby, I use it. I could have thought about warming up the doll with a heater, I could have 
come up with a different solution. I really like this work, Sobre o amor. This also brings to mind my husband, 
because he works with wood. His atelier is full of gouges and chisels, all very sharp. He hits it so hard when 
making the sculpture, it’s amazing! My kind of brutality is softer than that one. But his work comes out soft, 
polished. He hits it hard when making it, it’s a lot of work, he might as well start yelling! In my case, there’s 
also a manipulation of the materials, but with an iron instead of a chisel. I see the brutality, the aggression he 
expresses. He is very aggressive with his materials, it’s a battle! He fights the materials the whole time until he 
ends up with this soft piece of work. Sanding itself is a corrosive act, it’s aggressive. A lot of people think he’s 
the soft one and I’m mean! I have to laugh. My work is frightening and his is tender.
   Do you think this has to do with the feminine sensibility as opposed to the masculine sensibility?
   I think women can be brutal too. Having my daughter was a very powerful experience; it’s like becoming 
half animal. You have to deal with everything, situations where you have to clean the child, where you end 
up dirty yourself. You become more resilient. Women go through something very brutal during pregnancy. 
So much that after Lara was born my work changed a lot. I used to make clean pieces, sewing, very detailed. 
Then I started to work with earthen materials, making planters. I felt closer to nature. I started to work with 
organic mediums. The baby is organic, sucking on your breasts. With a newborn, the mother has this slightly 
animalistic energy. The artistic work is nothing compared to that. The urgency, the brutality, is also feminine. 
The feminine is not just the pretty side, quite the contrary. It’s something deeper. 
   Did that blossom inside of you after you had your daughter?
    Yes, you change a lot. It’s very powerful. I felt it very strongly. Maybe other people don’t feel it as much, but 
for me it was phenomenal! It is absurd. How is it possible? When you see a newborn child, it’s amazing. My 
father is a doctor, so I was raised in this very sterile environment. When Lara was born, I lost some of that. If 
needed, the mother can change diapers right here, she will find a way.
   How did your daughter react to your work when she was young?
    She didn’t care very much, because she was born in the middle of it! I noticed she would invite her friends 
over to our house and they didn’t care about my doll heads. The grownups where the frightened ones! Really, 
the grownups! Lara would take her friends inside the studio to play. I had a bunch of plastic frogs, alligators, 
pieces of dolls... They would have a great time there! They saw all those materials being used in different ways, 
a whole new universe. She never cared very much. But you know, you’re not the first one to ask me that.
 Really?
   Yes, everyone who interviews me thinks “What about Lara?”. But, for example, I have been asked if I ever 
grabbed one of her dolls! Of course not. She had her own dolls. I never worked with Barbies. Lara had her dolls, 
put away. She liked playing in her room with the dolls, unlike me. Playing with the earth, outside, was never 
her thing. She used the read a lot, she always liked reading! I was surprised when comparing my childhood to 
hers. Mine was so organic! I was always climbing trees, eating fruit! Mangoes, guava, straight from the tree.   

 Is it important for your creative process to have an emotional connection to the elements  
 you work with? 
   I have to like what I buy, what I find. I have to like it. If that is an emotional connection then yes, it is im-
portant. On a recent project I used many birds, the first time I saw them at the store it was love at first sight. 
So I bought a bunch! I was so smitten. There’s a certain affection in the sense of joy when you find something. 
Like finding an interesting doll. The doll I used for the piece I mentioned before with the iron doesn’t even 
exist anymore. Many dolls I work with don’t exist anymore.

  In other works you used pigs and frogs beside the dolls, along with other elements. Is the  
 role of flesh, the body, important for your work?
    Yes, it is important. The one with the pigs, it was important that the heads were of actual pigs. However, 
with the dolls the bodily aspect is not so important. But, for example, the frogs were also “dolls”. The “doll” is 
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not just the girly type, the frog that I use is a frog doll. What I enjoy doing and have done a lot is to fragment, 
melt, dismantle. Perhaps this matter of working with the body is more in the sense of dismantling, flattening 
a 3-D body. I use the language of sculpture a lot - crushing, cutting, stretching. I often try to do that through 
applying heat or through fragmentation. It is a way to manipulate the material. How can I manipulate a plastic 
doll? It’s not like clay, I can’t just crush it. 
    On your website you have a list of names titled Associações Afetivas (Emotional Connections).  
 How do you choose the names? Is it just names you identify with?
    Sometimes. Sometimes it’s a friend’s name, or someone in my family. The connections are not formal simi-
larities, it could be something to do with energy! Escher, for example, has this piece with heads entangled and 
that was the connection. I did one of those with my brother because when he was very young he once said he 
really liked that piece. So it varies. 
    Do you see any differences between feminine and masculine works in general?
    Well... I think women have a different feeling. I do a lot of sewing, handmade things, which is something 
seen as feminine. We don’t see a lot of men doing embroidery, but there are some doing that, such as Leo-
nilson. On the other hand, the work of Mauro Fuke, my husband, I wouldn’t dare do that. I’m not strong 
enough. Besides, there’s a line of reasoning behind it that seems more masculine, I think. I don’t know, I always 
go back to being a mother, this primitive thing. There’s something intuitive about being a mother. You see 
things that men can’t see. You feel things, there’s a certain fortune-telling to it. We are different and I think 
the artistic work follows that. It’s like that project with the pigs, that I made based on intuition, I didn’t think 
about anything, didn’t do any research. I took the head, took the iron and combined them to see what would 
happen. I think that’s a feminine way of thinking, acting in the dark. I feel like the masculine energy doesn’t 
flow as well as the feminine in the dark. The feminine energy can handle the mysteries better. The masculine 
side wants to see everything clearly. But I think I also have a masculine side that I bring to my work - this brutal 
characteristic of it, usually attributed to men only. I mean, it used to be attributed to men. Nowadays men 
can also explore the feminine sensibility and women can explore the masculine. It’s not like the 70’s anymore. 
   A few authors talk about this extremism in the feminine expression, to quote Márcia X., Ana  
 Miguel etc. Do you see yourself in that universe?
    Yes. I can identify with a few things about Márcia; she worked with dolls for a while too. When I made that 
project with the pigs she came to Porto Alegre, and later on I saw she did something with dead chickens. I 
associated this to the piece with the pigs, this raw work. It was a very brutal work. It was absurd. People were 
not very happy about it. But I was very calm when I did it. Afterwards I was a bit frightened too, I thought to 
myself “how did I do something like that?”. 
    It was scary even for you?
    Yes! To this day I am impressed by what I did there, and it was very last minute! I was invited by the band 
Chelpa Ferro to make an installation for the stage they were playing on at the pier in Porto Alegre. I spent three 
weeks just thinking that I had to do something. I was nervous, but I couldn’t do anything, I didn’t know what 
to do. I would think “how am I supposed to do something for such a huge space?”. Then one day at the City 
Market I saw all the pig’s heads. I had this idea to work with those heads, and back at the studio I had been 
working with an iron so I thought about combining them. There were 22 pigs. I tied the irons to the pigs and 
during the concert the irons were plugged in to power outlets.    
 And it turned into a barbecue!
    It smelled like bacon! My work dominated the place! The pier turned into a barbecue. I think it’s a great 
work, I love it. But it was brutal! There was an urgency to it; it’s explosive. It was raining very hard that night, 
the place was packed, and then there were those heads being grilled! It was crazy! There were a few punks, the 
people from the bank, people who worked in theater, circus, a bunch of shows... And the grease running down 
the walls! It was so funny!
   That’s surreal! Would you do that again?
    Yes, I would!
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Maria Helena Bernardes

“How can we narrate from a point of view that does not fit into the current social situation?”

    Is the history of art in debt of women?
   That is a question we hear very often because we find so few references to women’s work in the history of art 
before the twentieth century, at least in the societies connected to the Eastern European way of life. Women 
start getting some visibility in the artistic world with the first Modernist avant-garde, but it is still very little. 
With great difficulty, they start gaining their space in a field taken over by men. The feminine participation 
that actually made a difference, in terms of art, is even more recent. For example, if you read the testimonies of 
Eva Hesse (a North American with Jewish and German origins who died very young in the 1970’s) you’ll see 
that she was around people from a generation connected to minimalism and post-minimalism, people with 
“open minds” who were connected to avant-garde political, social and cultural movements in the 1960’s. Eva 
Hesse expressed, many times, how hard it was for her to be taken seriously by these men, and we see it was 
very difficult to be treated equality by your male peers... If we think about conquering equality in terms of op-
portunities and the participation of women in the historical narratives of art, we’ll see that this only happened 
recently, at the same time as contemporary art happened, as traditional historical narratives entered a period 
of crisis. The historical narrative models used up until halfway through the twentieth century, with their evo-
lutionary perspectives, enter a time of crisis and we still don’t know how we will tell the recent developments. 
It is at that time, during this crisis in the narrative, that women achieve a more equal participation in terms of 
working and gaining visibility, as well as, hopefully, the narrative of their work. 
     Back to the question of history being in debt of the women artists of the past, that is a delicate matter because 
I don’t think society has, in the past, built itself on a dualistic, antagonistic and dichotomous basis between the 
oppressed and the oppressor. It’s an arrangement. Society, in order to maintain the current system throughout 
a long time (such as the system in which the masculine role is dominant over the feminine one) requires a 
certain agreement between both parties, otherwise things would change. What agreement was that? What 
was the basis of this dominance? What was considered to be art in the past decades? Why was art restricted 
to the masculine universe of doing, with visibility and social rewards destined to the figure of the male artist? 
There’s a lot there that is studied by sociology and that come up as complex social issues. We can’t simply take 
the contemporary consensus on the need for gender equality for artists and project that model to narrate the 
history of Renaissance art, for example. Even though there were women artists at the time, they did not have 
the same projects, the same artistic and social ambitions a contemporary woman has. They dealt with a very 
different notion of the artist compared to the one we have now, there was no “artistic field” and the art world. 
The notion of men and women as social components were also different. Therefore I don’t think it would be 
very productive to try and fix history’s narrative mistakes by proposing a historical narration from a point of 
view that does not fit the social reality of that particular time. Are there mistakes that need to be corrected?

 Much of your artistic output comes from the déambuler, a practice that became popular in  
 the mid-nineteenth century France and later also influenced the surrealists. It is important  
 to notice that the flâneur of that time was eminently male. Women, in general, did not have  
 the same freedom to come and go as they please, and wandering around the streets was some 
 thing associated to prostitution. You have a piece that starts with the reading of Breton’s  
 “Nadja”, which was actually something you worked on together with your husband, Fernando 
 Mattos. What got you interested in this character that embodies this “free spirit”, with a  
 “convulsive beauty”, that also denotes the exotic outlook on a mysterious, erotic and clair 
 voyant woman? How do you see the way surrealists perceive the women, which is often con- 
 sidered fetishist?
   This question takes me back to what we were just talking about, regarding how recent is this kind of con-
junctured understanding that turns gender relations into something consensual and necessary. We talked 
about Eva Hesse and now we go back only 40 years to talk about Nadja, who lived in the 1920’s in Paris, 
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Europe’s modernist capital, and was involved with the leader of one of the most potent and libertarian artistic 
movements – surrealism. In this context, so recent, the role of women might be shocking to us if we don’t ap-
proach it with the care and the cultural relativism necessary for those looking at it from afar. Nadja was a very 
unique woman if we take into consideration Breton’s own reports in his book, as well as the letters, notes and 
testimonies he left behind. The surrealists had conventional marriages while openly engaging in love affairs, 
all justified by them being labeled as “Bohemians”, as non-conventional artists  criticizing the system and all 
the habits of the bourgeois. I believe the women that got involved with them ended up seduced by that very 
image, and the wives were not usually involved in their surrealist adventures. The ones that did get involved 
were those that were, as you said, “exotic”: teenagers (by whom they were fascinated), clairvoyants, actresses, 
fortune-tellers, prostitutes or a “wandering soul” like Nadja. Nadja’s story is fascinating because it shows a 
brilliant man, a powerful artist like Breton with the superior reality in his head, but seeing it incarnated in the 
living figure of Nadja he could not deal with it: he feared being devoured, losing his ground, being annihilated 
by the infinite freedom suggested by Nadja, detachment from everything and everyone. He then realizes, with 
his rational and brilliant mind, that he was not able to deal with such intensity of intuition and imagination 
incarnated in real life. I think that everything would be different if Breton was a woman and Nadja was a man, 
that the story would have taken a different turn – not necessarily better or happier, but different! Perhaps a 
woman would not feel the need to create something like surrealism.
 Do you think women are linked to men throughout art history? For example, artists that  
 end up known for their relationships to other artists instead of because of their own work,  
 like Camille Claudel because of her relationship to Rodin and Maria Martins’ relationship  
 with Duchamp?
    With Camille Claudel the thing is people say Rodin was the heroic, late Romantic type, working on huge, 
monumental pieces with his monumental ego... And together with this monumental social persona there was 
no room for anything else to develop. We all know the simplistic version of the story, that Rodin was “in-
tellectually envious” of Camille Claudel and that’s why he decided to cast shade on his partner – but I believe 
this thesis expresses a certain resentment without any certainty of how things actually happened. Let me tell 
you in all honesty and fairness, as I’m not a fan of Rodin’s work; I have seen Camille Claudel’s sculptures and 
I don’t think she was such a powerful artist like people say she was. There were other artists at that time who 
were trying to leave behind this rusty, academic model of sculptures made in a heavy bronze, influenced by 
neoclassicism, baroque or rococo that still reigned at the time – things that painters had already broken away 
from. Painting followed pari passu the revolutions of literary Romanticism. It was with Rodin at the end of 
the nineteenth century that sculpture takes the big leap towards modernism. There were however other artists 
that started to work the Romantic sculptures, seeking in Michelangelo the miracle of the matter that reveals 
itself as a rough material while simultaneously contrasting with the form projected and engraved by the ar-
tist, inducing a flight from the concrete to the metaphysical right in front of our own eyes – in a single piece 
of art. This comeback of Michelangelo’s work in the nineteenth century allowed for sculpture to move more 
towards modernism, and Camille Claudel is one of the artists that did that together with Rodin. However, 
to be honest, I was not impressed by her sculptures. I went after her work because I wasn’t very interested in 
Rodin, so I thought “Let’s take a look at this person who’s being rediscovered” – but I was not impressed. To 
me this realization only weakened that discourse full of resentment against Rodin, the megalomaniac genius of 
the monumental that purposefully decided to cast a shadow on his partner, keeping her from the recognition 
she deserved. Things are never that simple.
   Regarding Duchamp and Maria Martins, I don’t understand how she would become known for her rela-
tionship with him when they had such a well hidden relationship – if they even had one! When you read 
Duchamp’s interviews, letters, testimonies from people who knew him, you get the feeling he was borderline 
misogynous, you know? We don’t know the truth when it comes to those relationships. Duchamp is strange, 
he’s a mystery. Women frequently fell for him, that seems to be true, but the real extent of those relationships 
can’t be known. Regarding Maria Martins, we know she was a very powerful woman in Brazilian society. She 
lived off of social relations with the elite of São Paulo, married a diplomat and traveled the world; I mean, 
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it does not sound like a woman who would end up subdued by an artist, even if that artist was Duchamp. I 
don’t think she was hidden behind him, because she got the recognition she deserved for her work at the time, 
and she was very political. Maria Martins lent her full spectrum of social and economical relations to grant 
credibility to new cultural institutions in Brazil. The Museum of Modern Art in Rio de Janeiro and the  São 
Paulo Biennial were politically and institutionally supported by her. She was a powerful woman who made a 
very interesting sculpture and was invited to the São Paulo Biennial even though at the time a more concrete 
art, as opposed to her onirical sensibilities, was prefered in Brazil. She was in the front row of Brazilian art and 
critics as important as Mário Pedrosa discussed her work. 

 Many initiatives started out because of this demand for the inclusion of women in the his- 
 torical art narrative, such as the National Museum of Women in the Arts, but there are also  
 critics who say initiatives such as the NMWA are sexist. How do you see this issue?
   Personally, although I recognize a few important contributions, I am not particularly enthused by criti-
cal, historical and curatorial approaches based on gender. If you think about the contemporary artistic field, 
what are the hardships, restraints or weaknesses female artists go through? I don’t think those are particularly 
relevant, at least not in our country or other democracies. Because of that, I don’t like this sort of division – I 
don’t understand what problems it could fix. On the other hand, perhaps it would be interesting to have a 
museum dedicated to mapping art from the past, where the social context did not allow enough visibility for 
the artistic production coming from women. Maybe it would be interesting to see the influence these women 
might have had on the male artists of their time, trying to regain and study the artistic work of these women 
and placing them with the works that “made it into history.” There might be something like that somewhere, 
but I don’t know about it. Something like a museum for female artists that covers a time span from the six-
teenth to the nineteenth centuries, for example. I think that would be very interesting. Dedicating a museum 
to women working today, however, does not make much sense to me. I’m not opposed to it either, it’s fine 
if does exist – I just don’t see a reason for it to exist. As an artist, I would not want to be in a museum just 
because I am a woman.

 How do you see the relationship between the demands of women artists in the 1960’s, and  
 the women who work in the art field nowadays?
   Those feminist voices, so important in the 1960’s, came from intellectuals who were in their twenties at the 
time. Nowadays, many of them are still active, they are around 70 years old and still influential. They carry 
with them the merit of fighting for the society we live in now – one that is much more tolerant and democratic 
in terms of gender issues. Even though prejudice still exists, laws and common sense force the conservatives to 
hide it. Today there’s no room in a democratic society for a curator and member of a jury to hinder a woman’s 
application for a funding opportunity. When it comes to sexism, I believe we are still under the influence of 
those counterculture activists who carried the tension of that time where we still needed to radically open up 
a new universe, a new democracy for all genders and sexual orientations, minorities and so on. An example 
of that could be this idea of opening up a museum for female artists in 2014, to favor women. I believe there 
are still other fields where women do need help from the state and attention from social agents that fight for 
human rights - women working in agriculture for example are part of a segment of society with high levels 
of domestic violence and exploitation. Fragility in all levels and types are found there much more than in the 
social segment artists are included. Black, indigenous, illiterate and homeless women are much more vulner-
able in many ways. Contemporary artists like us are part of the urban, middle class (at least) segment, having 
studied at least up to college. I believe the gender gap and the discrepancy in terms of women’s rights are more 
present in other segments. Like I said before though, I am not opposed to it, I would just like to hear more 
about the necessity for projects like that.

 Talking specifically about the artistic output, how do you see the dialogue between the femi- 
 nine and masculine sensibilities?
    I would say that yes, the feminine sensibility leaves its mark in the artistic work. However, I don’t think the 
feminine sensibility is exclusive to women, just as I don’t think the masculine sensibility is exclusive to men. 
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In any given person, sensibilities are composed in a gradual manner. Because of that, we have women that, 
in a way – in terms of intellect of affection – are closer to the masculine sensibility, and men that, in a way, 
express a more feminine sensibility. What I mean is that there is, indeed, what we call masculine sensibility 
and feminine sensibility. Of course we leave it to the sociologists and social psychologists to debate whether 
these sensibilities are acquired through nature or nurture. I tend to intuitively believe they are acquired mostly 
through nurturing while also having a connection to our innate nature.  
 How do you see the contemporary feminine artistic output? Do you see any specific charac- 
 teristics, anything their work has in common? Any name you would highlight?
    I have been enjoying the work of Mexican artist Natalia Almada very much. Her work has its origin in docu-
mentary and she has been invited to contemporary art exhibitions and biennials. She’s less than 40 years old and 
the kind of documentaries she makes – with their extended rhythm, sensibility and intuitive instead of assertive 
approach; black or white, good or bad – have some of this feminine sensibility we were talking about very pre-
sent in them. That is very clear in a film she presented at the Venice Biennial called El Jardin. In it, she takes on a 
universe that exists only because of a very masculine sect of Mexican society, made up, basically, by rather violent 
men – the drug cartels. I think the feminine sensibility is in her delicate approach: a cemetery for drug dealers 
near the border with the United States, in a very dysfunctional and violent area. What happened was a city came 
about around this cemetery, because the constant burials generate a demand for various services: contractors, 
musicians for funerals, cleaners. The drug dealers build gigantic tombstones and compete in opulence. Natália 
Almada films 24 hours of daily life in the cemetery with the camera basically still, starting from the time the 
janitor arrives for the night shift, throughout the day, in between his shifts, until the time he comes back the next 
night. With a very delicate observation, a non-invasive and non-judgemental camera style, she shows that even 
in a place like this, the result of one of the most terrible conflicts we have nowadays, there’s life, real and intense 
feelings, relationships, gambles, projects and tasks to be done. Throughout the film, we feel touched by the deaths 
of so many youngsters, a real juvenile massacre, and there’s no space for prefabricated thoughts along the lines of 
“they died because they got involved with crime” or “they are victims, but they are also murderers” and so on. We 
are not judgemental because we are exposed to brutal deaths. The pain the families show by the coffins is real and 
deserves compassion, just like any other family would. She shows us a universe full of life centered around death, 
people who work with that, kids that play with that, street vendors, the horizon of those building the tomb-
stones…. It’s a whole universe. The approach is maternal, in the sense that everything fits. If it’s human, it fits.
   I also think that in the feminine work we tend to see more flexibility when it comes to formal concerns that 
seem to be more strict for men, who are more fascinated by structure, form, language issues. Women have a 
certain understanding of content, an interest for content that is very characteristic, while men, at least the ones 
I know, derive more pleasure from form. The way I see it, content opens up the possibilities for form to exist. 
Whatever it is: painting, video, writing, walking. I like this difference, which is very clear, between André Severo 
and I, when we work together in Areal. In general, women treat artistic work with a certain permissiveness, let-
ting their work be trespassed by subjects, medium, contexts or forms that used to be foreign to it. It’s a good kind 
of permissiveness, it’s not bad. I’m not saying men are strict, that’s not it. Men are simply more assertive, they 
point, directing the work. He needs the landmark that his work and his authorship represent. That’s not a rule, 
of course. You can’t see it that clearly every time.   
 In an essay on the exhibition Manobras Radicais (Radical Maneuvers), Paulo Herkenhoff  
 and Heloísa Buarque de Hollanda mention Lygia Clark as an example of a woman who genuinely did  
 this radical maneuver in the sense of going deep and working in sharp movement in the art  
 field. A role is usually attributed to Tarsila do Amaral. Do you agree Lygia Clark played such 
 an important role in this?
    I think there are many issues there. First of all, Lygia Clark’s work is definitely very important to understand 
the turn in Brazilian art brought about by neoconcretism. It opened up the possibility for another kind of art  
to emerge, one so different from what happened before that it could have another name, or not even be called 
‘art’. This was an international phenomena; artists everywhere were discovering that art can be so different, 
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that it can go beyond what used to be understood as art to an extent where it is almost not art anymore. Lygia 
Clark is one of the artists that allowed for this other kind of art to exist. However, I think her historical role 
will be determined by our recently gained knowledge of the works of Lygia Pape. The more we learn, Lygia 
Pape is growing and she should grow even more. She has the strength and stamina of Lygia Clark, even though 
they had different careers and a very different body of work. Lygia Clark, acting in the name of art, is very 
important for a relativist approach on what art could be beyond any medium, as well as for the appraisal of the 
experience, of an integration, a holistic comprehension – to use a term very dear to their generation. I wonder 
why Lygia Clark became more popular than Pape who also did phenomenological experiments, worked in the 
streets, interfered with reality, dealt with the body and gestures, the individual and the collective...

    Why do you think that was?
    I think the fact that Lygia Clark and Hélio Oiticica died a long time ago, as they both died in the 1980’s, 
allowed them to come up as representing the kind of investigation that characterized tropicalism in the arts, 
the discovery of the body, the revolt and the relativism of the medium. Lygia Pape was also a part of all that, 
but she was alive and working until the beginning of the new millenium. Research and written history in the 
1990’s shed more light onto those who already had a set body of work, which is the case with Hélio Oiticica 
and Lygia Clark, than those from their generation who only passed away recently. Now, because of the re-
trospective on Pape’s work that went abroad and was at São Paulo State’s Pinacotheca (a beautiful exhibition!) 
we can get to know this wonderful Lygia; the Lygia Pape of the movies, Lygia Pape of “Divisor”, of creations, 
of photo performance. And more: Lygia Pape the “visual artist” contemporary to Hélio Oiticica and Lygia 
Clark, “visual artists” in the more traditional sense, during the concrete and neo-concrete period that they 
all experienced thoroughly; a powerful period of true visual and plastic mastery in the sense of significantly 
transforming their materials. I think Lygia Clark will stop being a lonely start in the women’s universe as we 
rediscover this fellow artist who was also there at the time. 
   Regarding the more radical experimentation, in the beginning of the 1970’s Clark made art for ten more 
years, a period she questions herself and did not want it called “art” anymore, but “cure” instead. I think that’s 
so wonderfully illuminated and brave of her! Lygia Pape, however, still considered her work to be art – and the 
quality did not go down, she maintained a beautiful work, always fresh, until the end. The important thing 
is that Lygia Clark was not alone. It’s interesting to revisit the role of someone like Carmela Gross, who was 
much younger than the two of them, but was already working in the 1960’s. There’s also Letícia Parente who 
experimented with body art, performance and video, and the founding role of Ana Bella Geiger, not only 
an avant-garde artist but also a master, who during the dictatorship opened the gates for young artists to do 
experimental work at the studio of the Museum of Modern Art in Rio de Janeiro. 

 What about Tarsila’s role in this historical context?
    Regarding Tarsila, I would disagree that her work was not radical. I think she was extremely relevant. 
Tropicália, for example, was a time of condensing and eruption of the thoughts of a generation of musicians, 
performers, fashion designers, poets, filmmakers and so on – finding in the term “tropicália” a cannibalist 
Brazilian truth, a demand for a Brazilian art and not a xenophobic one; a non-nationalist, open kind of “Bra-
zilianism”. Being authentic, true, pulsating and powerful, this Brazilian ethos requires openness and feeds off 
of itself, growing constantly. That only happens because they went back to Oswald and Tarsila. Oiticica, Clark 
and Pape’s  generation are going back to Oswald’s Manifesto Antropofágico (Cannibal Manifesto), – written 
based on the revelation he had standing before Tarsila’s “Abaporu”. The notion of cannibalism was already 
guiding Tarsila’s work ever since the first paintings from her Pau-Brasil period in 1924. Oswald also wrote a 
manifest on the impact his wife’s paintings had on his understanding of the paths Brazilian modernism was 
taking. On her paintings, Tarsila showed how she could bring Futurism to her work, along with Cubism, 
processing Orphism much like during her Antropofagia period she processed Surrealism. In 1924, Tarsila was 
processing all the information she received from the Parisian avant-garde movement together with a Brazilian 
theme and content together into something unique. It was her Pau-Brasil period. It’s not Cubism, Futurism 
or Orphism. It’s not a scholarly rendition of Brazilian naïf painting. It’s Pau-Brasil. Antropofagia was already 
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present then, as an essential and formative principle, processing the creation. Though Antropofagia wouldn’t 
be fully processed intellectually and verbally until 1928, it was already present in Pau-Brasil. I think Tarsila 
represents a great turning point. Then we also have another wonderful artist, Anita Malfatti. Personally, I 
resonate more with Anita’s work than with Tarsila’s more strict paintings, but Tarsila haunts me. It even makes 
me a little uncomfortable even I see those paintings that look like there were made in a vacuum. The well 
defined forms, one thing against the other, that dry blue that I don’t even know how she managed to make. 
It’s actually unpleasant at times.

    It’s a bit disturbing.
   Exactly. Of course, as we are not Modernists, we would not say that Tarsila is better than Anita because of 
those things. It’s not about that. Anita developed her European influences in a very personal way. Those influ-
ences are very clear in her work – we can easily identify traces of Fauvism and Expressionism. However, much 
like Tarsila, it’s hard to pinpoint what it is exactly. It’s not Futurism, Surrealism or Cubism. It’s not naïf. It’s 
Pau-Brasil. It’s Antropofagia. Tarsila played the flâneur with Oswald in Paris and in São Paulo, but she didn’t 
hide her oligarchic background. She even talked about how her painting A Negra was about a story she would 
hear from the black workers in her grandfather’s property about the slaves who would end up with their breasts 
really saggy from carrying their children while breastfeeding them. So, she painted a black woman with one 
of her breasts over her shoulder. Tarsila and Oswald were left-wing intellectuals, and she remained one for the 
rest of her life. She was not a shallow woman, despite her wealthy background.

 Do you feel like the written history still struggles with the issue of completeness, of wanting 
 to find a closed scenery, a fixed protagonist, as if that would be perfectly orchestrated? The  
 reason I’m asking is because in some bibliographies on gender there seems to be a yearning  
 for a complete discourse, a proper way to see the issue, even though those things are constantly 
 being constructed and deconstructed. How do you see the issue of narrative and historiography 
 nowadays?
   Indeed, I believe standard historiography is still attached to that. Formatting things into specific chapters 
with main characters going from point A to point B is very characteristic of it. It’s currently going through a 
period of heavy self-criticism. We can’t really tell what schools we’ll have, there’s even going to be schools in 
the historical narrative of contemporary art, for example. I am very curious to see in thirty years what will be 
written about the art from the end of the twentieth century and beginning of the twentieth first century. I’m 
curious to see if those two periods will still be a part of a cycle or if they will be seen as two separate things. We 
can’t really tell when it comes to contemporary art. I think historians are afraid to be called  retrogrades when 
narrating contemporary art as a continuum from the 60’s until now because that sort of historiography based 
on evolution and historical determinism has already been heavily criticized. 
   There’s an interesting phenomena: the art world today, unlike the 1920’s and 1960’s, is characterized by 
theses. Curatorial theses that are institutionally validated, and institutions that are, in turn, validated by an 
organism that involves market interests, collectors, galleries, fairs and institutional circuits. In this circuit, we 
have the curators examining pieces and churning out their theses on the artistic output. Some of those theses 
have proven to have investigative qualities, perhaps inserting themselves into chapters of a future book on 
contemporary art. Maybe we should look at the exhibitions more. Not that I think they are a decisive factor 
or that you will find the truth about art there, but some exhibitions throughout history were very emblematic. 
For example, the São Paulo Biennial in 1985, curated by Sheila Leirner, had its curatorial axis nicknamed A 
Grande Tela (The Great Canvas), with the curator having a metacritical approach. That means the exhibition 
itself, with the way it was organized, ended up guiding the audience’s gaze to a more critical approach of the 
paintings from the 1980’s that made up the exhibition. It drew attention to the first wave of globalized art-
work. For the first time art really was globalized. The same was being done in São Paulo and in Tokyo. The 
same size and the same intensity.

    You are deeply involved with art history. Up until the consolidation of the courses at Arena,  
 for which you have gained a lot of recognition, where did that come from?
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I had an experience when I was very young working in an independent school with other artists that studied 
art in college with me. It was like a studio where we would teach drawing, painting and so on. I worked with 
drawing and art history and my students were all adults. I’ve always been interested in art history. We had a 
colleague teaching silk-screening, which was very popular at the time. Others worked teaching children. That 
was between 1989 and 1992. I stopped teaching afterwards and went on to do other things. I started working 
at the state’s culture department, but ended up quitting. I went on to teach in different places across the state 
to make some money. The possibility of teaching was simply laid out in front of me, but I never thought about 
going to grad school and teaching at the university. I didn’t want to and it seemed like a big commitment in 
terms of time and effort. My husband is a teacher at a federal university and I didn’t want the same for me. I 
would be stuck and if I went to grad school I’d definitely have a moment of weakness and apply to teach there. 
So I didn’t go in order to prevent that. 
   For a long time, between artistic projects and funding opportunities starting in 1995, there was this pos-
sibility of making money off and on, teaching a little bit, so I kept doing that. In 2004, I had that kind of 
mobility, but I always had to “reinvent the wheel”. I would be done with one work and I had to start another. 
Besides, producing projects is a lot of work and it gets tiring after a while. In 2004 we stopped everything 
here and moved to France because Fernando, my husband, was doing a doctorate program in Paris. Then I 
was able to dedicate myself exclusively and freely to studying. Not in schools but by myself – I’d see what I 
wanted to see and read what I wanted to read. I came back with a lot more knowledge related to what I used 
to do as an artist at Areal. 
   All the knowledge that I acquired, that I translated, everything I saw there before it ever made it to Brazil 
made me want to come up with a course - I also wanted to settle again in Brazil and restart the work I had 
been doing here. So I pitched this course to Koralle, in Porto Alegre, called A História da Arte pelos Artistas 
(The History of Art as Told by the Artists). First one: sold out. Second one: sold out again. So it became a 
permanent course for two years. It was always full. It was based around artists’ writings, I brought a lot of 
information on Situationism with me because at the time there was only one book in Portuguese on the 
subject, published that same year. Many students from the Arts Institute of the Federal University came to 
me because they already knew me through my work with Areal, and they knew me as an artist that talks and 
writes. Because of writing, because of what they thought I had, maybe a certain clarity regarding my own 
artistic processes combined with my knowledge of art history, students started to ask me to prepare them for 
their masters and doctorate programs. I started to do that on the side, teaching a few groups in my house. I 
started to make peace with the idea of teaching. Then as the groups started to get bigger, I had to find a place 
to work. Throughout all that, I kept studying art history. That is something that comes from before I ever got 
into college – I was always interested in art history and have always studied it. I studied for myself, I liked all 
periods. I studied it because I enjoyed it. After I graduated, I continued to study it. 

    Did you do that by going after certain books?
    Yes, going after books, references, reading authors, one artist takes you to the next, always looking back 
at all periods through history. So I had a lot of knowledge that I really enjoyed having, without worrying 
about organizing that knowledge. In 2005 we already legally had the NGO Arena. Since we needed a place, 
we bought a space that ended up being used for Arena and that I also used for teaching. The courses at Arena 
came about because of this need for space and bringing it together with the NGO we had. Despite having 
that space, at one point I had five groups coming to my house, each with 7 students. It was crazy. When we 
opened our space, we already had a decent amount of people that knew about us. Of course, we need to 
think about what we wanted to achieve there, because our intention was not to turn the space into a waiting 
room for the universities. That’s how the courses at Arena started. Together with Melissa Flores, we worked to 
develop courses on art history and theory, bringing in a fresh perspective and sharing artists, readings, visions, 
approaches, communicating a particular focus on art. 

   What are you studying and researching right now? 
    Something that has nothing to do with art.
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 Really?
   Yes!

    What is it?
    I’m working on a project to elaborate cultural indexes that was granted funding by the state’s culture depart-
ment. It’s called Observatório de Sensibilidades Morro da Borússia (Hill of Borússia Observatory of Sensibili-
ties). We want to map the different sensibilities that translate the  human formation that was historically built 
in the area of the city of Osório, in the state of Rio Grande do Sul. What’s in that area today is not a direct 
result of what people who inhabited the place did to it, but it’s also what’s inherited from their ancestors. It’s 
a community that is essentially invisible, as few people in Rio Grande do Sul know that it exists and that it 
was a historical point of entrance for the Portuguese speaking Rio Grande do Sul. There are many extremely 
important facts in the history of the state that started there, in that area of the coast. The people there are the 
result of a very interesting ethnic mix, with quilombolas and descendents of the aboriginal population who 
were killed on that hill by the white people that entered the state through the area known as Campos de Cima 
and those that came in and occupied the beach. There were many conflicts in that area. The forests had been 
completely devastated and now since AGASA closed (a sugar and alcohol processing plant from the 1980’s), 
the nature came back and nowadays it is again a forest. Because of that there’s also the conservationist aspect, 
as it is a protected area. All that collides with the local sensibilities. But what are they? What are those sensibili-
ties? What others existed there before the contemporary ones? What is this place that no one sees? My own 
artistic work is fed by experiences and sensibilities. I am interested in understanding and getting to know the 
lives of the ghosts that passed through a place, what was left behind and the current agents that turned the 
place into what it is. Even if they don’t know, they interact with the lives of those ghosts. That area has a lot 
of history that the state of Rio Grande do Sul simply does not know about. We have a lot of writing about it, 
about the paths along the coast, about those who deserted Colônia do Sacramento coming through all of our 
coast until they reached Laguna in the state of Santa Catarina, leaving behind their stories. 
   All those situations created a very different kind of human, with a cultural experience and aesthetic sensibili-
ties of their own, mixed with their past experiences. There, you’ll find the melancholic and distrusting nature 
of the Portuguese açoriano, but also the colorful oral tradition of the cowboys. Then, you start to see the 
tensions too: why do the legends revolve around slaves and lagoons so much? There’s always a black man suffe-
ring, a slave mistreated by their owner and curses the lagoon. From those legends you start to understand that, 
according to their tradition, the lagoons were cursed because they were used by the owners for navigation, 
they were the point of entry for the slave ships coming from the ocean. A lot of people there are still afraid 
of lagoons. You start to understand this story, and since I enjoy writing, I derive great pleasure from studying 
this, which has been taking up all the time I currently have. That’s what I’m dedicating myself to lately. It’s my 
work, it’s what I enjoy doing. I don’t question who I am doing this for, or why. I’m just doing it.

Fabiana Faleiros

“The whole of the capitalist system is based on the figure of the woman as an object of desire”

   Coming from a background in Media, was there ever a conscious decision to be, or a wish to  
 be, an artist? 
   I graduated in Advertising in Pelotas (RS), but I never worked in advertising. When I came to São Paulo I 
was full of ideas, I wanted to do a lot of things, but I was very shy, I was very self-conscious. I started to write 
and published a bit of poetry based on Getty Images, an image stock website for advertising that I used for 
my undergrad projects. I was invited for an exhibition in São Paulo, at Galeria Vermelho, where I showed these 
works that also had to do with the public space and the Internet. Back then I was taking a masters in semiot-
ics. I was highly influenced by people who worked with art and technology, but I started to feel like it was all 
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too technical. They have a very objective and non-politicized view when it comes to art. I the same time, I was 
taking classes at the Subjectivity Center with Peter Pal Pelbart, so I was stuck between the ultra-subjective and 
the very-objective trying to find myself. It took a long time, as I was also working. 

   You were at the start of your career as an artist, taking your masters degree and also working.  
 That’s something we frequently see in the literature about this market - the double, triple,  
 quadruple work shifts and how dedicated people are. It seems to be a portrait of contemporary 
 life and it is not different with women, quite the opposite. 
   That is a symptom of our age. We are expected to be many different things at once, and there’s an ample 
supply of subjectivity - I can be whatever I want to be. I can consume this multiple persona. I am very much 
like that, but in reality my path was one of damnation.

 Why?
   Because of planning. I studied advertising, then received a masters in semiotics, and things came about in a 
sort of roundabout way. But I like it, I couldn’t be stuck in the art scene only. I find it to be too self-absorbed, 
too autophagic. People have this idea that to be an artist is to drown in your own work. I had an interesting 
experience though, I was a teacher in 2008 and it was horrible.  
   Horrible?
    Yes. It was one of those “degree factories”; sixty students in one room and there was a lot of prejudice, mostly 
from the female students. I was 28 years old, I was pretty, there was a sort of resistance from their part in ac-
cepting my role as a teacher. They were constantly testing me. Then I started teaching at an NGO, the Acaia 
Institute, a project in digital literacy for children in two slums in the west side of São Paulo. So I had a very 
interesting experience. My work dealt with the Internet, so I had this idea to have a literature blog with the 
students, but what happened was they were only interested in listening to funk music! I was already familiar 
with hip hop because of my final essay as an undergrad student, where I took pictures of the hip hop scene in 
Pelotas. I was very interested in their aesthetics, the sound and the connection to politics, the world, taking a 
stand using a microphone, their speech. I started to listen to funk and I liked it. I realized it was very interes-
ting as a way to experience the world. 

   And that’s when funk began to have a role in your artistic work?
   Yes, it was. I started a project called Projeto Passinho, where they would teach each other to dance and we 
would put the videos up on Youtube, so they could relate their lives with the Internet. And then I started to 
work with Rafael RG, in a duo called RG Faleiros.

   How did this duo with Rafael come about?
   I met Rafael because of those annoying things, the vernissages. We started to do things we didn’t even 
consider to be artistic projects, like just dancing in the middle of Augusta Street. We wanted to occupy the 
public space - the street as a place for a party. So the the cars would drive by playing funk very loud. That’s a 
place where you see all kinds of people; the ones who like electronic music, funk etc. At Augusta, where Bar 
do Netão used to be, there was a lot of prejudice against funk. But those cars would drive by and when they 
stopped it was the perfect encounter! We didn’t even need our own sound system. We were out in the streets a 
lot, with a megaphone, saying things at the galleries. We would walk by and play Banda Dejavu, a band from 
Belém do Pará that does tecnobrega versions of things like Beyoncé. But we were out on the streets so the 
police would come and tell us we couldn’t do that. 

   Were you stopped by the police often?
   Yes, we were.  
 And how did people react to your work and those interventions?
    Out in the streets it was very interesting. People participated a lot, dancing, they were very open to it. But in 
the art scene it was different. We were bullied in a way, because we would say things that were a bit aggressive, 
but the goal was to get rid of that blasé attitude, the “Oh… the Art scene...” thing.  
 And apart from the Brazilian art scene you also went abroad, right?
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    Yes! In 2012 we were invited to go to Berlin for a festival called “Camp/Anticamp: a queer guide for everyday” 
life. It was a very important moment because I had the feeling that we had no recognition in Brazil. This was 
a queer culture festival and there were a lot of performances going on. We were in a program called Tropicamp 
curated by Max Jorge Hinderer Cruz. We held screenings of Linha Amarela, a documentary we made, and I 
sang a song called Mulher também tem cu (Women have assholes too). 

   How did that song come about, Mulher também tem cu?
   We had been working in the streets for a long time and it got to a point where we were a bit needy. It’s very 
hard to have this role of bringing ecstasy to a place that is decaying. We wanted to be inside a certain space, 
so we started to do projects indoors. We went to a building in downtown São Paulo where they have those 
underground parties, the Voodoohop, with Carlos Capslock, and we were doing interventions. I used to sing 
on the megaphone and DJ Thomas Haferlach invited me to do an intervention during his set. I started to sing 
this song Mulher também tem cu improvising, live. There’s a lot to the context here, places only gay men go to. 
Mulher também tem cu has a certain feminist tone, but there’s also the fact that with a lot of gay men in the 
scene I would go out and they did not relate to me. I sang that song in Berlin, but we were very careful with 
this being outside of Brazil because the image they have is already of something hypersexualized, that we are 
very free, even though we are not. There’s a lot of prejudice. 

   And that’s when you started to incorporate those gender issues into your work? 
   It started with this song, Mulher Também Tem Cu. It was very spontaneous, it was about how I felt at the 
time in that party environment, I said it in the middle of a song and it was incorporated into it. I started to 
realize how much sexism I was facing. The DJ scene is a rather sexist one, most DJs are men and I wanted to 
interfere with that. Besides, I wanted to add lyrics to the songs, because those parties usually only play elec-
tronic music with no lyrics in Portuguese. Guys, we are in Brazil! What’s wrong with singing a well known 
song, or some pop music, at a party? So I created “Lady Incentivo”, a play on Lei de Incentivo*, taking into 
account this feminist context. I came up with a project called Novas formas de amar e de gravar CD (New ways 
to love and record an album.) There was this thing with the record industry, which is a very mysterious thing 
nowadays - there’s no direct relationship to the record labels anymore, but instead with the Internet. There’s 
also the issue of the State’s servitude to money, because most of the funding provided by the State comes from 
large companies’ tax exemptions funneling money into culture. So how much is culture linked to this idea of 
companies wanting to be a complete experience instead of just a product? There’s a political and feminist issue 
there. I recorded this album at the Biennial because they had a radio station called Radio Mobile, where every-
one could come in and do whatever they wanted. For example, that Amy Winehouse song, “I’m no good”, and 
I made a version of it called Sou Foda (I’m the shit), from that video that was really popular online. So when 
she says “I’m no good” I’d say “I’m the shit” - it’s this thing about the feminine experience with the singing, it 
wasn’t the docile singing we are used to, but instead something related to funk, which is easier to reach and is 
a very powerful manner of speech, of taking a stand as a woman.

   It’s a very powerful discourse.
   I think it’s very interesting when the women take the microphone in funk and start singing things like “I’m 
tired of hearing that you’re a gigolo; When we were doing it I thought it was absurd; you came once and 
wanted a break”. It’s something that’s not related to orthodox feminism, it’s as if they got together to discuss 
an issue but it happens on the stage, exactly where the problem is: on the stage you only see men singing, and 
they are occupying that space with their own voices, instead of just being objectified, both in terms of the 
masculine discourse as well as the physical aspect. 

   Those issues are expressed through funk then? 
   Funk is very much a symptom of what happens in Brazil. The flashy ostentatious side of it is the result of the 
pressure on the lower class to consume. There’s nothing as powerful as that happening in Brazil. It’s a cultural 
output that’s also very political. I think there should be an open dialogue between that and academic thinking. 
 Can we say you use performance and those other devices to come closer to the debate, the  
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 political issues?
   Yes, but I like to allow a certain stream of consciousness to flow. In the discourse and the performance there’s 
a stream of consciousness that is not contained in this domain of the cultural project, something closed - now 
I am doing this; now I am doing that. You make up a stage where there is none. I can be out in the street 
and create a situation that will become a performance. This space of celebration and partying is something I 
consider to be very political, because people in general live in a work environment that has nothing to do with 
who they are, so come the weekend everyone seeks a place where everything is supposed to happen. I think 
that is very important, the party as a political thing, living in the moment.

 I remember one of your works, “quien és esta niña? who’s that girl?”, which was very simple,  
 but to me it speaks of everything - gender, politics, critics, art, intervention. How did that  
 come about?
   Yes, what happened was that during the final project for my doctorate I wanted to work with the idea of  “In-
sertions in the Artistic Circles”. Cildo Meirelles, in the 70’s, was doing something called Ideological Circles. 
So during a residence in Colombia I noticed there were no women’s faces on their currency. There was one bill 
with a female face, the ten thousand pesos one. So I did this intervention painting those men’s faces on the 
bills, because the representation of money is completely linked to power. I would paint them and write “quien 
és esta niña”, from that Madonna song, “who’s that girl”?

   It deals with a very symbolic triangle: men-money-power, and we ask ourselves how much a  
 woman’s artistic work reflects those relations.
   I find it appalling...because, you see, I always do this thing where I count how many men and how many 
women there are in each exhibition. For example, there was one in Poland called “Love and Hate to Lygia 
Clark”, which was happening at the same time as mine, “Art Music”. There was one woman and ten men. I’m 
doing a residence with Red Bull right now and there was an exhibition with everyone involved: six women and 
twelve men. Why is there still such a gap? Is is because the production is not relevant? I don’t think so. But at 
the same time, I look at my colleagues and they don’t seem to care about that. 

   There seems to be an illusion when it comes to gender democracy that is understandable in  
 the sense that you are not likely to be discriminated explicitly for being a woman, for example 
 no one will stop you from showing your work somewhere just because you are a woman, but 
 at the same time the statistics are alarming, and very recent. The Guerrilla Girls have that classic 
 saying that only 5% of the artists at the Metropolitan Museum of Art in New York are women,  
 but there are other statistics that show that gap. And generally speaking Brazil was in 82nd  
 place in the Global Gender Gap Report by the World Economic Forum in 2009. So there  
 is a gap, even if it does not always feel like it.
   I remember when I was about 20 years old, I had so many boyfriends who were very sexist, and I would 
think to myself “no way, sexism is not a thing anymore, we are emancipated”. But I was very young, and I 
started to realize that sexism is still a thing indeed, even in places that are supposed to be very underground! I 
also think a lot of gay men nowadays are rather misogynist, they are not interested in feminist issues. I think 
that is a lot of resentment, there’s so much homophobia, it’s like they feel like they have to close themselves in 
their own groups to reaffirm themselves. The queer thing is very prominent right now, but I feel like Brazil is 
still taking baby steps when it comes to those issues in the art circles. I’m actually a bit scared, it might sound 
a little like Regina Duarte, “I’m scared” - but I really am, of the way those things can be incorporated into art 
as a fashionable thing. 

   It could however at the same time be a fashionable thing and inspire a certain aversion to  
 the issue. For example, some women are not interested in taking part in feminist initiatives  
 because they fear being associated to the cause, to that discourse. Ana Mae Barbosa talks  
 about this in an essay about the exhibition “Conexus: Women artists, Brazilian and North- 
 American, in Dialogue”, where she says it was very difficult to get some artists to participate  
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 in this project because they did not want to be associated to  an exhibition with women artists only. 
    Yes, that is very important. One thing I would like to do but have not done yet is to create a vocabulary. 
Because when you talk about “feminism” it brings about other things that I don’t think is what should be 
discussed right now. 

 And that comes from the discourse, it’s a word that’s traversed by interdiscourse and it already  
 carries with it a certain amount of entangled meanings.
    It’s in those times of crisis, when other models and ways to deal with the world are emerging, that we are 
left with the transition - very interesting times to create discourses. That’s what the artist needs, not just ma-
king objects and doing performances. That’s what I was talking about: it happens on stage, but it could also 
happen in a discursive space. I think this project of the book with interviews has a bit of that - bringing in the 
performance, but also the artist as a thinker who articulates this discursively. 

 The importance of the media in spreading new public policies and attitudes to decrease the  
 inequality is being discussed. What do you see as the role for the media today in constructing  
 the social idea of the female? 
   I think this is very complex because to think about the media is to think, again, about vocabulary. What 
is the media today. There’s the issue of what people say and what the media says. For example, if we think 
about the big media in Brazil, there was this thing with the Rede Globo soap opera and the gay kiss. People 
celebrated it, but I thought it was a bit more complex. For starters they are two heterossexual white men play-
ing a gay couple. I don’t think that makes much sense and I feel like we are still far from having a relationship 
between the media and gender issues, because what’s being sold is what’s connected to the image of the female. 
The whole of the capitalist system is based on the figure of the woman as an object of desire – the hot girl in 
the car ad, and the man as the provider who will control her desires.

   Or she could have the lead role in the ads for cleaning products or kitchen appliances.
    Yes, heteronormativity is the base of the capitalist society. At the same time, there’s a lot of gay culture being 
taken over by the soap opera, by the media, as a way to captivate a new audience to consume it. For example, 
the soap opera with the character called Carminha, where she was poor and became rich - there was no rich 
people in that soap opera. That is a symptom and another product being consumed. “Let’s reach the lower 
class.” So they will consume the soap opera, they will consume whatever products are in front of them. And 
then the gays, let’s reach the gays. Suely Rolnik talks about that a lot, the subjectivity that is built as a flexible 
subjectivity. So I can be a woman, a man, a homossexual, I can be whatever I want. Capitalism appropriates 
that. When I was at that queer festival a guy asked me “Are you heterossexual?” I said “yes” and he was like “so 
what are you doing here?” I think in the near future we will see heterosexuality losing a lot of space. I already 
feel that in my field. 

   A common critique is the one regarding the woman’s responsibility when it comes to the  
 constitution of the family  - she was to fulfill that biological role of maternity, the traditional  
 path of marriage, children etc. Looking at you and your generation, particularly in the art  
 circles, do you feel like this pressure still exists?
    Yes, it does. First of all it comes from the family itself. For example, when my grandmother turned 80 years 
old, my uncle made this PowerPoint  presentation for her. There were pictures of her, then my mother and my 
uncle, then his sons. All my cousins are married. So when my picture came up as well as my sister’s they were 
followed by a picture of my grandmother that looked like she was saying “those two will never find a man,” 
you know? I wasn’t offended, at the time I just thought “Wow... he really does not see me as anything but a 
breeding creature,” it’s as if my life and my work have no meaning. I feel this strongly, even though my parents 
never showed this sort of attitude, never communicated this to me. 
I see myself in a huge struggle, because my work came together with these thoughts that I started to elaborate 
on that I really had to be a feminist, you know? I was very alone at the time, I had not been in a relationship for 
a long time. When I went to Rio de Janeiro I was seeing this therapist, she was great, and I was doing acupunc-

English version



170 | A palavra está com elas

ture, so I was taking care of myself so that I could be alone, you know? None of this boyfriend stuff. But then 
what happened? I was doing a residence at Red Bull  Station and I had this project where I called in this fortune 
teller called Iracema. I looked into her name and found out it came from a novel by José de Alencar, “Iracema”, 
and it is an anagram for the word “America”. The novel is about an Indian that falls in love with a settler, anyway, 
it’s a tragedy. At Red Bull I called her in to talk about the future of downtown São Paulo and my love life.

   The future of downtown São Paulo?
   Yes, because Red Bull is located in a building right downtown, it has everything to do with gentrification. I 
couldn’t not talk about that being there. So she talked about that and then said I was going to marry a mixture 
of races, that he was a foreigner and would be the father of my children. The idea was to make songs from 
what she told me, “A side, A side”, no B side, as if there was only the mainstream, the underground captured, 
only the A side of the record. So I made this song and I would sing “I’m going to get married, I’m going to get 
married.” I would just keep going “Guys, listen to what I’m saying, I’m getting married.” And then I would 
say “She said so!” Then guess what happened? This friend of mine stayed at my place, he’s half Bolivian and 
half German. We ended up having sex, fell in love and we are going to get married.

   What?
   It just happened. She said it, it happened. He’s in Berlin and then he will come here. So this is really crazy 
right now for me. He works with Queer Theory, researching Hélio Oiticica. It’s really crazy because we are 
in the middle of this, the queer thing, this gender issues, free love etc. These issues are very present in my life 
right now as I am getting married. 

   But seriously, don’t you think this was influenced by what the fortune teller said?
   She is a fortune teller. I think she saw what was going to happen. She said he would be of mixed race. The 
first time I went there, she said: “You work with an audience, directly, looking at the audience.” She is very 
sensitive and I think she caught something that was going to happen. There’s this question of the future - we 
always think it is to get married, the grand finale, the thing that went well. There’s also Macabéia, from the 
book “The Hour of the Star” by Clarice Lispector - when she is finally about to get married, she ends up dy-
ing. So I incorporated this into my project and now my project is what’s happening in my life. For me, there’s 
a big conflict, because I ask myself where this relationship stands exactly. My experiences with being a couple 
were never interesting, they were always sexist or ended up running away. So now I’m trying to think about 
“new ways to love,” like Lady Incentivo. But it’s very complicated, what you asked about this expectation that 
a woman will get married. There’s a lot of prejudice against single women who have chosen to be so, and there’s 
also the other side - a lot of prejudice against married women! 

   This seems to be an issue that only pertains to women, because a man can be considered suc- 
 cessful based on his professional career only, but a woman with a career seems to be lacking  
 something, and I think sometimes even women feel like that.
   Yes, as if there was something wrong with her. There’s a poet called  Angélica Freitas who wrote O útero é 
do tamanho de um punho (the uterus is the size of a fist). In this book, there’s a series of three poems made 
with Google. She would type on the Google search bar: “The woman will...” and there’s a series of suggested 
searches, it’s like a genealogy of what people think a woman will do. I made a song from that, a tecnobrega 
song that goes: “the woman goes to the cinema, the woman is going to do something crazy, the woman is 
going to feel pleasure, is going to regret until she cries her last tear. The woman thinks about her career before 
having a child, she wants to get pregnant, dedicated herself ”. All the issues that, despite centuries of feminism, 
we are still facing. It’s very constitutive, in the sense of being a cultural construct. At the same time, there’s the 
biological issue of procreation.

   I was reading a women’s supplement in a newspaper and it had an article about women who  
 decided not to have children. I was shocked to read that one woman who was interviewed  
 found it so tiring to explain to people that she simply did not want children that she started  
 to say she was not fertile. Then people would leave her alone and accept it. That really left  
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 an impression on me, because I think we fool ourselves when we think that we will not be  
 judged by our choices.
   And at the same time, there’s this thing today with dressing as a woman. It seems everyone wants to be a 
woman, the womanhood as the becoming. I think in the future we will have the becoming of the man - there’s 
never been a becoming of the man because he was always in power. But I see the white man in a crisis. They 
have always had this role as the provider of the family, and since women do not require that anymore this is 
an unresolved matter for them. Women dressing as men is something that’s been around for a while - even 
Chanel had that whole thing with the short haircuts. Women have been doing it for a long time and now it 
seems to be the men’s turn. 

   Are you appropriating glamour? 
    I have a hard time consolidating my image as a singer because I don’t want to be the hot girl or the standard 
funk singer. I suffer because I am white, there’s this implied thing “what is a white woman, from this specific 
social class, doing singing funk?” As if I couldn’t get involved with those things. I don’t like the glamour, I like 
the dirty stuff. I enjoy the freedom to be ugly. But it’s interesting, for example, the song “Piriguete” is really 
in right now; there’s a certain appropriation of the aesthetics of danger - the word “piriguete” comes from the 
word “perigo”, danger, the woman who is creating danger. But I have a very wealthy relative and she wears 
the same things a “piriguete” would wear, and she is 18 years old. So there’s the question of what is glamour 
nowadays, it’s a very thin line. 

   Does humor and parody appear in your work as a strategy to deal with the political issues?
   I use humor a lot, but people have a hard time taking humor seriously. It’s as if to talk about something 
and to be considered important I had to be serious, no amusement. But humor can take many things apart. 
Nowadays our society uses that a lot, on the Internet anything becomes a joke, a meme. It’s an ability to have 
a different kind of reasoning about what is happening. I think parody is very important, but at the same time 
I have been thinking a lot about doing something that is not a parody; I have been wanting to do more a-
ffirmative actions. 

   And how did you get closer to DASPU?
    It was through a friend, Elaine Bortolanza. She is doing research on prostitution for her doctorate, including 
Gabriela Leite, the founder of DASPU. As I got more involved in it I started to find it very interesting, the 
whore as a self-assuring process - I want to be a whore so I will be one. There’s much pondering and questio-
ning by Gabriela Leite when it comes to the legalization of this profession, something very important that 
she had been doing for years in Brazil. Then she had cancer, got very sick and died. We paid homage to her at 
Estação da Luz, with the people from Pessoal do Faroeste, a theater group. The Luz Square is a place known 
for prostitution and there are some older prostitutes there. There’s a hole there where there used to be a tower 
which was known as a place where women went to cheat on their husbands. I don’t know what year, but 
apparently a mayor of  São Paulo found out his wife had cheated on him and had the tower knocked down. 
Now there’s a hole where the tower used to be and that’s where we paid homage to Gabriela Leite. I had my 
megaphone and was singing, and Laerte was there too. It’s something I’m deeply interested in, thinking about 
the relationship between prostitution and the world, the ability to be a whore. How our bodies are not set 
in this square structure, with a regulated sexual drive etc. The man is the one who will desire me. Laerte said 
something amazing, that the word prostitute means “being ahead”. At Red Bull, I had a project that dealt with 
that, this reflection on prostitution. I wrote some lines in the restrooms, including “Work Bitch”, from the 
Britney Spears song, going along with the idea that when you are working for something, you are prostituting 
your body. If you are going to sit for eight hours straight working for a company, your body is there, your life 
is there. So why can’t a prostitute work with her body, since it is her own body and she derives pleasure from it?

*[T.N. - Lei de Incentivo, the “Incentive Law” is a federal cultural financing initiative]
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Bruna Fetter

“Amongst the 300 artists most often searched on the main online sales platform, only 
around 40 are women. Just over 10%.” 

   How do you see the relationship between your background and the art scene‘s dynamics  
 since you have been connected to very important institutions, such as the Mercosul Biennial  
 Foundation, Ministry of Culture and Studio Clio, among others?
   I think my background is actually a reflection of all the strategies needed to live off of art and culture in Bra-
zil. You need a wide range of abilities and you need to take advantage of all opportunities and try to conquer 
space, because people rarely have a steady job and a salary that actually pays the bills. We survive on projects, 
some bigger, some smaller. Some take more time, others take less. And our lives end up like a quilt, a “projects 
quilt.” Of course, for that quilt to become big enough, you need to multiply your connections, institutional or 
not. So it just happened that I ended up working with many institutions. At one point I opened up my own 
company to stay legal in this field, getting a work permit to provide services. Also having this  connection to 
the Ministry of Culture for a few years writing reports was very interesting to understand the other side of this 
matter, the reasoning behind the creation of the rules we are subjected to. So I believe my background reflects 
the need for all professionals in this area to stay open if you want to live off  of art.

  For almost a decade you have been dealing with institutional relationships in culture. What  
 would you say has changed in the last ten years?
   People are more professional. I have been teaching cultural management, production and marketing for 
about four years. I have been fighting to show people that being professional is very important nowadays, that 
it makes a big difference. The market is expanding for professionals. The Rouanet Law is twenty years old 
and it changed the global reality of the artistic fields. However, this is a very competitive field and to stand 
out and make your projects happen you have to dedicate yourself, study, fight for things and understand this 
landscape, seeing all the possibilities to “get in.” The more knowledgeable you are, the more chances you have 
to get in. And that doesn’t apply only to art, but because in this field you live off of projects, with few long term 
perspectives, we end up feeling the need to be more professional in a very intense manner.

 When did you begin to be interested in the art market?
   My research projects alway began with questions that came from my contact with practice. My questions 
come from my own inquiring, my conflicts, my daily battles with things I try to accomplish. My interest for 
the art market began in the same manner. I was production coordinator at the Sixth Mercosul Biennial, a 
production environment whose size allows you to observe certain things. When I say “size” that encompasses 
the volume of work as well as the complexity of relationships. You have to borrow works from renowned 
international museums, you have to deal with collectors of all kinds, another language, another perception 
of how relationships are established. So questions started to arise. I became very interested in the process of 
determining values in contemporary art. What makes a collector tell his insurance a certain piece is worth a 
certain amount but when you research it, the market value is different from that?  And why are those pieces 
insured at that value despite of this? 

 What are the dynamics involved in these values?
    There’s a mise-en-scène around this issue, and that started to catch my attention. To be part of a Biennial adds 
value to an artist, his relationship to the gallery, the relationship with collectors. Perhaps because art is not my 
original field of work and at first I didn’t understand these relationships,  this issue was always in the back of 
my head. I started to think about it, read about it, and when I began to visit a couple fairs I was sucked into 
it. First of all, it is very tiring. Fairs are always very intense visually, there’s this accumulation, this buildup of 
information. Secondly, I detected this phenomenon - I saw there were relevant things happening there which 
influence the production and reflect on other areas which are not present per se in this market. That’s when I 
got involved with market research and nowadays I am completely immersed in it.
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 Do you think there’s really a “fear of talking about the market,” like you mentioned in your  
 master’s essay?
   We have to be very careful when we talk about certain things because everything happens so quickly, we 
have to be careful or it becomes outdated. That essay was a research I began in 2006, presenting the thesis in 
2008. It is now 2014 and I think a lot has changed in this last six years. The market has been changing at a 
significant pace  - perhaps a scary pace in some cases. When I mentioned that in my thesis, the market was not 
the focus of my research, and the knowledge I had about it came from my readings at the time, like Bourdieu 
for example. I still believe in many ideas presented by Bourdieu, many of which are still valid and we cannot 
disregard them. At the same time it is important to keep in mind that he was talking about a different system, 
a different context, the modern art world with its own dynamics, different from the dynamics we see today.
That being said, yes - there are a series of social protocols in the artistic universe, a universe where things are 
built in a very symbolic manner. Those protocols and social interactions develop and reinforce what happens 
in the symbolic realm. Bourdieu said specifically that in the art world it is forbidden to talk about money. It’s 
as if the artists themselves, when showing that they want to make money with their work, were belittling their 
own work. They would not be working for the love of art, but because they see it as a way to make a living. In 
other words, they would become commercial - and that, it seems to me, is the worst thing you could call an 
artist. It is not what most artists would want to hear about their work. I believe nowadays the theoretical and 
academic fields still attempt to distance themselves from the market. I can see that in my doctorate classes - 
whenever I say something about the market, reasoning, presenting its existence as something inevitable, my 
colleagues generally look at me with such passion in their eyes, some of them are so angry about what I’m 
saying. I think that’s silly and unfortunate because I am willing to analyse this phenomenon and not defend 
it, or much less deny its existence. 
 Isn’t that a matter of context?
    In Porto Alegre this is ever more present because there’s no actual market, no commercial market. We have 
a few galleries and an institutional market, because the market unfolds in various different types and the com-
mercial aspect is only one of the possibilities. But it seems to me that today – especially in Rio de Janeiro and 
São Paulo – when it comes to a new generation entering the market, be it commercially or institutionally, this 
is being seen less and less as a taboo. This new generation understands the need to have a portfolio and how 
the relationship with the galleries work. They understand that the galleries are doing a kind of institutional 
work for them, showcasing their work, making it available for curators and institutions. Here, in our local 
reality, without a strong market that contributes to the distribution of the artists’ work, I think people end 
up safeguarding themselves as well as having a certain prejudice against market. But I don’t see it that way.

   There’s a funny passage in your dissertation where you recall being at a Art Critics Convention  
 and a man from the Netherlands says that art history is built by the market, and not historians.   
 How did that sound to you?
    Yes, that was Maarten Bertheux, at the International Art Critics Association convention at the Federal Uni-
versity of São Paulo in 2007. At the time, I wasn’t researching market, but I think what he said was one of the 
main seeds that made me start paying attention to it. Olav Vethuis and Maria Lind published a book in 2012 
called “Contemporary Art and its Commercial Markets”. In that book they introduce the idea that, during 
Modernism, we were interacting in a system called “critic-dealer-system.” That means your reputation, your 
career and value of your work were determined by the dynamics between critics, producers and gallery owners. 
The critics would give it their seal of approval, validating a certain artist, a certain production. The price of the 
artist’s work would rise and the gallery would benefit from that. Nowadays what we see with contemporary art 
is a significant change in this system of value assessment. We now see a collector-dealer-system. What does this 
change mean? It means the role of the critic is losing space  and the role of the collector is gaining importance 
when it comes to establishing the value of an artist or a piece. 
  That’s the kind of thing I bring up during class in a very natural way because I have been reading about it 
so much and then people get angry, but it’s all very simple. You just have to look around you and you will see 
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that most institutions buying large collections are private institutions, acquiring private collections. The most 
iconic example in Brazil right now is Inhotim. Any artist that has their work in an exhibit at Inhotim gains 
national and international visibility just for being there. The public museums in Brazil are not doing that, they 
are not taking up that role. In general, public museums build their collections off of the artists’ lesser works 
because those are donated to them or bought for very little money. In 30, 40 or 50 years, when those artists are 
no longer alive and people want to research their work, where will they go? To private institutions, because the 
collections at public institutions are, unfortunately, irrelevant. That means what stays in terms of art history as 
the most significant works of our times are the works found in private collections. 
    I think Maarten Bertheux was right when he said we need to be aware of that - not that we need to simply 
accept the situation and be content with how precarious the public museums are because we have the private 
ones. Quite the opposite. We must fight for the public museums to have meaningful collections, to become 
a reference in terms of collections and for research as well. However, the most important thing he says is, in 
my opinion, that we should stop pretending that money is not an issue. I prefer for the artists to sell their 
work and support themselves with that than to see them having to work odd jobs, not having enough time 
for their artistic work. 

   Could we complement his idea that “art history is made by the market” by adding that this  
 market  is predominantly masculine?
    Yes, but I see changes in that. Changes that are slow, but irreversible. When you look at the ten artists that 
sold the most this year, or the 300 most valuable works in the world, you see a couple things: the modern ar-
tists, who are still the most expensive ones - beating records at auctions - are essentially all men. In the top ten 
most expensive ones in 2013 there’s no women, globally speaking (source: Artprice, “Top 10: The world’s most 
expensive works of art”, 2013). There’s no women in any top ten. What I notice is that when you look at the 
most recent works, in a generation where men and women are supposedly more equal in terms of opportuni-
ties to study, you see that gap is becoming smaller. One example is photography. It is a recent media if you 
compare it to painting. When you look at the top ten photographers you have perhaps four women. It’s a new 
media, from when women were already occupying a different role in society. Because of that you see Cindy 
Sherman, amongst others, at the top of those lists. Still, of the ten most expensive works auctioned in 2013, 
not one was from a female artist. Amongst the 300 artists most often searched on the main online sales plat-
form, only around 40 are women. Just over 10%. (source: Artnet, “300 Most Visited Artists in December”).
  In Brazil things are going better, it seems. A poll by Itaú Cultural from a year ago shows Waltércio Caldas 
is the most popular Brazilian artist. That came from data from exhibits, books, events, essays on the artist’s 
work and his inclusion in private and public collections. On this list you have the 75 Brazilian artists who, 
according to that criteria, are the most popular ones. Of those 75, 25 are women. That’s one-third of the list. 
Regina Silveira is second on this list that also includes Rosângela Rennó, Tommie Othake, Mira Shendel, 
Lygia Clark and Lygia Pape, among others. In that sense it seems to me we are doing slightly better than the 
rest of the world.

   Why do you think that is?
   I think it’s because of the generation gap. We began having an art circuit in Brazil around 1950. Until then 
there was no proper infrastructure. When you start being relevant and having more visibility in a broader 
circuit, you realize what we had that is interesting abroad is what was made in the 50’s, 60’s and 70’s, when 
women already had more opportunities. It’s not the stuff from centuries ago. Obviously to fully realize the 
differences we will still require years to fulfill the deficit. In that same poll by Itaú, they name the curators that 
organized the most exhibits. Amongst the ten curators listed, three are women. What is interesting is that it is 
not a matter of quantity but quality as well, in the sense that the female curators end up being less renowned 
than the males on the list. Between the males and the females on the list there’s a large gap in terms of vi-
sibility and publicity for their projects. How many of the women on the list were curators at the Biennial, for 
example? What about the men? I understand people are skeptical of analyzing numbers but I think it’s impor-
tant to make an analysis in terms of quality as well. Nowadays we have more women occupying those positions 
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but things are still not even. Of course, value in art is a very subjective thing, we can’t compare things like you 
would compare the salary of a man and the salary of a woman who work for a specific company. What I say 
is an irreversible tendency is the significant difference in terms of generations, in the sense that we have more 
women working in important positions than we used to have in the past. And once again, that is the result of 
professionalizing the art circuit, as we see women have been dedicating themselves to studying in this field.
Another example is the Latitude project, a partnership between ABACT (The Brazilian Association for Con-
temporary Art) and APEX (The Brazilian Agency for Investment and Exporting) which consists in a wide 
research on the Brazilian art market. There’s not a lot on gender issues in this research, but when they map 
the structure of the galleries – how many people they employ, average salary and so on, they say 70% of those 
employed in galleries are women. Employed, so not necessarily the owners. That shows where power lies and 
the relations established.

 When it comes to women’s participation in the market - not necessarily just when it comes  
 to breaking records - do you feel there’s a balance between men and women?
   No, in terms of institutional occupation and visibility, men are way ahead of us. Today in Porto Alegre all 
directors at the major institutions are men. Even though most of the staff is made up by women, the directors 
are all men. 2013 was the first year we had a woman as president of the Mercosul Biennial Foundation, after 
almost 20 years of Biennials! Although we are very close to making things happen in the artistic production 
and cultural management fields, at the end of the day the positions of power are not occupied by us. But I 
think we’ll get there!

   What other analysis of quality can you make of the data based on quantity?
    One interesting things is that if you look at the list with the ten most important collections in the world, 
half of them are couples, signed by two people. That means we can see women appearing where decisions are 
made a little bit more, which was not always the case. Of course, when it comes to couples you can’t really tell 
who’s making the decisions, but there’s a chance that, since they are signing the collection together, the women 
are actively making decisions. That’s why it worries me that we still have so few renowned female curators and 
even less women as head of institutions. Those are the taboos we need to break. 

   I read an article from England’s Independent where Georg Baselitz says women can’t paint,  
 and that the market is proof of that, as there’s no big names out there who are women so  
 women can’t paint. He finishes saying “As always, the market is right.”
    Then Brazil is the exception in this reasoning! Here amongst the most prominent artists on the market we 
have to women from the 80’s generation. If market calls all the shots, like he says, than the market is con-
tradicting itself. Baselitz is a great painter, but this is a matter of point of view. He’s from a generation where 
women barely had access to studying art, nobody would teach a woman how to paint. It is possible that the 
female painters he knew actually had a lower quality work, but not for a lack of ability as much as for a lack of 
technique, lack of a chance to be included in the circuits where things were being discussed and showing their 
work! To this day we see the consequences of that - there’s still people that think like him.  

 You mentioned the low number of women working in positions such as curators and as head  
 of artistic institutions. However, we do have a lot of women in Brazil working in prominent  
 roles such as head of galleries (Luisa Strina, Márcia  Fortes, Laura Lima, Marga Pasquali, 
 Nara Roesler, Luciana Brito, Marília Razuk, Laura Marsiaj, Luciana Caravello and so on). 
 What do you think about this feminine presence in management positions at galleries?
    I think Brazil has in a very interesting situation when it comes to that. If we compare the directors of the 
largest galleries abroad to the ones in Brazil, we’ll see that, indeed, we have a lot more women in charge of 
those spaces than other countries have. Here we see a lot of women working major roles in the art market, and 
beyond that, we see women actively working for the development of that market and the entire Brazilian art 
system, both here and abroad. That’s fundamental in generating deep changes in terms of the visibility artists 
are getting. This means that, through galleries, there might be more room for women artists in the market.
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 What do you see in terms of internationalizing Brazilian art, which is the theme of your re- 
 search? Are you still studying that?
    Yes, the focus of my research is internationalizing Brazilian art through fairs and how fairs have been used as 
an active instrument to take art to other places, giving it visibility, building possibilities and relationships with 
collectors. There are three fairs I have been studying: SPArte, ArteBA (Buenos Aires) and ArtBasel Miami. 
Each reveals a different circuit: SPArte is Brazilian, ArteBA is the oldest in Latin America and ArtBasel Miami 
is one of the biggest ones in the world and one of the main points of entry for Latin American art into the 
United States and Europe. They have very different dynamics, very diverse structures. After the first round of 
visits and interviews in 2013 a lot has come to mind already. I improved the methodology a lot – which I will 
apply on the next round of interviews –, and a few things already became very clear. First of all, people say 
there’s a tendency for Brazilian art to become more international; it is not a tendency, it is a fact. It’s real. The 
fairs are a big part of that. I have been seeing new galleries, that have been open for only two years, holding 
four fairs a year. In the Latitude study I mentioned before, galleries say that 59% of their sales happen at the 
gallery, 29% at national fairs and 9% at international fairs. If you add the last two, that’s 40% of the galleries’ 
sales! It’s almost half of it just at those events. It is happening and it is inevitable. How this is being used is a 
different subject. I think there’s a lot of room for improvement. The Latitude project itself is a big step towards 
collecting and compiling information about the art market, including the fairs. 

   Do you feel there’s something specific being sought after in the Brazilian artistic output? Are  
 there certain stereotypes feeding these dynamics?
    I think there used to be more of that. Nowadays I believe collectors are seeking Brazilian art because of its in-
creased value. I also think that people used to be less knowledgeable and are more informed now. There’s also many 
different profiles when it comes to collectors and other professionals. Even though I hate those labels, it seems 
Brazilian art is usually seen as very creative and of very high quality. It’s something different from what people 
usually see, and in that sense there’s a certain curiosity. But let’s not fool ourselves: Brazilian art caught the world’s 
attention because Brazilian collectors are now wealthier and decided to invest in art. That drives the prices up 
nationally, and reflects on the international prices. People look at Brazil knowing that. One things feeds the other.
   Although it is impossible to be completely conclusive, what would you highlight as key points 
 in the dynamics of the art market system? 
    It all depends on what you are looking at. Are you looking at the primary market, the work that just left the 
artist’s studio and goes to the gallery? Are you looking at the secondary market, retail? There are many internal 
dynamics and each presents its own specific ways to establish value, prices, influence. Those dynamics often 
change and there’s an example that illustrates that well - I used to talk a lot about the crisis of the critic, how 
the critic did not have the same influence it used to have. In 2008, when the real estate market crashed – we 
also heard a lot about the art market crashing – two things happened that went against everything that was 
happening at the time. The first thing was the return of the great masters. For a while the focus of auctions 
had been on post-war art, but at a time of crisis, what happened? People turned their investments to what was 
safer. Contemporary art had been on the rise, but then it stopped and started to collapse. The second thing 
was that the critic regained its relevance. And why is that? At a time of crisis, there’s less speculation. Collec-
tors stop investing and buying like crazy, so when things slowed down what the critics were saying about the 
artists became relevant again. That’s what German researcher Isabelle Graw says. They are waves, it’s dynamic. 
   It sounds like very economic centered dynamics, because, for example, at a time of crisis in  
 the stock market a savings account becomes the best and safest option, like what you said  
 about the classics.
    Yes, but there’s a very interesting thing about a time of crisis. People forget art itself is a form of currency. 
For example, if a piece is worth ten million dollars and the dollar drops, the value of the piece doesn’t nece-
ssarily drop with it. If you use all your money to buy currency and the currency drops, your money drops. It’s 
not the same with art. Of course a piece can lose value, as well as the artist, but at a time of crisis it works as 
an independent currency that’s not necessarily connected to the banks.
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There’s also an interesting detail about determining an artist’s value which is that people say it should work 
like a turnstile, going only in one direction. That means it would only go up. If the price starts to drop, it 
will lock up. The gallery owner will do everything to keep the price stable, even if it has to take the artists off 
the shelves, even the artist has to come back with different, cheaper pieces in another gallery and so on. To 
lower the price of an artists work is the worst thing you can do, so raising the prices is something that must 
be studied carefully. 

   It is a heavy and complex economic game.
    Indeed. It follows certain rules, but at the same time not all rules are set and not all rules apply all the time. 
So you have to analyse everything on a case-by-case basis.

   What do you think about his notion that some artists become conditioned by the market  
 when they start selling more?
    I think there’s a lot more involved in that. Some artists will focus on certain series that did well commercially 
and start making more and more of that particular series – more than they should. I think there are different 
moments in the career of an artist and some are more interesting for the market while others are more inte-
resting conceptually speaking. Some artists end up benefiting from more commercially intense moments, but 
the art system (not just the market, because the market is only a part of the system) will self-regulate those 
issues. When an artist becomes too commercial, the system will decrease its conceptual value. How the artist 
is perceived is a combination of many aspects, and the financial aspect is only one of those aspects. There’s 
also the historical aspect, the aesthetic aspect, the experimental aspect, the social aspect and so on. When the 
artist starts selling too much, that might be seen with kind eyes commercially speaking, but the artist will be 
frowned upon by their peers. Their value decreases on another scale. And after a while that will make up the 
outline of a career. 

   There’s an essay by Ana Barbosa where she says many women don’t want to be labeled as  
 feminists, they don’t want to be connected to that discourse. Do you think there’s a market  
 effect for the artist to be connected to a cause like that?
    I think that is a characteristic of the contemporary society, where identity is very fluid and therefore people 
don’t want to be connected to causes anymore. In the old days, the matter of being Brazilian, dealing with our 
national identity was something that had a lot of weight. Nowadays nobody wants to be a “Brazilian artist”, 
unless there’s a very specific context connected to that. People want their artistic work to be of interest no ma-
tter what country they are from, what gender they are, what tribe they identify with. I think that, in a way, the 
same happens to gender issues. Women are occupying many spaces and perhaps there’s no longer a need for 
affirmative measures. Generally speaking, I see that tendency. I was just writing about a friend who does per-
formances and the feminine is an essential part of her work, but she doesn’t think about feminism specifically. 
It is part of her work because it is a part of her as an individual, it’s inside her and it’s reflected on her work.

Francisca Caporali

“I caught myself telling the jury: “Guys, there’s no women here!” So we started to look into things 
closely, trying to understand why that was the case.”

 How do you divide your time between being a manager, artist, teacher and a mother? 
    All these things work together organically and are very much mixed together, but I try to organize everything 
in different shifts. I stay with my son Gabriel and at the Guignard School in the mornings, and in the afternoons
I am at JA.CA. At night I am divide my time between Gabriel and Guignard again. JA.CA actually permeates 
everything I do, because if I get an e-mail I will reply to it, if the phone rings I will answer, we have meeting and 
so on. There are institutional tasks that know no breaks - at midnight, on a Sunday, on a Saturday, whenever 
it is. Guignard is the activity that I can keep organized the most due to its own nature, as teaching requires
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planning, and then the other two – JA.CA and being a mother – end up being constantly improvised. Profes-
sionally speaking, JA.CA is my priority and teaching happens at the times when there’s less happening there. I 
started teaching at Guignard after JA.CA had already opened, I came back to Brazil to get this project started so 
it’s only natural for that to be a priority. Gabriel is a part of all that, he goes to JA.CA and he knows the school 
very well, he likes being around the residents and he talks about the project as if it’s something very close to him. 
    When I started at Guignard I was hoping they would mix in a bit more. Throughout the years I realized the 
academic world is still too restricted to allow itself to mix in with anything. Unfortunately they are still way 
behind when it comes to understanding how students and the University could benefit from getting involved 
with a project like JA.CA. There’s also a very long bureaucratic process in the academic world that I fear a 
bit: gradings, reports and curriculums, I still don’t have a properly formatted curriculum, that just makes me 
panic. There was a time when I felt a bit stifled at the school, I was disappointed at how strict things were so 
I stopped insisting on this idea of combining both things. They are never completely separated though - my 
experiences at JA.CA end up feeding my classes and the students benefit from that. I take JA.CA residents 
to the classes and I always teach at least one class at JA.CA, which is something the students usually request 
themselves so they can see how things work.
   Did that lack of integration disappoint you?
    JA.CA has partnerships with other schools, something that had already happened before I started teaching 
at Guignard, so I thought it would happen naturally. Guignard is a school and doesn’t have enough space for 
a studio or workshops, and they also have little room for the art that happens out in the streets, that involves 
other people and requires more time than the studio. At the same time, Guignard is great when it comes to 
hosting talks, book releases and exhibitions. We are always welcome to host events there and it’s guaranteed 
to reach a wider audience that way because the students are very interested in it and the teachers are always 
willing to be a part of it. There’s still a lack of understanding when it comes to integrating my roles as a teacher 
and as a manager at JA.CA. I was once told I should keep things separated, “This is JA.CA, this is the school.” 
So I said “Alright, everything is separated then.” That to me is a big loss, because if JA.CA and the school were 
closer my dedication to teaching would no longer be restricted to the hours I spend at school, because I could 
have students here all the time. 
   Is that a bit limiting?
    Yes. But I can see why they don’t understand it so I didn’t go very far in trying to convince them otherwise. 
It’s a time when they are reanalyzing this course and they haven’t yet visualized all the possibilities of what it 
could be. Right now the students can teach painting, or drawing, while there are so many other possibilities 
for extension programs.
   How was your experience in the United States and in Spain, where you were also involved  
 with the academic world?
    The master’s program in Spain was disappointing. I think Spain found this niche in the market of offe-
ring master’s degrees to Latin Americans, and I had very high expectations but ended up disappointed. It 
kickstarted a frustration that later on became something interesting for me: the issue of art and technology. 
That was back in 2002. What were the issues with art and technology at the time? We weren’t critical enough 
of it because everything was just starting, it was all too dazzling. I tried to spark some criticism because hav-
ing already graduated in Media Studies I came from a background that was already criticizing television and 
mass media. It was all very complicated and the master’s program didn’t help me fully articulate my thoughts 
on that. Perhaps also because of the time - everything was just getting started. There was, however, a certain 
general fascination of technology and I was not interested in that at all. Once I was done with my master’s I 
went back to New York.

 You were living in New York before that?
    I had been living in New York for a year before taking my master’s program. I was doing internships, and 
working with cinema more than art. I was always a bit dyslexic in the sense of doing lots of things and having 
many interests. I was a dancer for many years, then I was obsessed with photography, then video, and then 
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programming after the master’s in Barcelona. In college I was more interested in cinema, but soon realized 
I was not completely fulfilled by that. Video was a research that lasted for a longer time. In Brazil, while I 
was in college, videoart was completely segregated from contemporary art, so it was important to be in other 
places where I could see these frontiers fading away, even though they are still very visible here in Brazil - art, 
architecture, urbanism, design and so on. 
   I had many interests but nowhere I could indulge in all of them together, I always felt like I had choose 
between one or the other. I was lucky to study at the Federal University of Minas Gerais at a time when 
they allowed a certain flexibility in the Media Studies curriculum, so I could take classes in other places even 
though it was still a bit precarious. You had to convince the Anthropology teacher that you could take the 
class without being left behind, that you wouldn’t be too different from the other students. That’s how things 
worked. So I could experience a cross-curricular university, but it was rather precarious and I ended up taking 
a lot of classes at the Institute of Arts - I even presented my thesis there. 
    New York was particularly important when it comes accepting and recognizing the power of being so dis-
persed, because in the United States moving across different fields is seen as a positive thing. When I went back 
to New York after being in Barcelona I wanted to take a new master’s program because I felt like I had grown a 
lot. My master’s at Hunter College – CUNY was very cross-curricular, with the students coming from diverse 
backgrounds and countries. The program was highly politically oriented and that drew in a crowd that made 
documentaries, hackers, people that worked in communities, collectives, activists and so on. It was wonderful 
to meet so many like-minded people that had the same worries and desires, creating a very interesting network 
where we could share our experiences in different contexts. I enjoyed the American academic world, which 
is a rather critical one. You show your own work and analyse other people’s work the whole time in a critical 
manner, and that is very rare in Brazil. Especially in Minas Gerais. It’s almost impolite to criticize others. 
   When I started teaching at Guignard, the first subject I taught was Critiquing, which was a big challenge 
for me because that’s not my background, especially Brazilian art critique. But that made me study and read 
a lot. I enjoyed teaching that because I felt like I could make a difference based on my own experiences. The 
idea was to not only teach art critique but to create a critical environment where you could talk about things, 
building the foundation of knowledge for deeper discussions. 

   Did the students actually talk or did you have to lure them in?
     It was a bit difficult, but they enjoyed listening to my critiques so I think that’s is a good start. Usually 
people become angry at whoever is criticizing them, but they could see the power of this exercise, and my 
critiques were genuine and carefully laid out, bringing in references and trying to disarticulate their early 
absolute certainties. Young artists are always the ones more sure of everything. At Guignard, people arrive to 
the school at different times in their lives: many already have an entirely separate professional life and they are 
mixed in with the students that just graduated from high school. The way they see life and their maturity levels 
vary greatly, creating an interesting confusion where they have to practice patience and tolerance because their 
opinions are so different. Sometimes students are not ready for the suggested exercises, many hate studying 
theory, and I never let go of the required readings. My background in media was very important when it comes 
to that, because with the amount of things I have been exposed to I cannot tolerate people not taking part in 
the discussions of the required readings. 

   Besides the more critical academic environment that you brought with you to Brazil, did you 
 see anything in terms of alternative space initiatives that you think might have influenced JA.CA?
    I took part in a few residences in New York as well as other cities and went to many institutions managed by 
artists, which are fairly common there. I also always shared studios and worked with many collectives. How-
ever, wanting a collective space in Belo Horizonte is perhaps something I inherited from my mother, Isaura 
Pena, who was an artist. When I was young, I lived through very important times for art here. Everything was 
so precarious that people had to come together. The norm was to be independent, autonomous, and daily 
life was intense. They always had collective studios that weren’t always used as studios but sometimes also as a 
place for workshops, talks and fairs. She started teaching at the University when I was still very young and our 
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house was always full of local artists. She has a coalescing personality and is also very articulate, always trying 
to improve working conditions for herself as well as others.
   When I graduated the environment was different and her generation was more dispersed. My colleagues 
either went to São Paulo or ended up working with something else, like design for example. The market was 
absorbing all the artists, but it wasn’t the art market because at the time we didn’t have that system in Belo 
Horizonte yet. Many, like me, also left the country.

   When was that?
    Between 2001 and 2002. For me it was very important to see those collective spaces in Barcelona and New 
York. In Barcelona there was Hangar, for example. Places with a library, room for workshops, for sharing in-
formation and knowledge, to do an internship, to have a studio, get a scholarship. They were places centered 
around studying but not through formal ways. You would raise questions and people were willing to help, 
integrating different generations. In New York there were many places, some were 30, 50 years old!

   Already traditional places.
  Yes, decades old and still very autonomous. Places that were never incorporated by institutions but that had 
a permanent life. I think here continuity is always a challenge. It takes a lot of energy to keep a place open, it 
becomes attached to the people that first opened it and you have to create a very solid structure so that it can 
survive possible shifts in its direction. In New York things are not less precarious, both for institutions and 
for artists. Nowadays the life of an emerging artist in New York is more precarious than it is here in Brazil. 

   Really?!
    Really. But that was not a big problem, at least not in the community I was a part of. Very few people lived 
off their artistic work, even though they never stopped trying to make things happen. Nobody hides their 
“parallel” lives either, the one that pays rent - being a designer, teacher, waiter, whatever. There’s a support 
network and you can make a lot happen through exchanges - I will make your website and you can lend me 
your space. There are platforms to facilitate these exchanges. Here we are stuck with using money, because we 
have financing. It’s great that we have financing, but when you stop having it, you stop working altogether. 
   In the United States they can’t even conceive just being handed fifty thousand dollars. You can count all the 
financing opportunities in the country and the artists that get them. Then here in Brazil how much is Funarte 
giving away in a year? In that sense things are more difficult there; people write very long applications to get a 
thousand dollars. We are living through a time when we fail to recognize how fortuitous financing is. When I 
would tell people in the United States that I have friends that got a million to make a movie they were shocked!
    When JA.CA started out we had a lot of money from the Incentive Law, and we never had the same sort of 
financing again - we started doing a lot more with just one-third of the money. It was important to spend a 
year without any financing, I learned a lot and had to come up with different strategies to use our space, which 
we were renting. Actually, JA.CA is always forcing me to learn new things. We are very interested in learning 
how to drive down the costs we have, which are very high, and how to be able to support ourselves through 
other ways instead of relying solely on financing and grants. The choices to be as autonomous as possible are 
constant and sometimes you have to be less independent and autonomous to be able to have money.

   Would you say the biggest challenge for JA.CA is to have that sort of continuity? 
    We don’t have the same fears we had during the first years, that constant threat of closing down. I think we 
are past that, because no matter what happens we will stay open. Since last year we started doing exercises in 
mobility and did a lot outside our own offices, and in 2014 we will have a lot of space for a residence project 
in the center of Belo Horizonte in partnership with Palácio das Artes. 
    But at first, with the financial situation so unstable, we were constantly worried. For every month in 2011, 
when we had no funding, Xandro (another founding member) and I paid for everything to keep JA.CA open. 
That was a very difficult year as I had just returned to the city a year before and had no connections at the time. 
I had never had an exhibition here, had never worked on any projects here. I slowly began to meet people and 
insert myself in the local scene.
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 You had to start from scratch?
    Not exactly from scratch because we had a lot of structure and sponsoring when I first arrived. We had 
to get closer to people we had never met. I knew people from college and from my mother’s generation. It’s 
amazing we were able to reach so many people! Some encounters were very generous! Ana Tomé came to Belo 
Horizonte for a talk and got to know JA.CA. Only 4 months after we opened she invited us to be a part of 
Residencias en Red, and we became official members in 2011. After a year and a half I was invited to take part 
in the manager residence at Capacete. There was always a lof of generosity from people who believed in us. 
From those two networks I met great friends, people who share in the challenges and with whom we have 
collaborated with in wonderful projects.
    Back to the challenges, I think that nowadays the biggest one is how to make projects happen without state 
funding? Whether we like it or not, that starts to dictate the program and activities of a space. At the begi-
nning of the year you already know you will be doing projects with funding from Funarte, which requires a 
lot of running around because you have only 6 months to do everything, and that rush is not our time. The 
money we get could be stretched farther if we had a better deadline for the projects. How can we show them 
how things work? How can we keep an adaptable structure? I still don’t know. The question is: how can we 
live without public funding, which is our only form of funding today?
    It’s a matter of coming up with smart ways to spend money when you have it and finding ways to stay active 
when you don’t have it! This year, 2014, we have funding for two projects, but for 2015 there are no guarantees. 
That model of financing seems wrong to me - it is not healthy for any institution to be so unsure of its future. 
That’s what’s wrong with our cultural policies - doing things with a time span of no more than twelve months. 
Knowing what next year will be like helps us spend the money more responsibly. It helps with small things too, 
for example booking a flight six months ahead is much different from booking a flight three weeks ahead. We can 
negotiate more because we know we have ‘X’ amount instead of ‘Y’. If you are rushed, you always spend more.   
 It’s a matter of being able to do long term planning.
    Exactly, long term and with an organic autonomy, a characteristic of spaces like ours. Nobody wants to have 
a totally set program for two whole years. It’s part of how we work to stay open to changes, being flexible and 
acceptive. How far can we go using the model of strategic planning from corporate management? How can 
we adapt that to our reality? Last year we got training in corporate management and even though much of it 
is hard to apply to our reality we could still learn a lot from the management methodology. We started doing 
yearly planning, which is not rigid but gives us a certain peace of mind to think about projects, knowing when 
we will be focused on a bigger project and when we would be free to accept proposals we get. The advisor 
at Dom Cabral Foundation, where we were discussing these issues, said working this way was like “trying to 
change the tire while driving the car.” Staying organized today means exactly that: doing everything at the 
same time, while the car is still moving. 
   How do you see the feminine participation in your field of work?
   We have data that shows a smaller feminine participation in the art field. We have less data specifically for 
Brazil, we have less research on the subject, but abroad there’s a lot of studies on this. There’s data on the 
amount of work by men and women in the most prominent museums. We also know most curators and ar-
tists represented by galleries are men. I am the daughter and granddaughter of artists. My grandmother, Maria 
Helena Andrés, is 91 years old and is still active, showing her work and writing for her blog every week. They 
both lived very intense professional lives, traveling and producing a lot, and were always connected to educa-
tion. They definitely went through much more complex things than what I go through. My grandmother has 
many stories about how her family dealt with her profession at the time, but she also married a doctor and 
had 6 kids, all while traveling the whole world with her work and being an artist in residence. My grandfather 
was a rock for their children and fully supported her work. 
   Belo Horizonte is known for the feminine presence and many renowned artists are from here, but I am not 
sure what exactly that means. There are many of us here, that’s a fact! As managers, I think I has to do with 
the domestic side, caring. I don’t know how things would be if I had not become a mother one year before we 
opened JA.CA. There’s a certain sensibility and care for the artists in residence here. I think we are also very 

English version



182 | A palavra está com elas

focused and devoted to a cause. A project is like a child, and between Gabriel and JA.CA... JA.CA is a lot 
more work! At the same time, I wonder how things would be at JA.CA if it wasn’t for my husband, Ricardo, 
who’s unwittingly been a big help psychologically and financially because when I had to support JA.CA I was 
not bringing in any money, which is not normal for us, and he was very helpful. So I can’t say JA.CA is just a 
product of my own efforts, or that the founders and helpers of JA.CA are all women. Actually, JA.CA started 
out with more men than women, but they men slowly drifted away from the daily life of the space.

   What would you say are the differences between men and women when managing?
    Since 2013 here at JA.CA we are two women, Joana and I, and one man, Mateus. Our level of engagement 
is not different - our roles are different, and that has nothing to do with being a man or a woman. It has to do 
with who we are, what we know and like. We complement each other perfectly. Management, for example, 
is handled by Joana, which was very freeing for me, having someone who can take care of something I have a 
hard time with  allowing me to take on a more artistic stance and dedicate myself to more creative things, ha-
ving more time to spend with the artists without worrying about money and paying people. She’s much better 
at that than I am, she loves charts and I hate them! Mateus is our saviour when it comes to taking care of the 
space, being a carpenter and a psychologist - he’s so much better at talking to people than we are. Joana and I 
are very strict, because women seem to take up these roles where there’s a need to impose yourself so often it 
becomes difficult to be more “docile”. We have had many experiences where Mateus is the most docile one. 

   And what was it like having a child in the middle of all that?
    Oh, he went everywhere. He traveled to residences, goes to exhibitions, he does everything. He’s a happy 
kid. I cannot imagine myself not being a mother, I have always wanted to have kids.

   How do you perceive the people around you when it comes to family structures, having children 
 and so on? 
    Obviously having children is limiting in a certain way. You helps you prioritize and not waste time with 
what isn’t important, because if something is not important it’s better to just set it aside and spend time with 
your kids. Perhaps having a kid helped me focus more. I never use having a kid as an excuse for not being able 
to do something, but it definitely makes me want to do less things, so I am more selective. I have accomplished 
a lot since Gabriel was born. He was born exactly one year before we opened JA.CA. At the same time, I had a 
lot of support from Ricardo, my husband. Maybe it would have been different if the structure I have at home 
was different. With him, it’s perfectly fine for me to travel, to be away for two weeks in Madrid for example. 
We organize ourselves and he takes care of Gabriel by himself, the same way I organize myself to be by myself 
when he travels. Every time I travel they become closer, it’s a beautiful thing to see. I have a certain support 
at home that might be outside of the norm. It’s an understanding of how important JA.CA is for me, and 
Ricardo takes part in the events, the planning and hosting people at our house because of JA.CA.

   Did your mother have a similar daily life?
    Hers was much more intense than mine! When I was born my mom was much younger than I was when I 
had Gabriel. My mother had three children and got divorced when she was 27 years old. Of course, she had a 
mother that was her rock, not only for her but for us as well. We spent a lot of time with our grandmother, and 
she was an amazing grandmother. My father was always very present too, it’s not like she was abandoned with 
three kids. Of course her career would have been much different if she hadn’t had kids. Here is not easy to have 
your children with you, taking them to work. For me it was very important to have had Gabriel in New York.

 Why is that?
    Because having your kids with you everywhere is normal there. If you stop doing things, it’s because of 
your own choice. Sometimes the father is the one to decide: “I don’t want to work, I want to stay home with 
my son” as the mother makes more money, she ends up supporting the family. The city is ready for people to 
go where they want with their kids. I once went to meeting at the Brazilian consulate with Gabriel, when he 
was a baby. The person I was meeting didn’t think it was weird because she had a kid and she understands not 
having anyone to take care of your child. Here things are different. I can’t imagine going to a meeting carrying 
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a baby. I took Gabriel to many talks and workshops where people were so angry at him running around. What 
am I supposed to do with him at 8 p.m.? 
During Gabriel’s first year we traveled so often! I was working, and so was Ricardo. I think having a child 
changes things, but I don’t feel like the underdog because of that. Maybe I am privileged when it comes to my 
family - my family understands that for me to be accomplished professionally is very important. That is not 
the case in every home in Brazil. It’s a very sexist country where the mother is expected to change the diapers, 
bathe and groom the children. Fortunately that is not how things work in my home.

   It seems that here when you have a child you must forgo all else.
    I always joke with Joana and Mateus that if they want to have kids, I’ll have another one myself and we 
can open a daycare at JA.CA. Last year we realized there was a pattern when we were selecting the artists in 
residence, a sort of diagnostics of the “woman in residence.”

   What did that diagnostics of the woman in residence show?
    We realized it was very difficult to evaluate men’s and women’s applications for residence equally. When we 
have our list with the finalists, there’s always more men than women. Most of the women applying for residence 
simply don’t have their work as well developed as the men’s. They only apply up to a certain age - for many 
reasons, perhaps because you have to get everything done up to a certain age so you can have a child, or because 
they already have a child and can’t commit to the process, or because they have an academic life they can’t get 
away from during the residence period and so on - they have other life commitments earlier than men. We get 
a lot of men over 35 years old applying, but not a single woman of that age. We didn’t come to any conclusions 
but we did observe this difference. Most women that apply are about 20 years old, but men’s age varies a lot.   
 How do you interpret that data? Were you surprised by this?
   We still don’t know how to deal with this, we are still debating it. What if we had a residence project that 
accepts children for example? How would we do that? For me it was very important to have residence expe-
riences by myself, without Gabriel. Time is a crazy thing - you never have time for anything in your daily life 
and then all of a sudden you are somewhere new where all you have is free time to occupy with whatever you 
want. It is scary how suddenly you have so much time. What should I do? Read? Ride a bike? It’s interesting 
to experience that without a child. We still don’t have the answers, we don’t know what to do so we can undo 
this reality, but there’s definitely a difference between the men and the women that apply. As much as we try to 
achieve a certain balance when selecting the artists, it is very difficult to do so because we get applications from 
men that are much more well rounded, and we understand it is not because they are better than the women, 
they are just at different points in their lives.

   What was the question looming over this realization for it to become reality?
    The whole time I wanted to achieve balance between male and female participation. I would tell the jury: 
“Guys, there’s no women here!” So we started to look into things closely. It wasn’t anything formal, it was just 
an attempt to understand what was happening and why. It was all very naïve. Another thing we realized is that 
whenever we work on a project - right now we are working with Cristiana Tejo and Samantha Moreira – there’s 
a lot of women involved.
    But again that didn’t go very far. That’s another characteristic of autonomous spaces: we don’t have the time 
to rationalize and organize that sort of data and perceptions. We have very few opportunities to do that. We 
don’t have the time to think about it and we don’t know what to do with that information. 
What we did on our last residence was we selected a woman, a young one, understanding that sometimes we 
have to be the place that will help her mature her work. At the same time, we can’t be just that. Her interac-
tion with older artists is very productive, whether they are men or women. Unfortunately they were all men. 
The interaction between those different stages of work is very interesting, to combine people who are so sure 
of things with those who have a more unpretentious work, which can sometimes be more genuine, more 
experimental and daring.

   One of the goals listed in the 2nd National Plan of Policies for Women is to “revert the processes 
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 that lead to the construction of asymmetrical power relations in the fields of culture and media”. 
 With your media background and your current work in the art field, do you feel this goal  
 has been accomplished?
    I wouldn’t know how to answer that. Despite having graduated in media, I don’t know how exactly to define 
that field. Advertising? Radio shows? TV shows? I can define media when it comes to projects, but what would 
those policies regarding media be? The same goes for culture: promote those policies through what? Talks? 
Educations? Funding opportunities? 
   At the same time, the issue of funding opportunities is very complex because I think it would be important 
for men to also have a place to think about women, about the feminine. If you only have women analyzing the 
role of women in society, you get stuck in a cycle that won’t go anywhere. As if it was just about complaining. 
And this much we know: nobody in Brazil is going to say we have gender equality. We don’t and we know it. 
Even men won’t say that. Here in Jardim Canadá, the neighborhood where JA.CA is located, all homes have 
only mothers taking care of children, sometimes with three generations of women. How do you solve this 
through culture and media? Perhaps it would be better to solve it through education. It’s a very serious issue, 
a matter of changing the mentality and the understanding of people. A change in the domestic life, so that 
couples can see themselves as equals, sharing tasks without certain tasks being exclusively done by one or the 
other. It is very difficult because mothers have an instinct to fix things. I often caught myself doing more just 
because I did more. Gabriel would wake up and I would get up. It’s the instinct, wanting to fix things. I think 
this is a deeper change than something just regarding culture and media. 

   Sometimes segregating women in a particular activity - even if it is to discuss their own roles  
 in society - is seen as sexism. 
    Indeed. At JA.CA, we have been working with men that engage in this discussion about the role of women 
in society. How can we do that if you are supposed to have women discussing this? With the issue of diagno-
sing what happens in the residences it is the same: since we realized there’s less women applying, should we 
start accepting women only for the residences? Would that change their lives so much? That’s why I think it’s 
more about education, we need to start discussing those issues with younger people if we want to achieve any 
real change. We need to change how people believe the domestic life should be like, and from then move on 
to more systemic changes. 
  I think art can help a lot when it comes to political and social issues, subverting certain situations and crea-
ting propositions, but on a very small scale. We can’t get to that many people, if you look at the numbers in 
Brazil. For example, the Biennial in São Paulo is very big in terms of audience, they reach six hundred thou-
sand people. But what is six hundred thousand people when you look at the population of the whole country? 
It is nothing. I think we can contribute to the discussion, but I believe in bigger changes. Perhaps after many 
years all the small changes will become something big.

   What happens to your own artistic work in the middle of all that?
   My work, after technology and video, became research on ways to cooperate, as well as on studies and 
understanding of territories. JA.CA is a large scale representation of what I am interested in. I don’t think I have 
stopped working. I have always worked with collectives, so for me having my name in a piece is not very impor-
tant. I became a part of JA.CA and JA.CA is a part of me. People even call me “Jaca” instead of Chica by mistake! 
I also think we need to question how we position ourselves – where’s my name? What is my role? If I am asked 
to curate something, am I a curator? I don’t want to be a curator, for example. I see myself as an artist with 
the role of an organizer, I accept challenges to conceive and organize an event or an exhibition, but I am not 
very interested in static exhibitions. I’m more interested in the process. When I’m asked to curate something 
I want to subvert things a little bit so it becomes something exciting for me. At the same time, I don’t care if 
people see me as an artist, a curator or whatever. Outside of Brazil that seems easier, people always understand 
that I can be an artist and have a collaborative project. 

   Here we seem very concerned with roles, knowing what someone is, curator or artist. Throughout 
 the interviews we saw a lot of diversity when it comes to that, even though we still  seek to 
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 know what each person’s role is in their field.
    Exactly, it is much more difficult to take on a cross subject approach here, like what I said before about the 
academic world. In the United States people value being multifaceted, moving across different fields. Here is 
the opposite, our academics are incredibly specialized. At the same time, this is a very old discussion. Frederico 
Morais, for example, talked about this in the 70’s. It’s weird that nothing has changed! I have no more angst 
about this - at first I had a little bit. I quickly understood that I feed creatively off those articulations. I think 
if it wasn’t for my role as an organizer - which I think is something particular to the artist that sees things 
differently - JA.CA wouldn’t be what it is today. And perhaps that would take us back to the question about 
feminist policies, which might be looking at the power of art and culture in the wrong way. It seems the goal 
is to create a market instead of a discussion. I don’t think we will make it there by excluding the men.

Cristiana Tejo

“When you are open to the world and you hear other voices, the hegemonic narratives no 
longer stand alone.” 

 At Panorama do Pensamento Emergente (Emerging Thinking Panorama) you seek to map the 
 curatorship field, strengthening relationships and contributing to the creation of networks 
 and partnerships. Last year was the second installment of this project – what have you learned 
 so far about this field? What are the main challenges?
    We didn’t have much when we started out. Internet was a new thing and people didn’t know one another. 
Being in Recife also weighed us down, geographically speaking. It’s very far away. I couldn’t find the people 
from my own generation and I really missed being able to exchange ideas with those who were also just get-
ting started. I wanted to know where they fit in the scene, what were their motivations, their crisis. The idea 
came up in 2004, but the first Panorama happened four years later, in 2008. It took me a long time to get 
funding for it. At the time we really did not have a way to meet our peers. And I really mean peers, not artist 
and curator, curator and critic. We wanted to create a place that encouraged discussion amongst peers. Due to 
personal reasons, I couldn’t make the second installment happen two years after the first one like we intended 
to. It only happened 5 years later, which was very interesting contextually. Five years can be very interesting 
for a field that is so new. We can recognize the changes in curatorship, thinking, organizing. The interesting 
thing was that, with this time difference, everything became very clear. I invited two people that were on the 
first installment of Panorama – Luiza Duarte and Marisa Florido – and right away we noticed a big difference 
in how the curators that started working in the past five years organize themselves. They are very young, but 
have a lot of knowledge on curatorship history, a kind of “epistemology of curatorship.” We see that the cu-
ratorial thinking of young people that begin their careers in a more sharp and critical way is rather solidified, 
which is typical of a generation born into an environment of informational overload. My generation, on the 
other hand, was much more empirical, as well as much less prepared in terms of this intellectual approach to 
curatorship. We analyzed art and sought to structure an art system in Brazil that was outside of the Rio-São 
Paulo axis. It should be noted that professionalization now happens very quickly and there’s an interaction 
with the curator’s jargon. We also realized that throughout the last decade a kind of “curatorship language” 
has been established, that refers not only to the linguistic aspect but also to a comprehension of the history of 
curatorships, the history of exhibits. It’s a field that has been developing greatly with publications, seminars, 
grants and new job opportunities. There’s a difference between this empirical generation and a generation that 
already starts out with plenty of information. 

 Do you think the curatorial theses that make up this field of history of curatorship could be  
 a new way to write art’s history?
   Definitely. If you look at the history of exhibitions at the Museum of Modern Art (MOMA) from the be-
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ginning of the twentieth century, you’ll see that they defined what Modern Art history would be, with their 
chronological and linear approach. It’s very interesting to observe that a narrative was already forming through 
the exhibits. Because art becomes palpable through exhibitions, that’s how the discourses and perceptions of 
art formalize themselves. What’s happening today, one hundred years later, represents a big change from that 
notion of narrative that’s in crisis. We don’t expect an absolute and definitive narrative. MOMA, with their 
exhibits, was creating a narrative that for a very long time was the only one accepted. Nowadays nobody is 
naïve enough to believe that a single narrative is enough to encompass an infinity of approaches. Apart from 
that, we also have the effects of globalization, different ways of thinking and making art. That represents a big 
confrontation for the Western World: recognizing these other forms of articulating meaning. These require the 
art world to only take baby steps in that arena. If you look at the pieces, they are absolutely open and its the 
curators who articulate a temporary understanding of those works. There’s no final, absolute interpretations. 
We could talk about the hermeneutics of art, and how the interpreting of art is as important as the making of 
art. The work is done once it reaches the other, the audience. Although there’s a crisis in terms of narrative, 
there’s no crisis when it comes to articulating meaning.

 Why did you decide to connect you doctorate thesis, which is about the beginning of cura- 
 torship in Brazil, with sociology?
    Well, first of all, I decided to stay in Recife despite the collapse of local institutions. That also means hav-
ing to deal with the city’s contingencies. Since I wanted to get into a doctorate program, I went searching for 
where in this city I could establish a dialogue between my own interests in what the academia was offering. 
The Sociology Department at UFPE has a sub–department for Sociology of Art, and since my initial back-
ground was in media I was already familiar with some basic sociology. Studying curatorship could also have 
been done through a philosophical approach, or an art history approach, but sociology allows me to align all 
those different approaches and I was very interested in understanding the dynamics of curatorship in Brazil. 
My approach was already sociological even if I didn’t know that. I can’t see art as just art. I always saw art 
inserted in systems of power, relations, meanings and contexts. We are social beings, and that says a lot. We 
create meaning and we create it from a certain sociability. I’m halfway through the doctorate program and I 
already know it was the right choice, because I can also bring in more philosophical readings. My thesis also 
has a historiographical approach. It’s working out well, and I have found authors I never knew existed. I can 
articulate a more well-integrated perspective. That’s another thing: I am an insider in the art world. I share in 
the beliefs, the values of this world, so through sociology I was able to understand the constitution of those 
values, observing my own world through an external perspective. It has been very interesting and very enrich-
ing. At the same time, I am very open to things; my doctorate is just one passage and then there will be other 
readings. This research will continue. The research doesn’t end when you present your thesis. 

 What did you learn about the international setting with the project “Made in Mirrors”?
  “Made in Mirrors” is a project that started out from a wish to fight globalization, from a point of view more 
connected to local specificities, and also seeking long term and more intense connections with few projects 
being carried out at a time. Long term but also with long distances, and intense collisions between very dif-
ferent contexts. It’s a project that integrates South Holland, Southern China, Egypt (Cairo, specifically) and 
Brazil (especially Pernambuco). 

   Very specific regions.
   Exactly. What was called “periphery.” It’s a very relative term, because sometimes we are the periphery and 
sometimes we are the center. It’s either periphery or center in relation to something else. The idea was to 
organize those places that are so singular and think about how those exchanges could happen. I got to know 
those places and their art scenes. Europe, in this sense, is very exotic. The Netherlands are very organized and 
controlled. Too much, actually. On the other hand, we understand there’s no such thing as the “universal.” 
There are only individual places. If you go to New York, you’ll see how small town it feels like over there. It’s 
actually a few entities and persons who are able to move around and establish more open dialogues with other 
places. In the end we are all locals. That’s very important because we were able to send artists from Recife for 
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residences in China, the Netherlands, and Egypt; those exchanges have had very important repercussions to 
their work. That’s the most interesting point: how the local community benefited from this project. Perso-
nally, it reaffirmed what I already thought was the case: the world is too big for us to talk about the same three 
or four places. I’m much more interested in those things than seeing something in London that we already 
know about, for example. I’m from Recife but I was raised in Brasília, and then lived abroad for a while. Stay-
ing in Recife is a political attitude! I think it’s important to make things happen locally and bring visibility 
to interesting places that still don’t have a strong art economy. I am very drawn to places where things exist 
but are not seen, because life still exists despite the lack of visibility. Of course, I’m talking about a privileged 
stance, because I live in Recife but I’m always traveling. Actually, nowadays I work more outside of the city 
where I live. I know that’s not the case for most people. Many artists circulate, but what we are going through 
in Recife is a powerful and irresponsible lack of funding when it comes to public institutions. We don’t have 
an art market or a tradition of the elite funding cultural initiatives, so we are very reliant on the public system.

 You said during a talk that you were disappointed with the situation of those institutions,  
 how they are falling apart, and that’s why you distanced yourself from them. How’s their situation 
 nowadays, from your point of view?
    It got worse. For fifteen years we had a very interesting time in terms of experimentations and creations. 
We experienced institutional experimentalism. We were creating things and we were very close to the artists. 
In Recife we have this bubbling community, critical and emotional, with powerful collisions and we, curators, 
had many opportunities that I am sure a lot of people from the same generation living in other cities didn’t 
have. It’s very sad that it won’t happen as easily for the future generations and, especially, for the audience. 
There’s a big gap between what we create and what the audience sees. My lament is for those coming after 
me. My generation has a sense of gratitude, of giving back to a place that has helped us so much. In my case, 
since I had already done everything I could for the city’s cultural scene – everything I could do in Recife I 
did – and not being able to leave because of emotional reasons, I decided to create a place for residence with 
seven other women, Espaço Fonte. It’s a way of keeping a connection, a way to keep the city open to people 
from abroad. I’m a firm believer in exchange programs. People come and create a bond with the city, with 
the locals. Networks for cooperation are created. For me, creating a place for people to be together is a way to 
contribute to the local scene. 
 Espaço Fonte was created in 2011 and its subtitle is “Center for Investigations in Art.” What  
 are those investigations?
    Espaço Fonte is an open space. It changes according to its residents. We think of investigation as a wider 
concept – from someone who comes here with a project that will become an exhibition to someone who 
comes as a curator wanting to see the local scene – understanding, of course, that we have our own peculiari-
ties. The investigation is open and we don’t have one final format – “The investigator must do this or that.” 
What we are trying to do is have an open dialogue. We‘ve had artists that held exhibitions here, artists that 
created a cinema club, artists that stayed for six months developing what would become a movie, curators that 
came here for a specific research, curators that came here to rethink their own ideas. It all depends. It’s also a 
way for us to position ourselves critically while facing a product oriented system, where everything must turn 
into something that can be consumed. We always have to react almost automatically to a frantic demand. I 
believe that investigation and art can happen at a different pace, because we need time to elaborate things. The 
artist won’t necessarily instantly turn into art what he is living at the time. It could take some time, it could 
take years. It’s about trusting the becoming, trusting whatever may happen. That’s why we are open to all 
formats. We trust the desire, the lust. In that sense, Espaço Fonte could also be a place to do nothing, it could 
just be a pause in the insanity, the pressure of daily life – both in contemporary life and in the art system that’s 
increasingly insatiable. It’s a place that is simply a pause to exist, to stay, to think.  
 Is it in that sense that it is “an art space with dynamics not necessarily connected to financial  
 matters,” as you put it?
    In the sense that we believe the economy of art is different from a traditional economy. It’s an investment 
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that won’t give you anything back for a while. You have to trust the desire, the being, the lust to make and in-
vestigate instead of thinking about making money. Everything nowadays is based on financial gain. That’s also 
part of it, but we are all creating connected ecologies. You don’t always have to be part of an ecology of con-
suming excessively, investment, money – you can be somewhere where things work differently. We don’t deny 
money, everybody needs to eat and pay taxes. Still, Espaço Fonte is a place where we go back to the source, to 
what brought you to art, to what makes you want to stay in it. Of course money is important, it’s a capitalist 
system after all, but perhaps we can be a little utopic and think about something that can survive on a simpler 
economy. Nothing too big and ambitious. It’s something that’s being built little by little and creates a sustainability 
for the space. What we are interested in, our currency, is the symbolic bit, the exchange, that idea which may 
someday end up becoming valuable in terms of money. For now, we prefer not to think about that side.

 Espaço Fonte is managed by six women, right?
    Now there are eight of us! 

 And how’s the dialogue between everyone? Is it working well? 
    It is! Of course there’s dialogue and there’s a lot of clashing too. All human beings will argue when living 
in society. It’s a learning process for all of us. It’s me and seven of my ex-students at the BA program in Visual 
Arts at Barros Melo College. Because of that, we spent some time recreating our relationship to break away 
from what we used to be, teacher and students, and be able to become a community with a new dynamic. Al-
most all of them started studying art recently or did things related to art in a more therapeutical way, but only 
started studying it recently. Most of them are over 45 years old. What I see is that they managed to study what 
they wanted when they could. When they already had a career, when their kids had grown up, when life al-
lowed them to study what they really wanted but couldn’t do when they were young. Meeting them made me 
reanalyze our art world, which is actually not a single world. That’s why I talk about the connected ecologies, 
which is a concept developed by a sociologist I have been researching called Andrew Abbott. It’s as if we were 
co–existing in worlds, dynamics and economies that are very diverse but that relate to one another through 
certain nodes in a long chain of action and reaction. They taught me that there are many ways of wanting to be 
around art. Before I met them, I was only involved with the professional art world. I was surrounded by young 
artists that were already a part of the art world and I thought that was the only valid way to insert yourself 
into this world. There’s obviously a screening process in the path towards professionalization, and that occurs 
in every field. If we compared it to soccer you might say that until then I was working with the national team 
and then started working with the base of the pyramid as well. When you work with the national team, all 
you see is the top of the pyramid, leaving behind a lot people that don’t necessarily have any less value or talent 
just because they are not at the top. All that just to say that our group is changing certain expectations because 
everyone comes from a different background. One is an engineer, another is a housewife, another is a jour-
nalist. They all bring something in and we use what everyone adds to the space. Of course, it is challenging.

 How do you see the participation of women in the curatorial field, not only in terms of quantity, 
 but quality as well?
    I have no doubts the art world today has a lot of women in lead roles. For the second installment of Pensam-
ento Emergente, for example, we invited ten people, and out of those ten, eight were women. Although it’s just 
a small sampling, it shows how things are going. There is indeed a large feminine presence. There are, however, 
many things to consider. Particularly the issue of being a mother or being a woman without children. During 
my last trip to Europe in February 2014, I talked to a couple of friends who are only now having their first 
kids, in their forties – one in Mexico and the other in Switzerland. We talked about their fears of their careers 
ending or losing opportunities. During those talks it was very clear that there are obstacles when trying to get 
a place at a Biennial or an institution, and those obstacles are not placed there only by men but also by women 
without children. There’s another dimension to it – none of our colleagues at Pensamento Emergente have any 
kids. There’s a difference between being a young woman with no kids and being a woman who has children. 
There’s a separation there. If we look at the past generations, we realize that was normal. Aracy Amaral and 
Lisette Lagnado, for example, had children. Nowadays, however, with an increasingly globalized art world, 
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you have to travel all the time, you’re constantly moving around. 

 And you also have to do many things at once.
    Exactly. I think about Aracy Amaral having kids in the 1950’s, 1960’s. She traveled across Latin America, 
but I am sure not as much as people do nowadays. The world was not as connected. Today, you have to cross 
the Atlantic five or six times a year, at the very least. That creates a big gap between those who have kids 
and those who don’t. Of course, that’s also a matter of reanalyzing what it is to be a woman. A woman who 
replicates a masculine logic or way of working is a woman? Obviously there’s no such thing as a feminine es-
sence. Historically speaking, work has been a predominantly masculine activity for centuries. But, back to my 
conversation with those two friends - we were talking about their fear of missing out on work opportunities 
because of their children, and one of them said she had been on many different committees to choose cura-
tors for museums or Biennials where she would often hear things like “Oh, but she has a child. She can’t do 
this.” That means: she’s out! Can’t handle it. Now she’s on the other side of the story and she’s afraid, because 
she knows how those decisions are made. This is something that weighs a lot. Coming up with a feminine 
way of handling work is not about a “feminine essence,” but about finding a different way to go about things, 
combining, dividing time in a smarter way. Thinking in terms of quality instead of quantity. What would it 
be like to think about the curatorship world in a different sense? Could it be more organic? More generous? 
Could that work out in our extremely competitive world, to have people working in a more gregarious man-
ner? Of course I’m talking about a Latin American country, where the expectations are very different for men 
and women. In Brazil, if a man helps a woman at home, everyone thinks he’s amazing! Caring for children is 
still a feminine activity, so if the man tries to help, that’s “incredible.”

 It’s “extraordinary.”
    Exactly, it’s extraordinary. Nearly every aspect of domestic life is delegated to women. In other countries you 
might find more gender equality, but in Latin America there’s still a big gap there. Sometimes we are judged by 
our own friends or our fellow curators. I heard that after I had my kid, in two different situations people said 
“Oh no, Cris had a kid,” as in “Don’t invite her.” Ever since that happened to me, I always ask all of my co-
workers who are mothers “Can you do this, do you want to?” And she will be the one to determine if she can 
do it or not. It’s not up to me to decide if she can handle something or not. I was raised in a very feminist way. 
My mother always taught me to take care of myself, have my own money, my own job, to not rely on anyone. 
That’s very important. It erases some of the inequality, even though there’s still a lot of it. Of course, we are 
talking about privileged people, from classes that are more comfortable financially. I came back from this trip 
very saddened to realize that there is indeed a lot of gender inequality in the art world. Everywhere! Having 
your kid with you while setting up and exhibition is often seen as something “unprofessional,” for example.

 Francisca Caporali, from JA.CA, mentioned something along the lines of what you just said  
 about having her kid in New York, where, unlike here in Brazil, people seem to understand  
 that your life is not over because you had a kid, so it’s normal to take your children to a meeting, 
 for example.
    Here that’s “unprofessional,” it’s weird. If men and women are raised in an open and multifunctional man-
ner, we could face that. A lot changes when you have a kid, but that doesn’t mean you can’t handle things! You 
know what happens? A lot of the times priorities just change. For example, I became more picky! To get me 
out of the house, it has to be for something really nice, because my house is great, it’s full of affection. I didn’t 
recognize myself after I had my kid, because before I would go out, work a lot, traveled, I was a workaholic. 
But when I saw my son, I thought: “This is much more interesting and challenging than any exhibition I could 
ever put together in my life.” Your parameters, your priorities change. You end up much more picky when it 
comes to art. It has to be exciting, it has to be good, it has to have quality in terms of relations. That was always 
important for me. When I started working as a curator, I thought about my staff a lot – was everyone doing 
well, working together, were they on the same page as me. I always saw myself as part of a community. Now 
that I travel more, I am surprised by how competitive things are. Here in Recife I was part of a welcoming 
community, despite our disagreements, so it was a big shock.
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 It was almost a family environment.
    Exactly. We didn’t have an art market, a well-established system, so we were all on the same boat trying to 
build this market. Everyone here was starting to really understand what contemporary art is, what curatorship 
is and so on. I didn’t see myself as an individual professional growing in my profession, but instead as someone 
who was feeding these exchanges as well as feeding off of them. I noticed that this more gregarious approach is 
more common amongst women. I think this caring aspect is more present in women than in men, who seem a 
little more individualistic. But I don’t think that’s innate or a matter of genetics, I think it’s nurturing. It’s because 
of how we’re raised. Women are raised learning how to care for things, for people. As a child you already have 
a baby doll to take care of. Taking care of others is part of our role in this society. The same does not happen 
to men and the result is that professionally men are more individualistic while women are more collectivist. 
It’s something I’ve been noticing, and it only became clear to me after I got involved with sociology. Before I 
used to think it was all the same, there was no distinction. Then I started to read more about current feminism 
and southern epistemologies, and I realized it’s the same thing as saying that there’s no racism in Brazil, that 
we are egalitarian. The thing is, this selection happens so far back that we don’t think there’s gender inequality. 
That has to do with a lack of opportunities way back: when I look at my co–workers at Fonte, I see people 
that doubted they could do anything in the art world a long time ago. They were tutored or brought to differ-
ent professional fields to make ends meet. That’s still very common, so I can’t say there’s equality when there 
isn’t! I think things are changing, of course. Those girls at the second installment of Pensamento Emergente, for 
example, who are about thirty years old, one day might have children, and when they do, I hope the art world 
will be already effectively open for them.

 It seems to be a matter of feeling like you are in an egalitarian country but then observing  
 all the inequality. Sometimes women themselves replicate this logic that they must choose  
 between children or a career. 
    Yes, we can be compliant. Of course having children has an impact, but on the other hand, the question is: 
is it really worth it to give up on that? My friend from Switzerland said she was already forty-six years old and 
that was her last chance to have a child, so she thought “What else could I have? More power? More money? 
More exhibitions?” She already had all that, or knew how to do all that. Then she thought “What I don’t know 
how to do is raise a human being.” That’s the spirit. Each woman finds her own way of weaving the fabric of 
her personal and professional lives. It’s a monumental challenge, to be honest. But I know a lot of amazing 
women who have a family and are still traveling around the world, working and curating wonderful exhibi-
tions. I think such examples need more visibility so they can foster a feeling that it is, indeed, possible to do 
this. It’s not the end of the world or of your career. Perhaps it’s necessary to question how far we want to go 
and what it is to be professional. What is having a career? Is it worth it nowadays? This questioning starts to 
happen as you get older, because you stop accepting everything and you start questioning if that is quality, if 
that is what you want. You become more selective. At first, it’s all about quantity, how many exhibitions you’ve 
done, how many people you know. That’s normal when you’re young. As time goes by, you get tired of that 
and you start selecting what really matters to you. What’s the meaning of things for you?

 Do you find it easier to conciliate being a mother and being a freelance professional, as it  
 allows you more freedom, or is it actually more complicated, when you take into account  
 the lack of stability?
   I’ve had a partner for seventeen years. My occasional financial instability is secured by my partner’s stabil-
ity, and we share everything. I enjoy being a freelancer a lot more than working for an institution, at least 
compared to my work in institutions over the past few years. First of all, it allows for  quality in terms of 
interpretation and reflection, as I have a lot more time to organize my things, to read and write, and that used 
to be very complicated because I had to squeeze it all into the time I had off work. This change happened 
together with me starting the doctoral program, forcing me to make more time to study. When you have a 
child, you become a much more practical person. Before being a mother, I had all the time just for myself. My 
partner and I often accidently say “Oh, when we were single.” We weren’t single, we were already married, we 
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just didn’t have a child. Time was flexible and never ending. We would decide on something and do it. Having 
a child, it can’t be like that anymore. You have to be organized and efficient. Now my son is almost six years 
old and he’s self-sufficient! I just have to check his homework and when he showers, but for everything else 
he’s independent. I would like to have another child and I often think about what would be the right time for 
that. As now I have this quality time when I can sit down and read, I think I’d like to wait a bit longer to be a 
mother again, perhaps when I’m forty, after I’m done with the doctoral program. I will take him everywhere 
like I did with my first child: Biennials, openings, setting up the exhibitions. For two years, I took my kid with 
me everywhere. It’s also good because you teach the child to travel, to understand that you have to do to work. 
The baby doesn’t know anything and you have to show them how the family works. My son has grown and 
now he loves to travel. He’s behaves very well on the plane and with other languages, in other cultures. First 
time he went abroad was when he was ten months old and we went to Cuba. Now, because of school, he can’t 
travel as much, but whenever I could take him with me, I did. It will be the same with the next.
 Back to the issue of women and curatorship – in 2012, Itaú Cultural updated their poll that 
 listed the ten most influential curators in the country, and it contained only three women. The 
 poll listed, in the following order: Fernando Cocchiarale, Tadeu Chiarelli, Paulo Herkenhoff, 
 Agnaldo Farias, Ricardo Resende, Ligia Canongia, Luiz Camillo Osorio, Maria Alice Milliet, 
 Carlos von Shmidt, Danise Mattar, Diógenes Moura, Emanoel Araújo, Moacir dos Anjos,  
 Lauro Cavalcanti. Of course the notion of “influential” is very relative, but how do you interpret 
 this statistics? 
    First of all, the poll was based on the amount of exhibitions curated by each curator. When the results came 
out, I was with Fernando Cocchiarale and we laughed and talked about it. Perhaps this takes us back to the 
issue of quantity and quality. Single men with no children, or men with children but with a partner that takes 
care of everything, are much more able to do more. Obviously it’s not just that, but there’s something about 
quantity, about wanting to do a lot, wanting to be productive. Maybe that’s connected to a masculine issue 
with power, but on the other side, if you look at that generation (the one before mine) there was a lot more 
men than women working. Over the past few years, that’s started to change. At Pensamento Emergente it was 
the opposite, eight women and two men. With this poll from 2006, those are the people that worked the 
most in the past ten years, so the newer generation won’t be on the list because we only started out recently. I 
also think a lot about people like Lisette Lagnado. How many exhibitions does she curate in a year, one? But 
they are huge! The same with Aracy Amaral. How many a year, two? How long does it take to get together an 
exhibition like the ones she works on? We also need to look into the people heading the institutions, because 
then you have to curate exhibitions like a machine! 
 The issue of productivity in art.
   It’s the product. You have to have exhibitions. We need to look carefully into those polls, because that’s the 
kind of statistics that simply everything. I think it’s important to look at the focus of the poll, what they ana-
lyzed and what they didn’t analyze. When we look at what they weren’t analyzing, we understand the poll bet-
ter. I believe things are changing and if we do the same poll in ten years, the names will be different and we’ll 
have more women. Personally, after working in an institution, I got tired of being an  “exhibition machine.” I 
am no longer interested in that format. I feel content with working on one or two exhibitions a year and doing 
a lot of research, having a lot of dialogue, making a lot of exchanges. I prefer that instead of just churning out 
exhibitions. I’m not comfortable with that model anymore.
 It’s a field ruled by other production and time relations. It’s hard to function following that  
 logic that’s different from art’s logic, with such limited time and a high productivity demand.
   The thing is understanding who you are, your rhythm, your flow. Fernando Cocchiarale is someone I ad-
mire greatly – he has a sense of humor, a sharp intelligence. He’s very natural when working on exhibitions 
because he has things he’s been working on for a long time. For how long has he been working with art? It’s 
very different. People need to understand their own nature. I makes me very happy to see people expressing 
themselves in a more meaningful way, through what really touches them. I think it’s beautiful! You can curate 
fifty exhibitions because you have so much to say and to get out there in the world, or you can curate one 
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exhibition every two years, or you can work with Biennials only. What I find beautiful is seeing someone 
fully committed to something. I find it very interesting when people break the rules and take charge of things 
instead of simply reproducing a certain logic, creating their own logic. I have been doing that for a few years, 
creating my own dynamics. I was basically sucked into curating and I had no time to think. I was just doing, 
doing, doing. It was a time of learning and testing what interested me, but today working with what really 
interests me is very important.

 We see many attempts to reflect upon the issue of women in the art world, with many initiatives 
 having been taken already. How do you think it is possible to deal with a curatorship, for 
 example, about women’s issues, without ending up being discriminatory  and sexist in a way?
    That’s a very complex issue, because we have to draw attention to this segregating dynamic without mi-
micking it. That’s the main point. What interests me is observing how we can deconstruct interpretations that 
favor men exclusively, with art as a starting point. You then realize it’s easier to find ruptures in the careers 
of women rather than men. A quiet period and then a return. When I see that process happen to women, 
I’m also inte-rested in looking at men from that point of view. I’m interested in changing the criteria used to 
evaluate things. More than just curating an exhibition with female artists, we need to understand the mecha-
nisms that make it so that most women are not able to be a part of the international art scene. That applies 
to other groups - Latin Americans, Japanese, Africans. We don’t fit the criteria created by the white, male and 
Western world. The artwork of the periphery, of the menial workers, became less important because it did 
not fit certain ideas of quality and excellence. What we need is to discuss those parameters. We need to look 
at what’s being introduced as hegemonic and suspect that it might not be universal. It is local and favored 
according to the power networks of the time. “Suspecting” doesn’t mean that, for example, Matisse was not 
a good artist. It means we need to rebuild those ecologies and observe where things stand. Latin American 
art won’t be a mere version of European Art, as it is being seen as something of its own kind. Nowadays, I’m 
more interested in discussing what those epistemologies would be than simply mimicking an excluding logic. 
When we talk about “Latin American art,” there’s obviously a certain specificity, but the important thing is 
to create a pluralistic art world and not just discourse, a place where you won’t need labels. I still don’t know 
how exactly that would happen, and the world of referential art is still a very selective world. Perhaps with the 
new generations we can create those new art worlds. I’ve already started to see people interested in visiting 
not only New York but also places like Hong Kong for example, to experience different ways of thinking and 
doing things. Maybe we are in the right path towards change – I feel like we are. Right now it might not be 
so obvious. That’s what the crisis of narrative is, like we talked about before. When you are open to the world 
and you hear other voices, the hegemonic narratives no longer stand alone.

Beatriz Lemos

“Feminism goes deeper than an argument over who’s better or worse, who’s weaker or 
stronger” - it is about the women’s role in society. It is also about taking a stand, even 
when something seems unimportant.”

 How’s life as a freelance curator?
   It’s unstable. I have been working as a freelancer since 2008. Before that, I worked at a museum for six 
years. You have to deal with the instability because there’s no consistency, but it’s a choice - to work with more 
unique projects. I have the freedom to create my own processes, my ideas, even though at times they are reliant 
on state funding or private financing through which I have been articulating projects. 
   How did the Lastro research came about?
    Lastro came about because of research I was doing as an undergraduate in Art History. That was back in 
2005. It’s not that long ago, but at the time there wasn’t this much information about Latin American contem-
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porary art available online. The research began with the idea of interviewing artists in all the places I visited. 
I gathered a lot of material trying to bring the art scene in Brazil closer to that of its neighboring countries. 
The project grew a lot and now we have a small library with materials about the eight countries I visited during 
research. Through crowdfunding, I was able to fund the website, which is a database, and along with that there 
are other projects I’m working on, like the travels. Right now I have been traveling with artists through Lastro 
leading the way to work focused on exchanges and movement, this time not only focusing on Latin America 
but in a broader spectrum. 
   Is that why you were in Lisbon?
    Yes. I was there to kickstart a new stage of this work, as Lastro is not only a research in Latin American 
territories anymore. I’m focusing on countries that have Portuguese as their native language - Portugal and 
their former colonies in Africa, China and India. So I have projects for all the Portuguese speaking countries 
of Africa and also for Goa and Macao. These are long term projects though. 

   What were the main challenges of such an extensive research?
   The main challenges are in funding. Perhaps a continuous funding, but the support is very restricted and 
specific. For a long time, I had funding for the travels and the research ended up in the background because 
I had other things to work on. I work with the Lastro network, which is a lifetime project, but I have other 
things to work on as well. So this side of researching, cataloguing and writing proposals all suffered on account 
of not having their own continuous funding. 

   You split your time between Lastro and what other activities?
    Last year I was focusing on research on Márcia X. I got funding to go on with this project of cataloguing 
and organizing all of Márcia’s work, who died in 2005. We held a retrospective and published a book. The 
family wanted to donate her works to a museum and it went to Rio de Janeiro’s Museum of Modern Art, so we 
handled the legal aspects of that as well. We spent 13 straight months working on this project. So, back to the 
last question, when you have continuous funding you can see the difference it makes to have support, to have 
a team and work with that team for a long time and end up with a good project. It was a positive experience. 
The book came out in October, closing the project. Soon after that I went to Europe with Lastro and now I 
would like to work on the projects I started in Europe, as well as talks and workshops.

   Back to your research - do you see any dialogue between the different independent artistic  
 spaces or is it still a rather disconnected reality?
    I see a very fragile situation, but I think the connection between Latin American independent spaces is gai-
ning strength. It’s still a bit fragile, because even though there’s a network of independent spaces, it’s not very 
well established. I think the most powerful encounters and partnerships are one-to-one, like Lugar a Dudas 
from Colombia and Capacete here in Brazil. They worked together a couple times and it went well, creating 
things other than paying artists to travel and do residences.
   In an interview from 2010, about four years ago, you quoted a very interesting line from  
 Argentinian Octávio Getino, saying that Latin America needs to transcend its adolescence,  
 with all the complaints, and become a young adult, creating its own utopias. Are we still in  
 that transition period? 
    That line really stayed with me. I heard it a long time ago, in a conference, but I think that at the time this was 
even more latent. I started this work in 2005 and the reality was completely different from what it is today. We 
didn’t have the interest or the energy to make this connection. Now everything flows, little by little. I think we 
are definitely still in the middle of this transition, but if you stop to think, Europe and the U.S. are already focu-
sing on Latin America. I think it is a time for self-understanding and recognition, knowing how to deal with the 
interest of the other. That way things keep moving, and not only in art - art is just a reflection of everything else. 

 You do this very intense work of traveling through Latin American countries to strengthen  
 this exchange network. What would you highlight from the contemporary art scene in those  
 countries? Are the dynamics similar to what we have here?
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    In relation to Latin America, Brazil has a clear distinction in terms of size and of the economy. The system 
is a little more well structured here – this system thought of as clogs. There’s galleries, collectors, universities, 
courses,  post-graduation programmes and so on - things that form a circuit. In a few countries there’s no 
draft for this circuit or system; you have one part of it but not the other. I would highlight Colombia, who 
has a very powerful art scene nowadays, with many independent spaces, which I believe is what brought the 
scene back to life. Before, there was a classic landscape of an underdeveloped country: no public policies, weak 
institutions, the galleries were not interested in young artists or contemporary jobs. Nowadays, Colombia is 
gaining all of that. The independent circuit there is interesting because it is more well established than what 
we would imagine an institutional circuit to be. That’s their main strength.
    In Bolivia we see something peculiar - I was just there for the second time, having been there in 2008 as well 
- it is a country with a very strong indigenous culture, with a government pro-popular culture, and because of 
that what is considered contemporary art is left behind. There are few grants and the traditional and popular 
artists are competing in the same spaces as the young artists. It is complicated. Our idea of what contemporary 
art is, as Brazilians, is very different from what a Bolivian has. There are differences that I find very interesting 
because they deconstruct what I see as art, my tastes and my certainties over what is a good work - because all 
that varies from one place to the other. 

   Does Lastro materialize these deconstruction processes?
    I usually say I am very patient. What I am drafting, my intention, is for Lastro to become a network that 
raises these questions and to actively be a place where you can see those differences. So far I have been working 
on this research by myself - sometimes I have an assistant, but only for specific moments. Working alone, it 
is harder to stay updated and dedicated. For now, the platform works as a database; people are invited to it 
and add their portfolios to it, so it is a space of database for research and production of each place. There’s a 
side of it that features those parallel residence projects, and there’s also a library. My true wish is that the other 
collaborators and I can have more time for the platform to move in a more dynamic manner.  

   What is it like to get to know a country through its artistic output?
    At first, I talked a lot about cultural identities, about artists that worked with these identities in a way. 
Nowadays I don’t even approach this issue because it is a very deep subject. If you think about cultural identi-
ties, especially in terms of Latin America, we have so much miscegenation that I try to stay away from the 
notion of a single Latin subject because that is not even possible. I seek out artists that deal with subjects that 
interfere with society somehow, so the works deal with politics, gender issues, public spaces - in a way you 
can understand a bit of their reality, even if they are talking about something broader than their local realities. 
That’s how I can figure out the local logic and how the local codes work, each countries’ codes. This way I can 
find a more fluid way to enter the history and culture of each place, something I really enjoy.

   You said in an interview a long time ago that “young artists are pointing towards socio-political 
 issues.” Do you feel like that’s still the case?
   Yes, in many places it is. Not so much in Brazil, because we have other influences that are very strong, such 
as the market, but in most places the young artists are closer to activism, are more concerned with that. That 
has been changing rapidly, though. Nowadays, if a work is critically charged in an activist manner, it is quickly 
absorbed by the circuit, and if there’s a market, it is absorbed by that as well. Perhaps a few years ago that was 
not as strong as nowadays. 
   You once said the artists’ role in Cuba is different. Why is that?
    Cuba is a very particular example. There, the curator and the artists have their roles reversed. While here and 
in most other countries the curator has a certain status, in Cuba the curator relies on the artist. Cuban works 
are very valued outside of Cuba. There’s a lot of interest in it, especially coming from the United States. Artists 
that sell their work in the U.S. go back to Cuba with a lot of money. Many live like that, although most artists 
have left the country. Many artists that still reside there have this financial lead because of their sales abroad. 
There’s also the fact that to leave Cuba you need a permission from the government, but the artists get a free 
pass because in theory they are bringing the art and culture of Cuba to other countries. Many artists have it 
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easier when it comes to traveling, unlike the average citizen, and their financial situation also makes a big dif-
ference there. The curators, on the other hand, are either connected to institutions that are heavily censored 
or if they choose to work independently they are mostly connected to one artist, almost like a private curator. 
They get paid by the artists to write something about them and curate. There are no other situations where 
you can pay for something like in a gallery or internal market. 

   From 2002 until 2008 you worked as a researcher and curator at the Museum of Contemporary 
 art in Niterói. What did you learn about the relationships between the major artistic institu- 
 tions and other parts of this cultural circuit in Brazil?
    I worked at that museum in Niterói doing research, and it was from that experience that I gained knowledge 
in archiving. Later on, I worked as a curator’s assistant, where I worked directly with the artists. It was a very 
positive experience because we, Brazilians, usually tend to criticize the institutions. And our institutions are 
weak. We have a culture of not believing in institutions, we tend to believe more in the individual. For ex-
ample, we don’t think about a political party as a whole, but about a certain individual. That is very particular 
to Latin America. Our institutions are weak, but they are still a symbol of power. It was very interesting to be 
there, because we were relying on the city office and that was very tough. We had very little money to work 
with but the team was devoted to making things happen and connect to other artists and spaces. The machine 
behind it was so heavy it made things very difficult. Having had that experience, I know what it is like to be 
in a strong place, either public or private, with this institutional load. I believe that, in theory, the job of the 
institutions is to deal with the audience; to allow the young artists to have a place to showcase their works 
and dialogue with society. That, to me, would be ideal. I believe the independent space has become a seal. 
Independent of what? Money? City money? I believe in autonomous spaces more. I don’t like to introduce 
myself as an independent curator either, because I am completely reliant on the capitalist system. Of course it 
depends on my ethics, my own wishes, but I am involved in it. My choice was to be a freelancer to say “yes” or 
“no”, so I can choose my own path. Nowadays these spaces begin outside the institutions, but many are also 
completely inserted in the same vices and wanting to be like the institutions. 

   How do you see the development of curatorship in Brazil considering that the term “curatorship”  
 is so spread out right now?
    It’s a very new profession. Even in our own circuit people have a hard time understanding the role of a 
curator, how far that job is supposed to go. Things get mixed up. Many experiences in that area start to get 
mixed up. It’s a very new profession but it is still very appealing because of the status it brings, even though it 
relies on the attitude of each curator, on how they handle this. What are the choices of a curator nowadays? 
There’s a lot of curators, but it’s the same with artists - anyone can call themself an artist and a lot of people 
complain about that, but the difference is having to deal with that professionally. You can curate an even, but 
it is a completely different thing to stick to that as a profession, facing all the demands that come with that. 
Actually, only the time and the circumstances will tell how far that will go.

   Regarding women’s role in these contemporary art dynamics, how’s their participation in  
 the art circuits you were researching?
    Because of Márcia X. I started to dig deeper into the feminist movement and tried to see it in the art circuit 
context. What I saw, unfortunately, was that it was very difficult to find feminist discourses in contemporary 
art. I think there’s a lot of discourse on femininity, feminine discourses, but there’s a clear lack of politically 
consistent discourse regarding this subject, especially in Brazil. There’s a lot of women working in this field - 
artists, curators - but surprisingly, probably because of the patriarchy around us, when you look at a collective 
exhibition you will always see more men in it. Independent of how many women are making art. I think the 
reason is that we really live in this patriarchal mentality. Even the women working as curators don’t raise those 
questions. Lately I have been thinking about this - not trying to force it like through this idea of quotas but 
instead trying to reverse the logic behind it. 

   Is there any current discussion on gender that you were following during your research, or  
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 did you come across this issue because of Márcia X’s work?
    It was mostly through researching Márcia X’s work. I went after that because I was looking for a more critical 
artistic production. Sometimes I’d find women artists discussing those issues but it would end up being too 
cliché. I think our fear of feminism comes from the vision of this battle for gender equality that stems from 
the socialist struggles in the 20’s. I guess the artists avoided the label so they could stand in a more equal way. 
Even Márcia did not see herself as a feminist, neither did her friends. One of them said to me they renounced 
that label, because it was not interesting for them at the time.

   It wasn’t interesting in what way?
    It was something connected to a very square, conservative world view - setting bras on fire, militants, factory 
workers and so on. But feminism goes deeper than just an argument over who’s better and who’s worse, weaker 
or stronger - it is about the women’s role in society. It is also about taking a stand, even when something seems 
unimportant. I went to a feminist gathering when I was researching Márcia’s work that was very important for 
me. It was a whole week with 30 women in a house in the woods. That’s when things clicked for me, because 
first I thought “why is there only women in here?”, you know? Than I realized it was actually very important 
for it to be only women discussing those issues, because we are the only ones affected by it. Men, no matter 
how open and critical they are, will always be in a place of privilege in a patriarchy. This conscience of unis-
son amongst women, of working together for ourselves is in a way different from the older type of feminism.

   What came about in those discussions? What do you think are the main issues nowadays?
   The main thing is a collective consciousness of women, of breaking patterns. Be it in language, social codes 
or, most importantly, taking those issues to primary education. I think that’s a very important aspect of it: 
taking this discussion to the schools.

   Someone once said that having today’s artists saying they are against feminism is the biggest  
 proof of what feminism has accomplished. Do you agree with that, taking into account Márcia  
 X’s stand on feminism as well as her friend’s testimony on renouncing the label?  
   I think it’s important to think about Márcia again because her work is very feminist. Her body of work 
is very powerful and really deals with important issues of the feminist struggle. However, she did not carry 
the label, so in that sense she can only have a limited amount of space - and at the time she wasn’t heard as 
much - because of women that came before her. I think we are still afraid of owning feminism. Feminism is 
not about annoying grumpy women fighting all the time! I think deconstructing the old notion of feminism 
is important. What is wrong with being feminist? I think we should be proud. I think all women should re-
claim the feminist label, leading to a paradigm shift. Otherwise we again have a minority fighting to be heard 
against a majority that, by not calling themselves feminist, might end up contributing to a sexist discourse 
supporting patriarchy. 

   In that context, what works from Márcia would you say are most important?
    Almost all of them. “Pancake”, Lavou a Alma com Coca-Cola (Washing the soul with Coke)... Mostly her 
last works. Her pieces from the beginning of the 80’s were interesting because of the critique of the system and 
exploring the performance language, which few people were using here. In the 90’s, her work is more centered 
around objects, inverting the children’s universe with the erotic adult’s world. She deals with the homossexual 
issues a lot, it was almost gay art but made by an artist that was not gay. But it was in the 2000’s that she dedi-
cated herself to the aesthetics of the stereotype, the aesthetic dictatorship of the feminine. “Pancake” is pure 
pleasure. To me, it is very pornographic, very erotic, but also incredibly beautiful, which you can’t see very 
clearly. She can be very subtle and her discourse is not militant but it is harsh, even though it is very poetic 
and the strength is in the images, the details of the materials and the editing. 

   For the future, what motivates you to work, to research? What’s in sight?
   I am very excited about Lastro, this project in Africa, the language, what’s there that is “us”. Regarding 
studying, I am interested in colonization, the insertion of culture in time. Apart from that, I would like to 
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research feminism in Brazilian art. For example, I would like to host a collective and historical exhibition. 
Perhaps not only with women, but with a feminist discourse centered around the national artistic output. 
Márcia, for example, has all those pieces I was talking about before, but I never read anything about how that 
relates to feminism, or calling her work feminist. In this book about her work, there’s a passage where I talk 
about feminism, which I think was very important in my experience. Many artists were never connected to 
this discourse. Not that they should be called feminists, I don’t think that’s the way to go, but they should 
be linked to politics, to the demands of the movement. I would like to have a studies group to research this, 
trying to bring the movement closer to art.

   Do you think this is a void that is still present in historiography?
    I think there’s a void when it comes to identifying the discourse. Official history has left a lot of women 
behind, and that’s a fact. I don’t know if my idea is to bring back all women’s voices, which is a deeper kind 
of research, it would be more in the sense of finding hidden discourses. Take Márcia X for example - she has 
works that are very well disguised, but if you look closer, you’ll see she’s talking about women and society.

   There are questions being raised by women who feel today’s feminism has certain sexist traits 
 to it and so they avoid this discourse. It is interesting to think about this relations.
    Yes, nowadays we see a lot of queer culture. When I wrote about Márcia I did in “X” language, without 
generalizing and putting masculine over feminine when we talk about the collective. If you have three women 
and one man, we use a masculine pronoun to address that group. That’s very powerful, so I always try to use 
the neutral “X” language. I talk about that in a footnote of that essay. Some feminists adopt the “feminine” 
language, something very particular. They will say, for example, “minha corpa”, substituting the feminine for 
the masculine pronoun and noun of the traditional “meu corpo”. They do that because they believe that instead 
of being neutral, they should have a feminine voice that must be heard. It is pointless to be neutral and believe 
there’s no gender inequality when women had no active voice in achieving this neutral state. It’s a very strong 
movement. There’s a lot of lesbofeminism, which is completely against men. There’s also a lot of radicalism, 
as with any other movement, which is why some people are afraid to talk about feminism. I think that’s the 
danger of those things, they might be what creates that fear of the movement as a whole, even though the 
feminist movement is not all the same.

   That’s where the challenge seems to lie - in the complexity of the discourses and in trying to  
 find common ground for dialogue.
    Exactly! For example, the black movement is very strong in the feminist movement. A black feminist has 
a different discourse than that of a white feminist, and even different demands. They have different outlooks, 
but the feminist movement is very connected to the lesbian movement and the black movement, because, 
afterall, we are all women. 

Vera Chaves Barcellos 

“People want objects and I work with ideas”

   In an essay on women who work with art, Berenice Lamas talks about the role of the family  
 in the artistic upbringing of women, saying that often the access was facilitated according to  
 the family life, the “artistic tradition or aesthetic preferences.” Was that the case for you?
    My father and my mother were from the border region. My father was from Quaraí and my mother was 
from Livramento. They met here in Porto Alegre at the Majestic Hotel (where nowadays Casa de Cultura 
Mário Quintana is located). That old stuff - he waved at her from his window, she shut her window. I spent 
my childhood in a farm in the northwest of the state, and when I was 9 years old I came to Porto Alegre to 
study. My parents were always culturally stimulating. My father was very open and sensitive; he would read 
Shakespeare for me when I was 10 years old. So of course I wasn’t raised by television. Only later I became 
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interested in images, even though I was already drawing and taking piano lessons.

   How did it go when you decided to become and artist? What was it like to decide and fund  
 this decision in the 60’s?
    It was funny. I was still in high school - I went to Sevigné - I was 16 years old, it was my sophomore year. I 
walked up to my father and told him “Dad, I don’t want to go to school anymore because I want to dedicate 
myself to piano lessons only.” He said “That’s too bad, but do whatever you want.” He was very sensitive, very 
wise. My mother was very smart too - the kind of person that always says the right thing, always has the right 
answer. Sometimes it takes me a long time to answer something and then I’m like “That’s what I should’ve 
said.” She would just say it. But back to your question, I think the artist always leaves something behind, a 
mark. I see a lot of people just passing through. Most people won’t leave anything behind, or leave very little. 
So there was a bit of that, a certain kind of pride probably - from a very early age I wanted to leave my mark 
behind. 

   You first started out studying music. Did you want to be a musician? When did you turn to  
 visual arts? 
    I started with music. I wanted to be a pianist, I even performed. I started taking lessons in the countryside, 
in Carazinho, when I was 7 years old, and continued taking lessons in Porto Alegre, where I graduated as a 
pianist at the Academy of Arts. Later on I realised I was always drawing and painting on the side. So when I 
was around 20 years old I decided to focus on visual arts.

   That’s when you went to Europe?
    When I was 22 years old I got married and went to Europe. I had a lot of incentive when it came to culture, 
but I was also a very traditional person, from a traditional upbringing.   
  In the sense of getting married, having a family?
    Yes, although I married an architect so we had a lot of affinities culturally speaking, so we went to Europe. 

   Did you go there to study?
    He had a scholarship and I was studying too. We went to England, Netherlands and France. We travelled a lot, 
because during the holidays we would go to a lot of museums, for example in Germany or Italy where I saw 
a Fontana for the first time! Then recently, which is funny, I saw another Fontana, I think in London, called 
Venezia tutta d’oro, the same painting that impressed me so much in the 60’s, it’s the one that is all golden and 
slashed. It’s wonderful! At the time it was something very impressive. It really caught my attention, it was very 
radical. In the Netherlands, we saw the CoBrA group, with their vigorous painting. We went to Amsterdam 
very often, they had a lot of retrospectives on Mark Rothko, Adoph Gottlieb, Ben Shahn...it was great. And 
London with all the museums was, of course, spectacular. 
   What about Pop Art?
    I first came into contact with Pop Art a bit later, at the Biennial in 1967, which was a really big one. Those 
works were very recently painted - 3 years old tops. Then, in the middle of the American representation, there 
was Edward Hopper surrounded by all the Pops. It was great! 
   That was shortly after your first stay, correct? The first time you went to Europe, to study,  
 at the beginning of the 60’s, were there any tensions brewing from what would culminate in  
 the social movements and struggles of 1968?
    No, not yet, because my first stay in Europe was in 1961-62. But at the time there was something hap-
pening, the young people dressed like the Beatles, the English boys with long hair and boots with heels. They 
couldn’t be ignored, they would run down the stairs of school!
In 1968, we should remember, I was in the U.S. - New York, Washington and Philadelphia. I saw a great 
exhibition at MOMA, “The Art of the Real” with all the minimalists and a few abstract painters like Jackson 
Pollock, and at the Philadelphia Art Museum I saw works by Marcel Duchamp. He would die the next year. 

   You then went back to Europe in the 70’s, a different time.
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    Yes, I went back in 1975 with a British Council scholarship for 3 months that was extended for 6 more 
months. It was great, the 70’s were excellent for Europe because there were so many movements happening 
- arte povera, conceptual, and I was already studying photography. At the East Croydon school, the one I 
went to, I learned a lot about laboratories, making transparency sheets and so on, and I used that a lot on my 
work afterwards. Photography, graphic design, bookbinding! I learned bookbinding. It was great, we would 
make embossed images in metal and use that as a book cover, it looked beautiful. I went back in 1976 for the 
Venice Biennial with the Testarte series and then again in the winter of 1977-78, I traveled extensively through 
Europe, ending the trip in New York.

   Reading about gender and feminism, I see a constant critique of the lack of women in the history 
 of art, as well as in major exhibitions and internationally renowned institutions, even though 
 there seems to be some progress nowadays with those issues. How do you see the evolution  
 of this panorama, since you have been following this scene for a few decades?
   I don’t think that’s the case with art in Brazil, because since modernism we have had great female artists 
such as Anita Malfatti and Tarsila do Amaral, as well as important female painters and artists in the decades 
that followed, to this day. If you look at North American art though, their great names are almost all male. 
There are a few females, but lost in a sea of men. I think there’s more sexism there, or maybe there used to 
be - nowadays there are so many artists it’s hard to tell. In Europe there’s also a lot of important female artists 
nowadays. There are feminist artists even in the Arab world, like Shirin Neshat.

   Don’t you feel there’s a certain expectation from a woman, even if she is an artist? The tradi- 
 tional values, like you talked about before? The woman can be an artist, have an exhibition  
 and so on, but she’s expected to follow a certain path, with marriage, children etc?
    Marriage and children also involve men, even if in a different way. In the traditional way, with the man 
as the provider, it wasn’t easy for him as it wasn’t easy for the woman, in her role as a stay at home mother. 
Perhaps the difference is that, for the man, his work could contribute for his personal and professional fulfill-
ment, which did not always happen, while the domestic work fades away in the daily life and nothing stays 
from it. Nowadays things are more balanced. It’s more common for both, men and women, to have work 
beyond the domestic realm, taking care of the children and so on, and those tasks are usually shared. At least 
in a few contemporary societies. 

   You were invited to exhibitions in many countries and you live between Brazil and Spain.  
 Through those experiences, what differences in the dynamics of the Brazilian art scene compared  
 to other places would you highlight? From your point of view are there any differences or is  
 this a system that is always similar and not attached to regionalisms?
    I have been taking part in international exhibitions for a long time, since the 60’s, but I wasn’t always there 
in person. I can tell you, however, that in Latin America there was a certain resistance when it came to fol-
lowing the international canons, which were considered a form of cultural colonialism, following the ideas of 
Marta Traba. On the other hand there was a more internationalist approach which, generally speaking, Brazil 
would take. Regarding the differences, obviously there are many. Before, information would arrive at the less 
developed countries with a certain delay, that was the case back in the 80’s when I moved to Barcelona. Europe 
and the U.S. had, and still have, resources and cultural institutions that are much more powerful. And, today, 
Middle Eastern and Asian countries add to the countries with powerful cultural institutions. Today, with the 
internet, information flows and is global, but still nothing substitutes the contact with and the fruition of art 
in loco. So I still believe in the didactic role of museums.
  Regarding my personal experience, when I left to Spain I was already bothered by the comeback painting was 
making in Brazil during the 80’s. Before that, I made prints, xylographs, silk-screening, and in 1972 I started 
to take photographs, and in 1973 I started to use photography in silk-screening. In 1974 I started to work 
with offset and photography, a lot more laid-back, and I made Testarte, a turning point for me. It was the 
series that got selected for the Venice Biennial. That was a very important time for me, because it established 
my position. I worked with that until 1981. In the mid-80’s in Brazil we were following what was popular 
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internationally, which at the time was painting. Then I met Patrício Farías and, in 1986, we went to Spain. 
When I was there before, in the 70’s, I really liked Barcelona. It was the Post-Franco era, it was great. Everyone 
would speak Catalan loudly, because until then it was forbidden, you could only speak Spanish. It was beauti-
ful, it was so political. We picked Barcelona and left. But globalization standardizes things. The city has changed 
a lot. Urbanistically speaking it is more modern, but its peculiarities and flavors have been washed out. 
    And now there’s the crisis. I usually say that a crisis in art precedes the financial crisis. When you start to 
see a crisis in art, in the art market, it’s because something worse is about to come. The crisis at the art galler-
ies in Barcelona started in the 90’s. Our gallery, Artual, closed in 1996. Many others closed around the same 
time, and it kept getting worse until it got to the point it’s at now. We belonged to a group that had a beauti-
ful gallery. It was unfortunate to lose that space. It was in Born, it was gorgeous and set in an old fruit shop 
with three large glass doors to the street. It was at Calle Comercio, near the Estació de França. I had a beautiful 
exhibition there, Dones de La Vida in 1992, a work based on women’s names. I made it for the gallery, even 
though it wasn’t a site-specific work. The same installation was hosted by Santander Cultural in  Porto Alegre, 
for the exhibition O grão da imagem in 2007, but an installation that’s been adapted to a different site is not 
the same. It’s a different thing.

   Speaking specifically about this work that deals with feminine elements and which you say  
 evokes this universe through the audience’s memories - what do you think about femininity  
 in the visual arts? 
   Regarding my own work, I often return to that subject. I have a project about skin called Epidermic. It started 
with my own skin, but then I expanded it and anyone could have something printed on them - men, women. 
I also made  Per(so)nas, (1980-82) which are women’s legs... That was perhaps the first one focused on women. 
I had a project I wish I had developed with Per(so)nas that consisted on going through Latin America taking 
pictures of women’s legs, only the legs. The legs reveal a lot. They are psychosocial portraits, I would say. When 
I had an exhibition at Girona, in 1999 where I filmed women saying their names, which is also a psychosocial 
portrait. That video, which got remade in 2010 has a lot to do with this spirit and has over 400 women saying 
their names. There’s also a project that consists of pictures of women’s hand, called Sudários. Most of them 
are open works, because I could add to them. They are ideas. I often work with open projects. With the series 
Meus Pés (My Feet), I photographed my own feet throughout the years in different circumstances. I think that 
is the difference between my work and the work of those who make artistic objects. I have a hard time with 
exhibitions in galleries, I can do it but it’s hard to sell it. People want objects and I work with ideas and pos-
sibilities of the unfolding of images and their relationships.  

   Why make this video with women only? 
   It was just an idea I had to add to an exhibition in Girona where I included all the works that had those 
references to the feminine.

   How do you interpret the differences between feminine and masculine sensibilities?  
   I think at times there are no differences between the works of men and women, and sometimes there are 
differences in the works of women, and probably there are works that are obviously masculine. And perhaps, 
less frequently, a male artist can have an aesthetic or a sensibility that is more feminine. That is funny, because 
there are certain works that I look at and think “that was made by a woman” and it was. But there are many 
works that you cannot tell the difference, they could be one or the other. I don’t think it’s that radical, the 
issue of women always producing works that are recognizably feminine. But there are women who do this, of 
course, like Marcia X or Ana Miguel.
   How did Le Revers du Rêveur come about? Can we interpret this work as a discussion of issues  
 pertinent to the feminine universe?
   The word Revers has a double meaning, it can mean inside out or misfortune. The Rêveur is the dreamer. 
So it’s the “misfortune of the dreamer” or the “inside out dreamer”. Here, I took pictures of a movie on TV; 
an old movie, a period film about a queen. We first see her with a lover, and then she’s not on the last scene 
- there’s only men and her maid sitting in the middle, and the subtitles would read: “When did you first take 
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him to the Queen?” I reconstructed the belongings of this Queen; a window, a silk dress on a casket bed etc. 
I really like this project. I once showed it in a chapel in Catalonia. It looked beautiful in there! But yes, it 
could be looked at from that angle since a queen cannot decide anything regarding her own sexuality. That 
was of course a different time, but there are places where that still happens. The situation of women in the 
contemporary world has many variants depending on issues like culture, religion, geographical location and 
social status. There’s a lot to improve still. 

   Can art be a way to discuss those issues and fight for equality in other areas, apart from the  
 art circles?
    Naturally it can, and it often does so in a very effective way. But merely talking about this does not turn a 
work into art. It could be just a pamphlet. To reach the status of “art” it should have certain qualities in terms 
of style, the “how.”

   You have another project, Enigmas, with a gorilla dressed as a bride.
    Yes, indeed. But that’s more about culture, the marriage between animal/human to culture. I really like that 
piece, but it’s an installation I made twice only and I would like to exhibit it again. It has a greek alphabet 
made out of salt. There’s something that happens to my work: when it’s centered around photography, or a 
series, I have a more logical approach, but the installations are very intuitive. There’s a certain mystery about 
them. Sometimes I don’t know what that primate-bride means. It’s very disturbing. I had many doubts about 
showing her. But I forced myself to. And a lot of people get scared.

   In what way does the monkey-bride disturbs you?
   It’s disturbing because it’s an image that’s allegorical. There’s a certain ambiguity. Obviously there’s a certain 
humor, but there’s also something very dense that touches the audience deep inside when they first see that 
image. It’s like it is asking you: what is human? Has the animal/culture marriage worked out?

   There’s a certain humor to those pieces.
    Yes, a lot. In Enigmas, the monkey is actually a male. Cross-dressed. It’s the size of the Mona Lisa, and 
‘Mona’ is a monkey, all those things. Humor, for me, is a sign of intelligence because you can assume that the 
person can get over a serious topic and laugh about it. But it depends on each project, it’s not a rational deci-
sion, I don’t think “let’s add some humor to this,” like in Regina Silveira’s Receita de Arte Brasileira (Recipe for 
Brazilian Art). In the 70’s we worked with a lot of silly stuff - I have a piece that’s part of a picture of a bell, 
in a museum in the countryside of Italy, and it’s a giant bell, bigger than me, and then there’s a picture of me 
in front of the bell. While in Brazil I took those pictures and copied them twice, cutting and pasting it over 
and over. Then I took a picture of it and made a slideshow where I would appear and disappear. O Estranho 
Desaparecimento de VCB (The Strange Disappearance of VCB). It’s silly, but that was all.
  There’s an interesting process in making a project where sometimes the project makes itself. For example, Os 
Nadadores (The Swimmers) from 1998. Sometimes I see pictures in the newspaper that I really like so I keep 
them, I have this archive. Lately I haven’t been doing this because in Spain the newspapers are more interest-
ing, some are black and white and have that nice grain. So there was this picture of amateur swimmers about 
to jump into the  Barceloneta, and I thought the picture was interesting because they were all in different 
poses. I kept it for two years and when I was invited for the Photographic Spring in Barcelona I thought about 
using it. I copied it, cut out the copy in pieces and saw that they all looked different - one in the back, a few in 
the middle, one up front and the last one was just a shadow jumping in the water. They were all different but 
looked like they were all one. I picked out ten and formed a sequence. At one point I thought about projecting 
it in the slide carousel, which has 80 slots. I went to a friend and asked him to digitally combine the first and 
the last leaving three in the middle. He came up with 40 images, but the slide carousel had 80. So I said to 
him “Well, now do the other way around.” So we ended up with 80, and the last one plays from the first one 
in a loop. It’s amazing, because the process itself created the piece and I projected the slides inside an aquarium 
with bubbles playing the sound of running water. 

   Does this matter of discussing a process instead of a work/object have anything to do with  
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 Nervo Ótico (Optical Nerve), which sought to question the same thing?
   That’s very 70’s, when the process was very important. To me, it still is.  That’s recurring in my work, so I’m 
very fond of series instead of single objects. I have a few photographs, a few marked works where one thing is 
enough, but in general my works are in series because there’s a certain flexibility to them. You can develop the 
project in a different way. And I think it’s a characteristic of post-modernism, or what we started to live at the 
time of the 1960’s-1970’s. Nowadays art seems to be becoming non-art. There’s the tendency to drift towards 
different areas, which always seems superficial to me, without any further commitments. To be honest, I did 
that a bit towards the end of the Testarte series (back in the 70’s) with psychosocial research, but I went back 
to art because suddenly you are entering a no man’s land: you are not a psychologist, you are not an artist. 
That’s been happening again.
   Ana Maria Albani talks about Nervo Ótico and more specifically about the word “nerve”  
 in the sense of transmitting stimulus from one point to another and, much like that, Nervo  
 Ótico was based around the idea of exchange and “sharing the artistic output beyond geogra- 
 phical, social and cultural circumstances and conditions which might limit the local artistic 
 scene”. Do you believe those limitations included gender limitations? How was the participa-
 tion and the output by women in the context Nervo Ótico was a part of?
   There was, within the scarcity of our environment, a need to create dialogue partners, the possibility of 
dialogue in a context that was adequate for the developing of my own work as well as other equally restless 
people. That’s where the tendency to work in what we called “Cultural Animation” comes from, developing 
groups and spaces where that could happen. I don’t have to tell you that there was no financial interest in any 
of those initiatives, and we were not part of a generation born with their own art dealers under their arms.
   At Nervo Ótico, from 1976 to 1978, there was me, Mara Alvarez and Romanita Disconzi – she was with us 
in the beginning and then left, she didn’t even stay until the first poster was published. The rest were all men. 
At Espaço N.O. (N.O. Space) we had 9 months of work with women only. Then the men came in. When we 
started out, it was only women. There was already a lot of women working with art back then in Porto Alegre, 
and there were also gallery owners like Tina (Presser - Zappoli), Maria Helena Webster, Emília Marvão and 
Iara Kraft. Porto Alegre had women working as art dealers, not only as artists. I think someone should research 
and write about the history of art galleries in Rio Grande do Sul and then we would see that there was a lot 
of women inserted in that context.
   Was working at the Obra Aberta (Open Work) gallery from 1999 until 2002 something that  
 changed your vision of the art market, being on a different side of the negotiations?  
  There was no time for that. But we always worked with artists we liked and that we believed had a cultural 
value, without focusing on sales. What I learned was that good gallery owners must love the artists they work 
with so they can convey that enthusiasm to buyers. That is very important. I’d recommend reading Leo Cas-
telli’s biography to better understand this. But with Obra Aberta, as we started to sell more, when the gallery 
was about to turn 3 years old, our partner Carlos Pasquetti left and we felt it would be too difficult to stay 
open without him, so we closed it.
   There’s one author that talks about how the film cameras in the 70’s and 80’s allow women  
 more access to the art world because they were so easy to obtain, it allowed for more freedom,  
 experimentation and defiance. Do you think that was a fact? Was there more women getting  
 into art through photography and video?
   That ease brings about new ideas, but I don’t think it creates new artists. The technique does not create the 
artist. It’s the artist who makes use of the technique to put their ideals in practice, provided they have the 
ideas. For me,  taking pictures since the beginning of the 70’s has helped me focus my gaze and attention to 
the world around me. I would not be able to tell you if photography or video directly influenced women to 
come up with a new kind of artistic output.
 What are the challenges inherent to being a female artist nowadays?
   Personally, my challenges are not from being a woman. If there are challenges in getting wider distribution 
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for my work, it’s because of the kind of work that I do. I feel like in Brazil there are no impediments due to 
gender - if there are hardships, it’s because of the type of work, the work centered around the process instead of 
the object. There’s also a geographical issue in such a large and diverse country, as well a concentration of pos-
sibilities in the more powerful centers. If you are in a satellite state outside of those centers you will certainly 
have a hard time getting your work in the art scene - museums, critics, the market itself - and obtaining the 
visibility you may deserve.   

Samantha Moreira

“The artist’s soul is what makes the difference.”

   You came from a background in visual arts, but soon you expanded your work to include  
 management, curation and production. How did that come about?
    I graduated in Visual Arts in 1993, but I have always been, even while going to college, very involved with 
social organizations in the University. I think that’s where it started, participating in the academic activities. I’m 
from the Fora Collor (Out with Collor) generation, so there was this dormant political awareness, which brought 
me to this collective and collaborative process. I never saw myself producing something alone. I was also involved 
in a series of activities at my University, as well as other spaces, assembling and organizing events in museums, 
galleries and bars. So this process comes from a desire to act in different areas, not only as an artist inside the 
atelier. I majored in something related to my work in Italy, but when I came back I was fascinated by the idea of 
artists’ collectives and spaces, where sometimes you all work together and sometimes you also have visitors over. 
Developing parallel projects, that was already happening and was starting in different formats, different places.
    There was also something particular to Campinas - a process marked by public institutions, museums and 
galleries at big cultural centers, with no activity from collectives or any initiatives by independent artists. Ateliê 
Aberto (Open Atelier) was opened in 1997, amongst friends, and the idea was to have a space for collective 
work, exchanging ideas, seeking new paths, dialogues and, at the same time, I was working at Itaú Cultural 
in Campinas. Many foreign artists that would come to Itaú Cultural with their projects would end up stay-
ing longer after getting to know Ateliê Aberto. So we expanded this production space for other artists, other 
people that were present, taking part in informal dialogues and so on. After that we started some site-specific 
interventions at the house, and that’s the history of Ateliê Aberto. At the same time, we began to get more 
experimental with the curatorship, holding exhibitions and events in places that were not specifically used for 
art. All that grew bigger than my own artistic output.
    In 2002, Ateliê Aberto began to effectively develop activities of investigation and exchange with other artists, 
through a continuous program at its space.
   In 2005, I was invited to be a part of the team at EMDEC (Campinas’ Municipal Development Company), 
which was connected to the Traffic and Transportation Department. The invitation came from Secretary Gerson 
Bittencourt, with the idea of encouraging a different outlook on the city through activities connected to culture, 
community and sustainability, and also developing projects regarding urban mobility. So that was completely 
different. I was a part of the team for five years and then my change in outlook and desire to act in other fields 
was inevitable - to be where the art has a changing role, which isn’t always presented to us a possibility. 

   What demand did you notice in Campinas that lead you to start  Ateliê Aberto? Was it the  
 issue of the institutions?
   Ateliê Aberto started out as a place we began to perceive as more than just a studio for each artist. And why 
was that? Because the city needed it, because we needed to rethink the ways of production. The initiatives that 
started in the 90’s, from my point of view, began as spaces for artists that felt a need to work together, think 
together, experimenting and suggesting new initiatives and structures in contemporary art. Actually, that’s a 
part of understanding the artist as not only someone who has this role of putting together an exhibition and 

English version



204 | A palavra está com elas

producing art specifically for the art gallery market and certain circuits. Besides, I was always a host - I always 
enjoyed having people over. It was easy to have the artists there, call other artists over, make the dialogue 
happen and, with that, create an independent scene that had its own investigative process from what we had 
near and around us.
  Throughout the years, Campinas started to have even less effective public policies for culture, lacking a-
dequate public structure and programming, with little to no incentive to expand local production, as galleries 
were closing and their interests were increasingly focused on the state’s capital. Staying in Campinas was a 
choice, a matter of resistance, believing it would be possible and fundamental for the processes we have today, 
such as interests in visual arts and contemporary culture.

   Do you believe this characteristic of the female artist to take on many different tasks is a  
 recurring theme?
    I see it as a positive thing. There are artists that don’t want that, because in the end it is a matter of wanting. Nowa-
days we have a lot of fast flowing information; we have good possibilities for funding (as well as not so good ones) 
the process of setting up an exhibit, creating a project… The tools we have today allow us to pursue different paths. 
There’s something different now - the artist as a manager, as a producer. They are executing the whole project. That’s 
nice because there’s a very particular outlook from being an artist, changing the convention, the dialogue, which 
changes the entire process. The manager/artist is also different from the manager that comes from the marketing 
industry and the one that comes from administration. Today, anyone is allowed to do anything. The commitment 
and interest of the artist, today, is not limited to one’s role of producing their work without creating new connections 
in other fields, as well as new practices regarding social, political and cultural matters. 

   With the different roles you take on (manager, producer, curator), what are your main chal- 
 lenges, taking into account the Brazilian context?
  The first challenge, when it comes to autonomous management, is in understanding the thin line between 
professionalization (valuing more and more the work of the artist, scaling up the staff, trying to divide the 
work in a sensible manner, keeping up with the growing bureaucracy, increasing partnerships) and sustainabi-
lity, affection and ideology. These are fundamental issues to keep Ateliê Aberto working in the way I believe it 
should work. After a while you can become too much of a manager and stop being an artist. To “be an artist” 
not just in the sense of creating a work of art, but in the way you think, your ideals and true desires. That’s 
what it is for me: how I conceive the projects, my stance on managing a space that deals with art and culture, 
my role as a curator, researcher as well as taking part in dialogues. The artist’s soul is what makes the difference.
The second challenge is in developing works of art and culture outside of spaces dedicated exclusively to art 
(such as museums, galleries and cultural institutions). The five years I spent working directly with urban mo-
bility were a bit of what opened up those new horizons for me. The secretary of transportation called me in as 
an artist, saying: “I need someone who sees the city in a different way. Isn’t that what artists do?”
   That’s very innovative, to put an artist in that environment.
   Yes, it was very good because it was work related to education, to behavior, the reality of daily life in a city, more 
cars every day, dealing with traffic accidents, with how people have stopped being kind to each other in traffic and 
so on. It was a place where I had never imagined I would be, and it changes everything. You relate to people in 
a different way and, above all, to the growing potential of art. The project started to grow, so much that I stayed 
there for five years. I ended up as the director in a manager center of that department and the whole project was 
centered around a paradigm shift. They were projects dealing with education, art, culture, community, sustai-
nability, urban design, communication, human relations, IT – all combined with urban planning, traffic opera-
tions and public transportation systems. This process of art in the city is what we want - dialogue! 
   Still on the issue of multiple jobs, there’s an article by Tânia dos Santos on gender and social  
 policies where she talks about the dangers of multiple jobs, of accumulating tasks and the  
 domestic responsibilities that normally fall upon the women. How do you see those issues in  
 the artistic universe, is it a common characteristic of it?
   In my universe, people do a lot of things at the same time. But I think it’s a matter of choice and survival. 
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Pretty much everyone works more than one job nowadays. There are pros and cons in all areas, all professions, 
but domestic responsibilities are a personal thing, stemming from personal choices and a process of negotia-
tions with the culture surrounding us. Today it’s not just the women who take care of the house and the 
children and it’s not just the men who make money.

   A lot has been written on the silencing of women in the history of art throughout the centuries 
 as well as their role in important artistic events. How do you see the participation of women  
 in the current contemporary art scene, taking into account the different areas you work in?  
   It is more equal and based on personal abilities instead of gender. We cannot ignore the increase in the 
number of women in a field that grows each day. We also cannot deny that it is the nature of women to be able 
to do many things at the same time. I don’t like to think about proportions, but if we look at numbers in the 
field of autonomous management in Brazil and Latin America, we see mostly women leading, in management 
roles. A few examples: Ateliê Aberto, two women. JA.CA, two women. At Atelier Subterrânea, Ateliê 397 and 
Phosphorus, also women. At Espaço Fonte, all women. 

   This is very complex, because when researching the subject we see many studies on art history 
 and the absence of women in it, even though a lot has been done and a lot has already changed. 
 So coming from the contemporary art scene, with independent spaces and curatorship, they  
 are part of a different context unlike the one we would face many decades ago. 
    Yes. A lot has changed in all fields in our contemporary society, both in Brazil as well as worldwide. Decades 
ago, women couldn’t even vote, they had to fulfill their families expectations and follow their rules, financially 
relying on already established structures, in a society that was much more sexist with no autonomy, no choices.
  Nowadays, I would raise different questions. Who has access to art? How much does it cost to be an artist? 
Men or women, how many of us can survive on art?

   Do you believe Brazil is being stubborn when it comes to discussing differences in the art scene?
   That discussion goes beyond art. We still have few Brazilian artists with a political and social stance, artists 
with real dialogues, who are genuinely interested in bringing up the differences and inequalities in our coun-
try. Despite the improvements and significant changes we still live in a country that is sexist, racist, homopho-
bic, with illegal land evacuations, with underemployment, with corruption, that kills native Indians, where 
the dominant religions forbid the use of contraception despite the high numbers of HIV positive individuals 
and abortions. Will the Brazilian artistic production remain isolated from all that for very long? I hope not.

 Still on the theme of feminism and the feminine, you recently had the project Poemas aos  
 homens do nosso tempo (Poems to the men of our time) at Ateliê Aberto, which had as a  
 catalyst the voice of Hilda Hilst, who’s very important for the feminist/feminine universe.  
 How was articulating the artistic productions and the work of Hilda?
   The project came about through a partnership that was already going on between Ateliê Aberto and the 
Hilda Hilst Institute, which is based in Casa do Sol (House of the Sun), in Campinas, where Hilda lived. The 
partnership began when Jurandy Valença came back to Casa do Sol.  Poemas aos Homens do nosso tempo – Hilda 
Hilst in dialogue, was a choice made by the curators of the project (Ana Luisa Lima, Ateliê Aberto and Jurandy 
Valença), from the poems in the book Júbilo, Memória e Nocivado da Paixão, from 1974, during the dictator-
ship, where Hilda writes as a male narrator.  
    And how was this immersion of men in Hilda’s universe, looking at the project’s results?
   Can you imagine, five men together for a month of residence! Five strong men, who were already interested 
in her work. They were Thiago Martins de Melo (MA), Divino Sobral (GO), Paulo Meira (PE), Nazareno (SP) 
and Adir Sodré (MT). At the end of the day, it was one of the most intense projects I have ever worked with.

   At the 2nd National Plan for Women’s Policies, it reads “So that public management can go  
 beyond the traditional and restricted reach of the arts and products of the cultural industry,  
 guidelines that guarantee a plurality, an equality in opportunities and valuing diversity are  
 needed.” Do you think this is happening in practice? 
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Glória ferreira

“You realized you went through the same things other women went through, despite be-
ing an insurgent.”

 You briefly mention in some interviews and essays that you were exiled during the military  
 dictatorship. Under what circumstances did you go abroad? How did that happen?
   It got to a point where I couldn’t stay here anymore, so I left to Chile. Then the military coup in Chile came 
and I went to Sweden. From there I went to France and lived between the two countries.
 Were you with someone?
   Yes, I went there with my partner at the time.
 How old were you then?
   19, 20.

 Looking back today, how do you see that period of your life?
   I think it was interesting. I don’t regret it. Obviously today I wouldn’t be in favor of an armed fight like we 
were at the time. I don’t think it would work, really. At the same time, there was a sense of detachment that 
was nice. It was the ethos of the generation, as a friend, Vera Silvia Magalhães, says. It was good.

  We had a big increase in possibilities and public policies, funding opportunities for those things. I would 
need more data to answer the question without “guestimating.” Anything I say, now, would be very relative. 
Do we rely solely on public funding?

   What other paths can we follow when trying to follow up on incentive policies outside of  the 
 governmental sphere?
  I believe another path is understanding and seeking a widening in the scope of our work in different fields. 
We can’t live on public funding alone.  
That’s a matter of survival and moving forward that we seek constantly. More ethical and cohesive connection 
between the public and the private,  more collaborative processes, better understanding the process of struc-
turing the work, of formation and the transforming role of art.
To be an artist is work. To be a manager is work. To be autonomous, having a business, that’s what it is - a 
daily exercise in tactics and creative economy. Possibilities to choose from. Otherwise, we would just go into 
public service or work a 9-5 job.
After 17 years of existence and work at Ateliê Aberto, this year we got funding from Petrobrás for exhibitions 
from March 2014 until March 2015. One of the things that made me happy about this funding is that we are 
able to create more than 10 jobs for a year.

   That’s the good side of work, of having a lot of work.
   It’s very good. Right now, everything is very good. But it was 17 years of fighting. You get some things 
wrong, some things right, you change your views on certain things… I think this is what every place should 
have: support for all spaces that are competent and relevant to the city in which they are located. Spaces of 
resistance. Now we have the chance to do this, to not live only from this single project, but to make this one 
happen while still trying to do more. It’s hard sometimes, but it’s also a choice. I read an essay that questioned 
that the other day - if working with what you love is really the best choice.

   Do you think it is?
    Yes. Some people derive no pleasure from their work so what do they do? Save money to go on holidays? 
To spend most of your time doing something you don’t like? Counting the hours everyday? It’s a privilege to 
work with what you like. It makes life possible.
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 When did you move back to Brazil? 
    After amnesty was granted. They made up this story about me taking part in a robbery and I wasn’t allowed 
back until after everyone else was already back. It’s funny, it seems people would go to the coastline and cry, a 
lot of commotion. Then my lawyer figured everything out and I was allowed back after amnesty. 

 You graduated in France?
    In a way. I also studied in Brazil. I did a very good postgraduate program in  Art History at the Architecture 
Department of PUCRJ, it was really great. I actually arrived in October 1979 and in January 1st was working at 
Funarte, so I learned a lot there. Paulo Sérgio Duarte called me in – he had known me for a while – and it was 
great, because I was working in a project called “Space for Brazilian Contemporary Art” and it was very interes-
ting. I was completely lost with the exhibitions, the readings, but it was very important as a learning experience.

 At the beginning of the book Entrefalas, you say that, after exile, interviewing artists and  
 critics was something essential for your learning process when it comes to Brazilian art. How 
 did you start doing those interviews? 
    It started with an invitation to curate an exhibition at Salão Preto e Branco, a retrospective at National 
Modern Art Fair. I just started talking to everyone. It was very interesting to experience that, that way of rela-
ting to the artists. After that I curated a big exhibit with Luciano Figueiredo, Hélio Oiticica and Lygia Clark 
in 1986, and I kept doing interviews. I started to “get the hang of it.”

 What did you learn, in terms of technique, with all your practice?
    You have more possibilities to dialogue, to understand things better. It becomes easier.

 And how do you feel being interviewed?
    When I interviewed Helena Trindade she said something I thought was very interesting about interviews: 
“Speech comes before certainty. Writing is one thing after the other, there’s more editing, it comes and goes. 
Speech is more contaminated by mistakes, lapses.” I think that’s very interesting, and true.

 The subject matter of this book is women in the visual arts. Linking this subject to your  
 extensive research on artists’ writings and interviews, what part of those experiences would  
 you highlight? Have you identified  any similarities or issues worth stressing?
    In a way, yes. There are common issues in art that were being dealt with at the time. On the other hand, 
those were feminist times, a more extremist feminism. Perhaps we don’t see much of that in the great female 
artists. They have a feminine element but not a feminist one. I’m thinking about people like Eva Hesse for 
example. It’s easy to see the feminine element, but is there something feminist there? I don’t think so. Which 
is funny, because those were days when feminism was going strong. There are artists that will work with 
more feminine issues, women’s issues, but not many. You can spot them but it’s not something very obvious. 
Women also started to conquer a lot more space, which is another change. For example, Lygia Clark’s letter to 
Mondrian is very interesting: halfway through it she says “Mondrian, you know, I am a woman.” Something 
that changed a lot was that women used to coyly say “I’d like to say a little something...” That’s changed. 
Women now just go and say whatever they want. That’s a very important change. Things also changed when it 
comes to trying to get a scholarship or funding opportunities. You’re not judged for not being a man. 

 What else could change so we can achieve more gender equality?
    I think we would need a change mainly in the relationship between men and women. As a woman, out in the 
streets, you experience a lot more fear than a man. You’re a lot more vulnerable. But that’s a very long path of 
education we need to walk through. It’s something that starts in school. Yesterday I was reading in the newspaper 
that there’s a lot of prejudice when it comes to men being teachers. Parents are afraid of pedophiles. However, the 
presence of men in those spaces of learning since the beginning of the child’s education could give them a sense 
of equality. Boys playing with dolls, for example. That’s how I see it. It’s a long way to go. Women learn in child-
hood how to take care of a baby, set a table, do laundry. It all looks very normal, but to me it’s more complicated. 

 In the book Crítica de Arte no Brasil – Temáticas Contemporâneas, we have essays from  
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 80 writers, 15 of them being women – just short of 20%. How do you feel about those numbers? 
  The book starts in the 1950’s, so at first there’s just a few women critics, but there’s increasingly more as it 
progresses. It was a normal part of society at the time, there wasn’t a lot of women writing, but now there’s many!

 Do you think it’s because of the space women have conquered?
    I think so, as well as due to art’s own development. I think at first women didn’t even put themselves in that 
position. I’ve heard Raquel de Queiroz wrote critiques, but I have never seen them. I don’t know of any other 
women doing that before the 1950’s. 

 Heloísa Buarque de Hollanda says there’s a published essay signed by Raquel and that at the  
 time people were so surprised by the quality of her writings that they thought “Raquel de  
 Queiroz” was a man’s pseudonym. Graciliano Ramos himself thought it had been written by  
 a man and then joked about this issue.
  That’s quite possible.

 Do you think there’s more diversity in the voices of critics as women enter this field?
  Yes, I think perhaps they tend to touch more sensitive issues. I think women suffer more, there’s a certain 
generalized insecurity. Of course some women feel more secure. I’m not sure. I think their writings are more 
sensitive, in general.

 More sensitive than men’s?
   More sensitive in the sense that they point to more sensitive issues, not that they are written in a more 
compassionate manner. 

 Back to the book Crítica de Arte, there’s a passage on “critiquing the critique” as well as  
 your own commentary on the decreasing role of the critical discourse, especially when it  
 comes to deep changes in cultural journalism, in the introduction of the book. After all that  
 research and with eight years having passed – eight years of extreme changes in media and  
 technology – what is the role, what is the place critics should be occupying nowadays in  
 your opinion?  
    I think it’s a very complicated space. Critics have lost their public space in newspapers where they could ac-
tually criticize (which they really did!) and became something more geared towards catalogues, where you have 
to “be supportive.” You have to choice to write about an artist or not, but if you do, you have to talk about 
what’s in their work. That’s a big change. There’s also the issue of curatorship, a field where critics have gained 
a lot of space. So there’s those two things. Today, perhaps more than back then,  the loss of space for critics to 
criticize, which is how it all started out, is clearer. That’s why artists disagree more with curators than with critics.

 The role of the curator has developed a lot lately. Do you see a change also when it comes to  
 women’s presence in that field?
    Yes, a lot. First of all, there used to not even be a curator. Now we have a lot of women curating.

 You said that “For the artist to take the stand means they will enter the critics’ territory, putting 
 an end to certain concepts and creating new ones” (Escritos de Artistas, anos 60/70). Consi- 
 dering this, what happens there when women take the stand?
  That might be a bit complicated because women tend to be very precise. It’s the writings on their work – 
critiques, obviously – that tend to be more precise, more closed. At least that’s what comes to mind right now.

 Throughout the history of Brazilian art, which women would you name as most relevant?
   I would say Tarsila, Djanira, Lygia Clark, Lygia Pape, Ana Maria Maiolino. From the new generation,  I 
think Cristina Salgado’s work is beautiful. There are many others: Lenora de Barros, Malu Fatoreli, Laura 
Erber, Elida Tessler, Karin Lambrecht, and so on.

 Do you believe female artists have the same visibility as their male counterparts?
   I believe so, but it also depends on what’s behind them – if they have a good press manager or not. 
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 If they are marketed well.
   Exactly.

 Regarding visibility, I was reading your interview with Lygia Pape, where she says: “I always  
 wanted to live my life slightly marginalized. I enjoyed being invisible, I made a point of it.”  
 You were also inquiring about her work getting enough visibility. How do you interpret her  
 answer?
   We already knew that to a certain extent, because Lygia always kept to herself. Like she used to say, she en-
joyed driving around by herself, “spinning her web.” She’s gaining momentum now. She’s a wonderful artist, 
but she did like to keep to herself.

 What about Lygia Clark?
    Lygia Clark was different; she was very much a part of the art world, more keen on its dynamics. The time 
she spent in France was also very important. They are different artists, of course. 

 Did you meet Lygia Clark?
    Yes. She was still alive when I curated the exhibition Lygia Clark and Hélio Oiticica.

 How was she in real life?
    Very funny!

  Why?
   She was a little…crazy. Lygia could call you anytime to say anything! Something like, I don’t know… “I’m 
about to throw up.” You’d go over to her house and there was this thing with the clinic… You’d get there, lay 
down and it was great.   

 In another interview, Helena Trindade talks about her artistic education and confides to you: 
 “For my family, art was a hobby.” How do you see the evolution of this process of becoming  
 an artist when it comes to women? 
   I don’t think that’s an issue for the younger generations. Perhaps it was for the older ones. It was a way to 
get out of the house, become independent, so they was a certain pushback. Nowadays I don’t think that’s an 
issue anymore – just look at how many female artists we have now. Becoming an artist used to be much harder.

 Was it difficult for you to become a critic and curator?
   I was very lucky to receive that invitation from Paulo Sérgio, because I had a general, basic knowledge in art.

 When you received that invitation you had just gotten back from France, right?
   Exactly. I already worked in the cultural world in France, that’s why he invited me. I was part of a group 
of women called Círculo de Mulheres (Women’s Circle). I also worked at the cultural group of the Brazilian 
Amnesty Committee, and in an art preschool for Brazilian children called O Saci Pererê.

 So you were already “inserted.”
   Absolutely. Even though I had no experience with contemporary art. 

 How was this Women’s Circle?
   It was very interesting. We were all Brazilian, but we knew women who were French, Swedish and many 
other nationalities. It was very interesting, because I arrived to Sweden in November and I was invited to speak 
on March 8th, Women’s Day. So I prepared my speech at home with my husband at the time and a friend who 
kept telling me there was no separation between men and women! During the speech everyone was so quiet! 
Dead silent. After that, they started to give me things to read, so I could learn, it was a great wake up call to 
see what feminism really was. It was great because I realized I was going through the same things as all other 
women, despite being an “insurgent.” 

 At that time things were really heating up.
   Totally! We talked like crazy, we did a lot of things. We gained a lot of space, actually. But there are still 
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many issues that are very complicated on many levels, especially when it comes to our relationships with men.

 You mean in our domestic lives?
   Yes. Just looking at the amount of women getting abused or murdered In Brazil shows us that this is a very 
delicate matter. At the Women’s Circle, it was interesting because we talked a lot, we talked like crazy! It was 
like the floodgates were suddenly open! It was good because then we could be aware of what we were doing, 
how we were dealing with things and experiencing them. We organized a lot of events. For example, we had 
an event where I took all the Impressionist’s works and analyzed their representation of women. It was tough. 
They’re all either taking care of children, or of the house, or they are naked. All their representations reinforce 
this condition. We placed a few cubes in the middle of the room, and they all have paintings inside, so when 
people moved the cubes they would see them. It was very interesting. We also had a screening of “Salt of the 
Earth,” a film about women. Our discussions were never-ending. 

 How did you arrive at this Women’s Circle?
  After Sweden I was prepared for anything! Sweden was really “hardcore.” 

 Why?
   They were angry! There was this Swedish newspaper, Aftonbladet, that had a picture on its cover of a woman 
on her period for a whole week. The whole cycle was in the cover of this newspaper. It was a scandal.  

 Were you there at the time?
   Yes.

 What did you think when you saw that?
   I thought it was great! Something so forbidden, a taboo...

 On the cover of a newspaper, the most conservative setting possible.
   Exactly. It was interesting. Swedish society was already very open, very liberal. Feminism was more radical 
there, especially when it comes to men and issues like that. Of course it had to have been a feminist who put 
those pictures there, after a lot of fighting, I’m sure. It was a great environment.  Here in Brazil, the ethos of 
my generation, like I said before, was also somewhat open – perhaps not feminist, but at least more open. 
Women were part of armed groups like anyone else. There were complications, but at least it was more open.

 What kind of complications?
   For example, where you would stand in an action. Usually things were initiated by men. Also, when you were 
hiding and had to share a bed with someone for security reasons, sometimes there would be abuse. Then you 
really had to talk through things, discuss everything. Either way, those places were a lot more open.  

 It is very interesting that despite all that you arrived in Sweden and gave that speech on Women’s 
 Day without realizing the issues that feminists there were fighting for. 
    I think that back then I saw feminism as something that would divert from the social struggles. I think that’s 
what it was. That’s a common prejudice.

 Do you believe it was important to keep these discussions exclusively amongst women?
  All the events were open, but it was important to keep the discussions between women only so we could 
truly share things with each other. We always had men coming in at the end of the discussions to talk to us. 
Sometimes things would get a bit heated. That went on for almost four years. 

 What was it like to come back to Brazil after that?
   We tried to keep it going, having a “Women’s House.” It didn’t work out, but a lot of people from the circle 
kept working with those issues. In Recife, for example, they have an interesting group of women fighting 
against gender violence and for equality called SOS Mulher (SOS Women). I recently published a series of 
photographs of the Circle in their magazine. France had a very strong feminist movement. They made abor-
tion legal very early on, for example, something people are trying to reverse nowadays.

 There are some very conservative movements as well.
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   Yes. I think Uruguay’s Mujica is a very interesting person. He was a tupamaro. An interesting man. 
 What was it like to watch Márcia X’s “Pancake”?
  It was amazing – she was spilling that condensed milk everywhere and I felt like I was seeing Donatello’s 
“Magdalene,” that young body with such expressionist layers. It was very interesting. The funny thing is, once 
she was done, Tunga, wearing a suit, gave her a hug and was covered in condensed milk! 
 It must have made quite an impression on you.
    Márcia X was really amazing.
 In an interview with Cláudia Saldanha and Ana Teresa Jardim, published in the catalogue  
 for “Márcia X,”, Márcia says that “the artist does not have to be the spokesman for the most  
 perfect political positions,” in the sense that she did not link her work to militant work, to  
 properly labeled “feminist” issues. Still, we see elements of sexuality, the feminine universe,  
 taboos and cultural aspects connected to women in her work. How do you see this connection 
 between the discourse of the work itself and the discourse voiced by the artist?
    I think what the artist says is very important, we have to take that into account. Especially since the 1960’s. 
Their discourse is interconnected with the work. It’s not just a document. Now, that doesn’t mean you agree 
with everything. Being labeled as a feminist is something very complicated. To be honest, I think her work had 
more to do with sexuality and Catholicism than with feminism. Can we say a woman using a rosary to draw 
out a penis is something feminist? In a way. But it’s actually basically just about repression. 
 She said it herself that some of her works were more about masculine sexuality.
    Yes, and as a woman, for you to allow yourself to do that, is a big step. In that sense it’s definitely a step.
 A feminist step?
    Yes, feminist in a way.
 Who would you like to interview, either for the first time or again?
    I’d say Nelson Leirner, who invited me to curate an exhibition. 
 Which interview surprised you the most?
   Amilcar de Castro. It was wonderful. Especially because I was very shy and his answers were so incredibly 
kind... I did a piece on him for my History of Art postgraduate work and we became friends. He was very 
nice, very caring. 
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Lia Menna Barreto
Born in Rio de Janeiro in 1959, Lia is a visual artist. She graduated from the Federal University of Rio Grande 
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Born in Porto Alegre in 1966, Maria Helena Bernardes currently works as a teacher and writer. Graduated 
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Graduated in Art History and a holder of a Master’s degree in Social History of Culture, Beatriz dedicates her 
time to independent curatorial projects and to her research, which is focused on contemporary visual arts and 
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Born in 1980 in Pelotas, Brazil, Fabiana lives between São Paulo and Rio de Janeiro and holds a Master’s 
degree in Communication and Semiotics. She is currently working on her PhD in Contemporary Artistic 
Processes at UERJ (Rio de Janeiro, Brazil). Fabiana is a performance artist, singer, writer. 
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Samantha Moreira is an artist, curator and cultural manager. She is the founder and coordinator of Atelier Ab-
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Francisca Caporali is the founder of JA.CA - Art and Technology Center, where she currently holds the posi-
tion of Artistic Coordinator. Since 2012, she is a professor at the Guignard School (Belo Horizonte, Brazil). 
Francisca completed her master’s degree in Barcelona and New York (CUNY, Hunter College). 

Cristiana Tejo
Cristiana Tejo is an independent curator, PhD candidate in Sociology and co-founder of Espaço Fonte – Art 
and Research Center. Cristiana is the curator of Made in Mirrors Project and former curator of many art 
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