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ABSTRACT

REVISIONS OF BRAZILIAN GAUCHO IDENTITY IN
CONTEMPORARY PRODUCTIONSANAHY DE LAS MISIONES
NETTO PERDE SUA ALMAND A CASA DAS SETE MULHERES

MARIA TERESA COLLARES
UNIVERSIDADE FEDERAL DE SANTA CATARINA
2012

Supervising Professor: Anelise Reich Corseulil

This dissertation analyzes the reformulations ofaziian
gaucho identity in three contemporary Brazilianduactions that retell
the history of Farrapos War: the filmlAmahy de las Misiong4997) and
Netto Perde sua AIm@001), as well as the television sede€asa das
Sete Mulheres(2003). The importance of historical fiction ineth
discussion of cultural identities becomes cleaHall's description of
identity as our continuous repositioning in relatio the narratives of
the past. The revision of history in the films atite series is
investigated in relation to the diverse views o$tpaodern fiction in the
works of Fredric Jameson and Linda Hutcheon. Thalyais of the
television series also takes into account the miffepositions about the
contemporary impulse of nostalgia theorized by AmdHigson and
Andreas Huyssen. Finally, the analyses draw on ARgena’s concept
of transculturation, as the revision of regionahtemt in the light of a
new proposal to compose a renewed heritage thabveatentified with
the past, for the examination of cultural idensitiBased on the readings
in this study, the productions discussed are reghrds loci of
intercultural dialogue; and the reformulations ofaBlian gaucho
identity in those productions are understood asstraltural ones.

Number of words: 34.238
Number of pages:117
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RESUMO

REVISIONS OF BRAZILIAN GAUCHO IDENTITY IN
CONTEMPORARY PRODUCTIONSANAHY DE LAS MISIONES
NETTO PERDE SUA ALMAND A CASA DAS SETE MULHERES

MARIA TERESA COLLARES
UNIVERSIDADE FEDERAL DE SANTA CATARINA
2012

Professora Supervisora: Anelise Reich Corseuil

Esta dissertacdo analisa as reformulagfes da ddeleti do
gaucho brasileiro em trés producdes contemporameasrecontam a
histéria da Guerra dos Farrapos: os fillAeshy de las Misiongd.997)

e Netto Perde sua AIm@001), e a série de televisBAoCasa das Sete
Mulheres(2003). A importancia da ficgéo histoérica parastulssao das
identidades culturais fica clara na descricdo qak fdz de identidade
como o continuo reposicionamento em relagédo aathes do passado.
A revisdo da histéria nestas obras é investigada relacdo as
discrepantes visdes sobre a ficcdo pds-modernaahbaltto de Fredric
Jameson e Linda Hutcheon. A andlise da série sdlavtambém leva
em conta o impulso nostalgico na contemporaneiddideutido por
Andrew Higson e Andreas Huyssen. Finalmente, adisasalancam
mao do conceito de transculturacio de Angel Rameevisio de
contetdos regionais a luz de novas propostas, amopama nova
heranca cultural que ainda pode se identificar cggassado. Com base
nas leituras apresentadas nesta dissertacdo, ds;fes analisadas sao
consideradas um lugar de relacdes interculturaés eformulacbes da
identidade do gaucho brasileiro nestes filmes séni@ de televiséo sao
vistas como transculturais.

NUmero de palavras: 34.238
NUmero de paginas:117
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CHAPTERI|
INTRODUCTION

The expression postmodern, which helps to define th
contemporary period, reveals, in its prefix “pos@mong other
associations, the relation with the period thaceded it. The relation
between postmodernism and modernism is a relatioh o
problematization or denial of the most valued cpite®f the modernist
period, such as the inner self. Fredric Jamesom, states that “there
will be as many different forms of postmodernismtlasre were high
modernisms in place, since the former are at lied#lly specific and
local reactions against those models” (112), dsfitlee concept of
postmodernism as “a periodizing concept whose fongs to correlate
the emergence of new formal features in culturd thie emergence of a
new type of social life and a new economic ordéd’3). For Jameson,
one of the prevalent formal features of this penedhe “pastiche,”
which involves the mimicry of other styles, howevavithout parody’s
ulterior motive, without the satirical impulse, tdtut laughter, without
that still latent feeling that there exists someghmormal compared to
which what is being imitated is rather comic” (114inda Hutcheon, on
the other hand, defines postmodern art as “paredibxiboth self-
reflexive (about its technique and material) and geounded on
historical and political actuality” (150), with tiseibject of humanism as
its main object of critique. Although differing important points, both
critics see postmodernism as a reaction againstemin, thus
acknowledging the dissolution of the totalizingtbigal narratives and
the unique self as important features of the podemoperiod

According to Ella Shohat and Robert Stam, after
poststructuralist theory has rejected essentia@rsiculations of the
subject and of identity, the notion of a coherembjsct seems
epistemologically suspect. As a result of thisatigm, the discussion of
community identities became even more problem&imwever, even
though identities emerge from “a fluid set of higtally diverse
experiences” (346) and communities or “cultures’ amultiple,
discontinuous and partly imaginary, they can idgrtirough or across

1 In the article “Postmodernism and Consumer Sogidgmeson discusses the “death of the
subject” and the dissolution of historical totaligi narratives (115-16). Hutcheon
acknowledges the dissolution of the unique sefiastmodernism in the article “Circling the
Downspout of Empire,” (151), and discusses at lerthe issue of historical narratives in
postmodernism (152-58).



common traces. Moreover, Shohat and Stam argue thit
identification allows communities to struggle forora egalitarian
spaces by learning to relate to/in similarity aniffecence and by
becoming stronger when pursuing a common causeeTles one of
the important aspects of this research, which wregthe representation
of cultural identities in contemporary Braziliaroductions, particularly
those which reconstruct regional cultural ideniitythe light of the
postmodern problematizing of historical discourse.

It is important to state that, drawing on Hall'snception,
representation is a practice that uses “some elemoestand for or
represent what we want to say, to express or conuagna thought,
concept, idea or feeling” (4), which is also a dita8ve process closely
tied to the ideas of knowledge and identity. Inlidatords,

“... it is difficult to know what ‘being
English’, or indeed French, German, South
African, or Japanesejeansoutside of all the
ways in which our ideas and images of
national identity or national cultures have
been represented” (5).

Hence, a proper analysis of representation can lomlgarried
out through the analysis of the material forms tigtowhich meaning is
circulated: signs, symbols, figures, images, naaf words, sounds
and images.

From Hall's conception of cultural identity one canderstand
that identities are always in transformation anadpced by narratives,
since identities are the names we give to the wayghich we position
ourselves in relation to the past and are positidneit — not forgetting
that the past exists always in the form of naresti¢*Cultural Identity”
706).

Whithin this context, the objective of this resdmixto examine
the revision of gaucho identity in the Braziliarstiorical fiction films
Anahy de las Misiong$&érgio Silva) from 199Metto Perde Sua Alma
(Beto Souza & Tabajara Ruas) released in 2001, thadtelevision
seriesA Casa das Sete Mulherggime Monjardim) shown on Brazilian
television in 2003. If historical narratives actomp the collective
imaginary, reformulating cultural identitiggroducingthem — according
to Hall (705) — it is relevant to move forward dretinvestigation of
how cultural identities are being constructed imtemporary cultural
productions that deal with historical themes. Tlypdthesis that will
guide this research draws on Angel Rama’s defimitibtransculturation
as the revision of regional cultural contents ie fight of the new



proposals, compounding a hybrid that is capablecaistructing a
renewed heritage that can still identify with tresp(28). It also relies
on Pratt’'s adaptation of the concept of transcation to describe the
way in which subordinated or marginal groups appate for their
purposes the materials transmitted to them by a irdorh or
metropolitan culture (6). Based on the conceptrafigculturation, the
analyses of the films and the television seriestainmvestigate if, how
and to what extent, global postmodern charactesistire being
transculturated in their representations of gaugistory and identity.
These two films and the television series are copteary cultural
productions that, by rejecting totalizing histoficanarratives,
problematize Brazilian gaucho cultural iderftity

Guided by Hall's definition of identity “as a 'praoction’, which
is never complete, always in process, and alwagstitated within, not
outside, representation” (“Cultural Identity andaBpora” 222), the
definition of gaucho identity here used takes immnsideration a
diachronic account of the cultural reformulatiorfstius identity. For
Sandra Pesavento, the identity of the Brazilianchauhas been in
construction since the Tgsentury, but it is in the beginning of the"™20
century that it is firmly established (35). Accordito Rossini, it is built
in historiography and consolidated in literature writers such as Erico
Verissimo and Simdes Lopes Neto (8). Its usualdigpi is of a solitary
person, walking the pampas in search of work. Tdecho is portrayed
as someone who loves his horse and his freedomwasrior by nature
and geographic determination (8). Moreover, therdfms War, or
Farroupilha Revolution — roughly translatable agdauffins War —,
which took place in the South of Brazil, from 18561845, played a
main role in the construction of the Brazilian ganiddentity, according
to Corteze, Ferreira and Dalbosco (117). Such septations, which
necessarily reinforce or challenge the previouspaee foregrounded in
Anahy de las MisionedNetto Perde Sua AlmandA Casa das Sete
Mulheres

The second chapter of this dissertation deals thaltheoretical
concepts involved in the production of contempotaistorical fiction
and illuminates the theoretical parameters adoptethe analyses of
Anahy de las MisionedNetto Perde Sua AlmandA Casa das Sete

2 This dissertation does not deal directly with thenstruction of gaucho identity in

neighboring countries from the La Plata regionhsas Argentina.



Mulheres The productions that deal, on a local scale, witie
representation of those events associated with idieatity of the
Brazilian gaucho are inserted within the globaltpuglern context of
critical debates that involve the representation hidtory and its
imbrications with the reformulations of culturakitities. Such revision
is theoretically supported by Jameson and Hutchd@wth critics
acknowledge the dissolution of the stable self @fnistorical totalizing
narratives as important features of postmodernism.

As a result of the notion of the death of the stib{&rigo 87),
the idea of identity as discreet, unique, and inaigt is replaced by the
concept of identity as, in Abril Trigo’s words, adhtingent construct,
negotiated on a daily basis through politico-disote practices” (87), in
other words, not as a homogeneous identity, bua asultiplicity of
identities that either resist or accomplish homdggtion — or, instead,
resist and promote homogenization at the same tmexample is the
new means of communication through which peoplelgee and share
information all around the globe, both promotinyleDonaldization of
the world and fomenting countervailing tendencikat tprevent the
world from becoming uniform (Hall “The Centralityf €ulture” 209-
211). Furthermore, as Hall points out:

Global culture itself requires and thrives on
‘difference’ — even if only to try to convert ittm
another cultural commodity for the world market
(such as ethnic cuisine). It is therefore morelyike
to produce ‘simultaneouslgew global andnew
local identifications’...than some uniform and
homogeneous world culture. (211)

Multiplicity of identity also needs to be seen #&lation to the
ways in which contemporary narrative replaces thevipus master-
narratives of official history that have the functi of legitimating
powef’. Even though Hayden White claims that the nariztion of
history does not imply the denial of the referdmd, points out that the
historical event cannot be accessed after its oesce except in the
form of narrative, which allows space for a plusalof versions. As
Luciano Moraes observes, the weakening of the qnmiethe unique
truth of historical discourse and its substitutipna plurality of versions

3 Jean-Frangois Lyotard, ifhe Postmodern Condition: A Report on Knowledggned the
term grand (or master-) narrative, to describe gpla@ation that made sense of historical
experience based on teleological ideas such a#f¢hef Spirit or the emancipation of the
humanity to justify power structures (61). Accoglito him, it is a postmodern condition that
those master-narratives are no longer possiblegpasds the question if the little (localized or
personal) narratives which are replacing themsuiffice to legitimate power (60).



find in literature a fertile space to question @i histories (10). The
same can be said about cinema and television sasi¢Be narratives
presented in each of these media result in a reflation of cultural

identities founded in the events that are revigedtording to Hall, the
ways in which we position ourselves in relatiorthie narratives of the
past continually transform our identities (“Cultuidentity” 706).

The third chapter of this dissertation deals withe t
contextualization of the three cultural productstla time of their
launching through a description of the scenarioBadzilian cultural
production and through a historical account of Brazilian gaucho
identity and its reformulation and representatinmiedia products. A
significant number of contemporary films and tedéwn series have
focused on the history of Brazil as a form of rengsits recent past.
Some examples are the filmsamarca (Sérgio Rezende, 1994),
Eternamente Pag(Norma Bengell, 1998)) Quatrilho (F4bio Barreto,
1995) as well as the television seri¢m S6 CoracddCarlos Aradjo e
Ulysses Cruz, 2004) an#figosto (Paulo José, 1993). These films and
television series can be contextualized within iéicat debate about
postmodernism and its tendency to readdress the Ipathis context,
some recent historical films propose different \8enf the Farrapos War
and, therefore, of gaucho identity. Among the filniriam Rossini
highlights Anahy de Las MisioneandNetto Perde Sua AIm@). Both
present a revision of official histories and mastarratives by
recovering the so-called minorities’ roles in the@rwThe television
seriesA Casa das Sete Mulheress produced in the same period of
those films and also revolves around the foundati@vent of the
gaucho identity, the Farrapos War. This revisiothisfory in historical
fiction happens in a moment in which the globaltatof economies
and cultures asks for reflection about economic eultural processes
and structures in global scale, transcending thetsli of the nation.
While the reappearance of nationalisms, ethnicisansl regionalisms
prove that national societies are important so tfaey also articulate,
dynamically and contradictorily, with global movemt® Octavio lanni
points out that between those extremists that ampeority only to the
global or to the local, there is a whole range adifions that recognize
both global and local as constituting themselvesprecally through
multiple mediations, stating that many studiesaayeexamine society
on a global, or transnational scale, even whenuding a region or
nation (149).

The fourth and fifth chapters of this dissertatiwa dedicated to
the analyses of the films and the television serieough a



bibliographical research and through an analysistte specific
productions. In the fourth chapter the fillmahy de las Misiones
discussed in relation to Linda Hutcheon’'s conceptistoriographic
metafiction and the ways in which the postmodemceons in relation
to history and fiction are transculturated. The sathapter discusses
how the revision of history in the filnNetto Perde sua Alma
problematizes the distinction between fantasy aadity as well as it
reconstructs gaucho identity recovering the rola éérmerly excluded
group in the history of Rio Grande do Sul, thustipgrating in the
postmodern debate about history and enabling ragmntural identity
to subsist through the transculturation of regicraitents. And, in the
fifth chapter, the television seriégsCasa das Sete Mulherissanalyzed
drawing on Andrew Higson's description of the hagi# genre films,
having, as a counterpoint, Andreas Huyssen's di&oason the
musealization that permeates  contemporary cultatgle also
investigating how the merging of those global feasuwith others that
are specifically local constructs that can be sasna transcultural
product.

The final remarks present a summary of the conmhssi
reached in the development of this dissertationhis final chapter, the
analyses of the films and the series are seeneim thtifying of the
discussion on postmodernism and its revision ofohjs Both global
narratives and transculturation are essential qusacevithin this
discussion and the dissertation does not attemgbte the issue but to
foment further research in this area of study.



CHAPTER Il
THEORETICAL PARAMETERS

2.1. Postmodernism
When describing the contemporary period as having

postmodernism as a cultural dominant (“Postmoderhist), Jameson

identifies its main feature, its depthlessness:
...a new depthlessness, which finds its
prolongation both in contemporary "theory" and
in a whole new culture of the image or the
simulacrum; a consequent weakening of
historicity, both in our relationship to public
History and in the new forms of our private
temporality, whose "schizophrenic" structure
(following Lacan) will determine new types of
syntax or syntagmatic relationships in the more
temporal arts... (60)

Jameson explains the term depthlessness as “aindwfksuperficiality

in the most literal sense” (60) which he devisepassibly “the supreme

formal feature of all postmodernisms,” assertirgf thepth was replaced

by surface and content was replaced by appeardncthis article,

Jameson not only acknowledges the death of them®hsubject, but he

sees this disappearance in the practice of pastislopposite to the use

of parody:
The disappearance of the individual subject, along
with its formal consequence, the increasing
unavailability of the personatyle engender the
well-nigh universal practice today of what may be
called pastiche. This concept, which we owe to
Thomas Mann (irDoktor Faustuy who owed it
in turn to Adorno’s great work on the two paths of
advanced musical experimentation (Schoenberg’s
innovative planification, Stravinsky’s irrational
eclecticism), is to be sharply distinguished from
the more readily received idea of parody. (64)

While, for Jameson, parody is a critical practipastiche is a

blank imitation of dead styles (65) leading to whatcalls “historicism”

or the cannibalization of past styles, the turrofigvents into spectacle

and the effacing of memory (66). For Jameson, thgegtion of

pastiche into cultural and social levels, evenyutdkes to “nostalgia as



a mode,” a desperate attempt to appropriate a mgigsast (66) that
turns out to a purely aesthetic past as a commqaiXy

Linda Hutcheon, on the other hand, defines postmmodd as
self-reflexive and, paradoxically, historically greded (“Circling the
Downspout of Empire” 150), with the subject of humsa as its main
object of critique. Hutcheon asserts that postmadefiction is at once
“metafictional and historical” (3), in what she defines as
“historiographic metafiction.” For Hutcheon, histmyraphic metafiction
is “seriously ironic” (4) and parodic. As she assefconventions of
both fiction and historiography are simultaneoused and abused,
installed and subverted, asserted and denied'S{%. challenges naive
concepts of postmodern representation as being -amdthetic
ahistorical forms (8). In Hutcheon’s words:

When its critics attack postmodernism for being
what they see as abhistorical (as do Eagleton,
Jameson, and Newman), what is being referred to
as “postmodern” suddenly becomes unclear, for
surely historiographic metafiction, like
postmodernist architecture and painting, is overtly
and resolutely historical — though, admittedly, in
an ironic and problematic way that acknowledges
that history is not the transparent record of any
sure "truth."” (10)

In The Politics of PostmodernismHutcheon states that
historiographic metafiction is written in the coxttef the contemporary
interrogating nature of historiographic represeoita{47). In her words,
it is “fictionalized history with a parodic twist(50), which make us
aware of the ideological nature of every repregemd51).

In Hayden White’s discussion of the representadfdmstory in
fictional accounts, he situates the origins of tikeorical fictional film
in the nineteenth-century historical novel (“The déonist Event” 18).
According to White, the nineteenth-century histakioovel mixed an
“imaginary’ tale of romance and a set of ‘realsturical events” (18).
The blend had the intended effect of summing upati@ctions from
both sides, the “concreteness of reality” and theagical’ aura peculiar
to the romance” (18).

The reader should know how to distinguish betwdact* and
fiction’, so that the exact effect was reachedt Bie new genres — such
as infotainment, faction, and other genres that tictional and
historical elements — that deal with historical piiena have been
dissolving this distinction between the real ané& imaginary. In
White’s words, “Everything is presented as if it reveof the same



ontological order, both real and imaginary — reialdly imaginary or
imaginarily real, with the result that the refefahtfunction of the
images of events is etiolated” (19). Thus, theradsmore “dominant
discourse” in relation to which the truth can beified. White argues
for the adequacy of these new techniques partigular order to
represent the “events of the past that are suppised crucial to the
development of the community’s identity” (32). Asturical event can
no longer be observable, thus it cannot serve asolgect of a
respectable scientific knowledge, and hence itotslly acceptable,
according to White, to try to explain it by turnimiginto a narrative.
However, when you narrate, you assign a meaningtakel from the
spectator — and the community — the possibilitfet and reflect about
the event. He writes,
Modernist techniques of representation provide
the possibility of de-fetishizing both events and
the fantasy accounts of them which deny the
threat they pose, in the very process of pretending
to represent them realistically. This de-fetishigin
can then clear the way for that process of
mourning which alone can relieve the ‘burden of
history’ and make a more, if not totally, realistic
perception of current problems possible. (32)
Unlike the possibilities suggested by White, where transforms such
an important and not understandable — at leastamily — event, such as
the Holocaust or Gandhi’'s assassination, in a staay provides one
explanation for it, no matter how faithful to hist@l evidence it is, you
are not taking into account the contradictory avasé aspects of reality.
It is exactly the absence of those aspects thatpvwalvent the “psychic
mastery” of historical events, as White exempliftatking about the
Holocaust,
By making the Holocaust into the subject
matter of a narrative, it becomes a story which,
by its possible ‘humanization’ of the
perpetrators, might ‘enfable’ the event — render
it fit therefore for investment by fantasies of
‘intactness,’” ‘wholeness,” and ‘health’ which
the very occurrence of the evelgnies(34)

White remarks, inThe Content of the Fornthat any historical
account, fictional or not, represents history i evay or another that is,
inevitably, ideologically-loaded (101), nonethelebe describes non-
classical alternatives of representation as wadldéav the participation
of the reader/spectator in the production — orintpossibility — of
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meaning. Hutcheon however does not believe thadlidsolution of the
boundaries between fact and fiction etiolates fascek the past as a
referent. For her, postmodernism effects a paradbxnovement of
reinstalling the past as significant and problemiadj historical
knowledge. In Hutcheon’s words, the postmoderningitof history
displays
a deliberate contamination of the historical with
didactic and situational discursive elements,
thereby challenging the implied assumptions of
historical statements: objectivity, neutrality,
impersonality, and transparency of representation
(370).
She points out that “what the postmodern writingboth history and
literature has taught us is that both history antioh are discourses,
that both constitute systems of signification byiakihwe make sense of
the past” (“The Postmodern Problematizing of HigtoB67), thus
foregrounding that the meaning is not in the evémésnselves, but in
the human constructed system of meaning that makem t
comprehensible. Thus, whereas Jameson sees thel Ragiime
(Doctorow 19) as an instance of “the disappearihghe historical
referent” that cannot represent the past but only mleas and
stereotypes about it (“Postmodernism” 71), Hutchaescribes it as “an
accurate evocation of a particular period of eavientieth-century
American capitalism,” one that enacts a histori@lision in which
nostalgia is tinted with irony (367).

Nonetheless, both Hutcheon and Jameson see tlwdutiss of
the totalizing historical narratives and of the jeab as important
features of the postmodern period. On the othed haowever suspect
the notion of a coherent subject or identity mayensetoday,
communities can identify through or across commeeces in a
paradoxical relationship, which, according to Shadrad Stam, allows
them to struggle for more egalitarian spaces.

2.2. ldentity as Cultural Construct
According to Hall, cultural identities are composky the

continuously transforming ways in which we positionrselves in
relation to the narratives of the past, as welbgsthe ways we are
positioned by those narratives (“Cultural Identignd Cinematic
Representation” 706). This view of cultural ideiest recognizes,
beyond the similarities, critical points of diffeiee that constitute what
we are or have become. The relation between amgithar and cultural
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identity is also pointed out by Smith (1991), Arstar (1985), Gunew
(1990), and Young (1995). Moreover, while Althusaeote about the
entrapment model, in which mass culture would symplovide the

means for the reproduction of the status quo (1R8ymond Williams,
in Marxism and Literaturedescribed an independent space of popular
culture within the conditions that limit and cormsir it. For Althusser,
“every social formation must reproduce the condsgiof its production
at the same time as it produces, and in order tadbe to produce”
(128). Thus, it must reproduce both the produdidrees (labor power)
and the existing relations of production. While thkor forces are, for
Althusser, reproduced in and under the forms dedlogical

subjectiori (133), the Ideological State Apparatuses (ISArmong

them the communications ISA, such as television &auto, and the
cultural ISA, such as Literature and sports (148)aintain ideological
subjection with the function of reproducing theat&ns of production
(150). Williams, on the other hand, stresses tiratconcept of culture
must be understood as a constitutive social procesating specific and
different ways of living that cannot be separatesinf material history
but which does not only emulate it. The implicatignthat if human
beings do not choose the material conditions irctvithey live, yet they
can make their own history consciously. For Willgnwithin an

apparent hegemony, there are alternative and appo&irmations

which resist the reduction to a hegemonic functaod, at the level of
culture, interrelations are negotiated betweenerdiffit people and
groups. Moreover, cultural tradition and practice aot only reflections
and mediations but also formative,

...cultural tradition and practice are seen as much
more than superstructural expressions — reflection,
mediations, or typifications — of a formed social
and economic structure. On the contrary, they are
among the basic processes of the formation itself
and, further, related to a much wider area of
reality than the abstractions of ‘social’ and
‘economic’ experience. People seeing themselves
and each other in directly personal relationships;
people seeing the natural world and themselves in
it; people using their physical and material
resources for what one kind of society specializes
to ‘leisure’ and ‘entertainment’ and ‘art’: all the
active experiences and practices, which make up
so much of the reality of a culture and its culkura
production can be seen as they are, without
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reduction (...) determining manifest economic
and political relationships. (111)
Williams thus allows space for arts and for enterteent, whatever one
may call literature, cinema and television, asdivend as “written”
experience that help determine reality. Accordinglyltural identities
and narratives are cultural constructs, and, as, xperiences that help
determine reality.

2.3. Resistance in the Contact Zones

The concept of transculturation, proposed by Featoa@rtiz
and adapted to literature by Angel Rama, has ajrbadn recovered for
the discussion of cultural identities in the postiexm period by many
authors, such as Octavio lanni, Zila Bernd, Abrig®, Francoise Perus,
and Roman de la Campa. This research draws on Ratefihition of
transculturation as a revision of regional cultwatent in the light of a
new proposal, which compounds a hybrid capable @mfveying a
renewed heritage that can still identify with thasp (28). Pratt's
adaptation of the concept further helps to desciffeeway in which
subordinated or marginal groups appropriate cultaraterials of a
dominant or metropolitan culture (6). The use o€ thotion of
transculturation in relation to contemporary pheapen is made
possible by the understanding of postmodernity e®aent of revision
of modernity’s premises that, nonetheless, doesmatll the past.

Pratt defines “contact zones” as “social spacesaviesparate
cultures meet, clash, and grapple with each otb#en in highly
asymmetrical relations of domination and suborddmét (4). In this
space, postcolonial theorists locate the emergaficeew kinds of
undecidable identities looking for self-represeptat identities that
some designate as hybrid. Robert Young, who praptisat English
identity has always been fluid and hybrid, calkemtion to the process
of cultural contact, intrusion, fusion, and disjtion. In his genealogical
study of the word hybridity, he traces its use froimlogy, to language,
and its use in the Yaentury as a major issue for contemporary cultural
debate. Biologically, there are no hybrid humamgsj because there
are no different species, as we know nowadays. , TYmsng states that
when we use this concept “we are utilizing the ‘adary of the
Victorian extreme right as much as the notion obgganic process of
the grafting of diversity into singularity” (10) bause applying the term
hybrid to human beings implied that there wereedéht human species,
as argued by slave-owners — an argument resurractdlefended by
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Hitler in Mein Kampf The concept of hybridity, however, has been very
fruitful to describe cultural interaction.

In his study of the novel as a genre, Mikhail Baklaiscussed
the concept of hybridity in relation to language ratated to the
multitude of languages, cultures and times thatabvex available to
Europe when it moved from what he calls “a sociaflglated and
culturally deaf semipatriarchal society” into “imb@tional and
interlingual contacts and relationships” (21). Baikhtin, hybridity is an
encounter between two different linguistic conssimesses “separated
from one another by an epoch, by social differ¢iotiaor by some other
factor” (358) the characteristic of the languagebt® the same but
different (370). It is the point at which one cahmecide what the
primary meaning of an utterance is. Bakhtin dessrila dialectical
model for cultural interaction, in which he deviseso types of
hybridity: an organic unconscious one that willdgaward fusion (358)
and an intentional one, contestatory (366). Youngtp out that the
importance of the Bakhtinian concept of hybridisyiis possibility of
unmasking authoritative discourse and remarks‘thain astute move,
Homi K. Bhabha has shifted this subversion of axityrothrough
hybridization to the dialogical situation of colatism” (22).

Bhabha has extended the notion of hybridity to udel the
moment in which the discourse of authority find®it open to the trace
of the language of the other as a “Third Spacejtkvis neither the one
nor the other, but something else. He defines mlluifference as “the
process of signification through which statemeafsculture or on
culture differentiate, discriminate and authoriae production of fields
of force, reference, applicability and capacityDY5Cultural difference
calls attention to the performative aspect andhéinteraction between
cultures: “the problem of cultural interaction eges only at the
significatory boundaries of cultures, where measirgd values are
(mis)read or signs are misappropriated” (50). Fhaltha, hybridity is
an instance of iteration through which all formscaftural meaning are
open to translation because their enunciationteetigalization. It is an
instance of iteration because he remarks that thereno naturalistic
political referents outside discourse (33), and etsinciation resists
totalization because there is no natural relatietwben signifier and
signified (32). Hybridity is also living in the baers of history and
language, race and gender, in a position to trendle differences
between them into a kind of solidarity.

Alternatively, Shohat and Stam define hybriditygasunending,
unfinalizable process which preceded colonialisnd avill continue
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after it: “Hybridity is dynamic, mobile, less anhaeved synthesis or
prescribed formula than an unstable constellatibdigcourses” (42).
They argue for discrimination between different @ldees of hybridity:

“colonial imposition, obligatory assimilation, pttial cooptation,

cultural mimicry, and so forth” (43), and they sBethe need to
remember that it is always power-laden and asynicattNevertheless,
Shohat and Stam sustain that the term hybriditynyacts both the
colonialist fetishization of racial purity and otlgr rigid lines of

national(ist) identities drawn by Third Worldistsdburse. However, the
disadvantage of the concept of hybridity is, foerth to obscure the
deformative traces of colonialism in the presentlevidownplaying

multiplicities of location, thus, effacing quest®nof historical

hegemonies because it does not differentiate betweelistinct forms

such as colonial imposition, obligatory assimilatiand cultural

mimicry (41).

According to Shohat and Stam, cultural diversitjuisdamental
to every utterance, since communities of any kimd bt exist in
isolation but rather in what they call a “web ofat@nality”: “Social
communities and utterances ‘dialog’ with one angtlieey are ‘aware
of and mutually reflect one another” (48). Nond#ss, they distinguish
a liberal well-behaved diversity from a more relatill and radical
polycentric multiculturalism, which they supporthd differences are
that, while liberal-pluralism has a discourse ohiel universals,
polycentric multiculturalism sees all in relatioo $ocial power; it is
about dispersing power, demanding changes; andyitgpathies are
with the oppressed. Whereas pluralism allows otlo@res to be heard,
Shohat and Stam claim that polycentric multiculisma thinks and
imagines from the margins. The term polycentricus®d because it
emphasizes globalism and “introduces a systematiociple of
differentiation, relationality and linkage” (48). oRcentric
multiculturalism, in Shohat and Stam’s view, graatsepistemological
advantage to those who had learned to negotiatecbatthe so-called
margins and center, what DuBois called “double cmusness” (3).
Moreover it rejects a unified concept of identitie®eing them as
“multiple, unstable, historically situated, the guets of ongoing
differentiations and polymorphous identification(g9), in other words,
performative. Finally, according to Shohat and Stapolycentric
multiculturalism goes beyond identity politics,ist open for affiliation
based on shared social desires and identificatidiile it sees all acts of
verbal or cultural exchange as taking place betweenmeable,
changing individuals and communities (49).
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In any of the descriptions of the contact space,tlird space,
or the space of the encounters and clashes, i ithis space that
peripheral cultures can resist homogenization widgemonic ones.
According to Pratt, contestatory expressions frompdrial action appear
in contact zones, for example, in ceremony, dapamdy, philosophy,
counterknowledge and counterhistory (4). While $tt@nd Stam focus
on popular culture for comprehending contemporaryedia
representation and subjectivities (1), in what dsn defined as a
postmodern perspective, Pratt criticizes Europeavet writing genre,
thus formulating a critique of imperialism (4) from postcolonial
perspective. As Hutcheon points out, in spite oé ttlifferences
concerning the political agendas, postmodernism aodtcolonial
theory have clear and strong links (150) in forrttamatic and strategic
concerns:

Formal issues such as what is called "magic
realism," thematic concerns regarding history and
marginality, and discursive strategies like irony

and allegory are all shared by both the postmodern
and the post-colonial, even if the final uses to
which each is put may differ. (151)

Pratt analyses the reception and appropriation arhicant
modes of representation through the mechanicsrahstulturation,” a
term incorporated from sociology to literary stidiey Angel Rama.
She acknowledges Ortiz and Rama in the end notespage 228,
explaining that *Transculturation’ was coined ihet 1940s by the
Cuban sociologist Fernando Ortiz in a pioneeringcdption of Afro-
Cuban culture” in which he proposed this term tolaee the concepts
of acculturation and deculturation. She adds thatuuayan critic
Angel Rama incorporated the term into literary &adn the 1970s” and
she adapts it to her use:

Ethnographers have used this term to describe
how subordinated or marginal groups select and
invent from the materials transmitted to them by a
dominant or metropolitan culture. While
subjugated peoples cannot readily control what
emanates from the dominant culture, they do
determine to varying extents what they absorb
into their own, and what they use it for. (6)
For Pratt, contemporary texts, particularly Latimérican ones, are
determined by a transcultural subjectivity whichbeaies a neocolonial
legacy of self-alienation and a resistant gesturecudtures in the
Americas. She discloses resistance in her analyidejo Carpentier’s
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novel The Lost Stepgl953) as it not only rewrites Humboldt but also
reverses his value signs: “The American cornucbpi& is a plenitude
not of discovery but of unknowability, a world thatetropolitan
consciousness is unequipped to decipher or emb(a8&). The limits
of agency for dominated peoples are further explhiby Spivak, who
poses the problem that subaltern historiographyneaer be written by
the subaltern themselves, since the subaltern taspeak for
her/himself either as objects of colonialist higigraphy or as subjects
implied by the texts of insurgency (28). Howevail)dwing the notion
that “the intellectual’'s solution is not to abstdmom representation”
(27), postcolonial theoreticians, such as Pratt,faced with the task of
examining and foregrounding the dominated peopleies, a task for
which the concept of transculturation can offeaugble tool.

Drawing on Pratt's description of the contact-zgnBama's
concept of transculturation and Silviano Santiagdea of an “entre-
lugar” occupied by literary Latin American discogeyrdenilson Lopes
brings the notion of transculturality to the dissios of contemporary
works of art, cultural products and social processs he puts it “um
dialogo com o presente e os contemporaneos” (“DweHmgar ao
Transcultural” 1). Thus, Lopes makes use of the ceph of
transculturation recovered by Rama for literarylgsig, to the analyses
of other cultural constructs. Moreover, the trattscation described by
Lopes does not take place between two culturesnimsymmetric
relation of power, but it includes other transversatercultural
relationships, such as he describes in the dialbgteeen Asian, Latin
American and North American cultures in Wong Karié/alm Happy
Together Lopes points out that, in our contemporary momenis
interaction is produced, first and foremost, thiougass media (11).
Through the concept of “paisagens transculturaiganécultural
landscapes), Lopes argues for transversal dialogaéseen cultures
and describes a globalization which is not only bgemizing (12)
without ignoring the asymmetry in power relatiomsh(10). His work
exemplifies how the concept of transculturatiorpedb define a hybrid
which is composed by the encounter of Brazilianurak with foreign
ones.

Octavio lanni, who recovers the concept of trariscation to
examine contemporary globalized world, states that local cannot
only affirm itself but also re-create itself in d¢aot with the global
(157). On the other hand, he states that the dysaafithe global is not
distributed equally through the parts; the partsilevdistinct, notable,
and consistent totalities, both produce and remedtheir own
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dynamics and also assimilate differently the moiedibg global
dynamics (159). Bernd and DeGrandis call atterttiothe fact that there
are many different and specific phenomena to bemeed in the
postmodern context as there is “a discrepancy legtwerminology and
the multifaceted reality which it tries to definfii), thus highlighting
“the epistemological difficulties presented by aies of constantly
evolving socio-cultural phenomena and their comesiing instruments
of conceptualization” (xv). Another advantage ofe tltoncept of
transculturation is that it was elaborated spedliffcto explain the
hybridization of Latin American cultures with fogei hegemonic
cultures. Moreover, Bernd recalls that many critiiastead of
discarding or rendering obsolete the conceptuasitienreated by their
intellectual predecessors, they adapt and tunectireepts to the
changing historical, cultural, and political pagds” (xvi).

2.4. Transculturation in Angel Rama

The first part of the booKransculturacién Narrativa
en América Latina(Angel Rama, 1982) describes the cultural and
literary problem that Latin America lived under tim@dernizing impact
of the 20" century. Rama begins by a historical accounttefdiure in
Latin America to define his concept of transcultiora and its three
aspects: language, literary structure, and wondyviele affirms that
Latin American literatures have never resignedrth®rian past, thus
their first and major impulse has always been tdwamdependence. To
attain such independence, two other concepts catmgliay: originality
and the potential to be representative. The oriigynaf Latin American
literature comes, according to Rama, both froninitsrnationalism and
from its regional cultural peculiarity. For the eflectuals, originality
could only be achieved by means of being repreteataf the region in
which it emerged (13). The peculiarity of Latin Anean literature was
found in the intrinsic ways of society, that anftwbgy would
denominate culture (17):

. una literatura que, nacida del rechazo de sus
fuentes metropolitanas, habia progresado gracias
al internacionalismo que la habia integrado
lentamente al marco occidental y al mismo tiempo
seguia procurando una autonomia cuya piedra
fundacional no podia buscar en otro lado que en la
singularidad cultural de la regién. (18)

He situates around 1929, with the economic crisie
intensification of the conflicts between the inberand the modernizing
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cities, to which the most common solution was caltyplasticity — to
incorporate new elements as animating forces tditimaal cultural
structures, in an innovative way (31) — in orderdwise the regional
cultural contents in the light of the new moderogmsals. This process
of transculturation compounded a hybrid capabletrahsmitting a
renewed heritage that could still be identifiedhathie past (28-29).
In 1940, the Cuban Fernando Ortiz coined the term
transculturation, and Rama quotes him:
Fernando Ortiz lo razon6 del siguiente modo:
“Entendemos que el vocablo transculturacion
expresa mejor las diferentes fases del proceso
transitivo de una cultura a otra, porque éste no
consiste solamente en adquirir una cultura, que es
lo que en rigor indica la voz anglo-americana
aculturacion, sino que el proceso implica también
necesariamente la pérdida o desarraigo de una
cultura precedente, lo que pudiera decirse una
parcial desculturacion, y, ademas, significa la
consiguiente creacion de nuevos fendémenos
culturales que pudieran denominarse
neoculturacion:’ (33)
This conception reveals Ortiz’s resistance to amersiraditional culture
as passive or inferior to the new one. Ortiz'sonsiaccording to Rama,
is geometric, following three moments: a partiatduration that can
affect culture and literature; incorporations frahe external culture;
and an effort to recompose by gathering survivitements from the
original culture with the ones that come from aigsi(38). Rama
expands Ortiz’s theory pointing out that the sédecapplies not only to
a foreign culture but, chiefly, to an the interoale, since some values
are lost while primitive elements are rediscovearedearch of resistant
values — which can be seen as an inventive tasks,Tthe process of
transculturation is described by Rama as involdingcomitantly four
operations: losses, selections, rediscoveriesirmodporations (39).

2.5. Transculturation and Postmodernity

According to Campa, the key category of transcattan
offers, in the works of intellectuals such as QMtama, and Canclini, a
broad range of modern and postmodern constructdédtin America
(62). Canclini’s termcultural reconversion(xxvii), another expression
for transculturation, points to a new nexus betweepular culture and
market economy that turns out to be the site of teetts, products, and
performances while it “refrains from mourning tresd of traditional
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culture but also from celebrating a new horizorfloéting identities”

(Campa 65-66). Canclini shows how the traditionalvives through

hybridization with markets, describing a Latin Arcan cultural

economy driven by the production of new norms gbrapriation and

intertextualities (xxxiii). For Campa, Canclini'se of transculturation,
which “obtains a much more contemporary range thrmy of its

critics are inclined to expect” (70), appears atrategy for construction
and deconstruction. In this context, one can irelygbstmodern
performances, with its awareness of the ideologaggaratus which
produces them. Campa states that Rama’s formulatimin

transculturation goes beyond the debate betweeditibra and

postmodernity, acknowledging that claims to idgntiare made

unsustainable by the constant exchange betweenetaaakd cultural
forms, while realizing that this instability prodesca creative struggle.
The possibility of new looks into postmodern comdesests in the fact
that Rama accounts for the immediacy of globaltedipm in cultural

and literary analysis.

Thus, the restoration, subversion and recontextatidin of
previous texts which is characteristic of postmadearody is paired to
the mechanics of transculturation in relation tdtuwsal heritage and
identity in its appropriation, subversion and rak#ation of cultural
content. Implied in this analogy, there is a reftissee the postmodern
fiction as ahistorical as well as a rejection & thew of contemporary
globalization as an only homogenizing process.

Within this theoretical context, in this researtthnsculturation
is understood as a mode for the study of contermpaoparipheral
societies, specifically in relation to Brazilian ugho identity as
represented in contemporary film and televisiontha reformulation
and representation of gaucho identity in the filkmahy de las Misiones
and Netto Perde Sua Almand the television series Casa das Sete
Mulheres local history is reassessed from a contemporargpgctive
that includes globalized concerns with the repreegeem of minoritarian
identities and problematizing of official history¢vhen examined
through the logic of transculturation, those transfations create a
hybrid content that reshapes Brazilian gaucho itjemdlowing it to
subsist in the contemporary postmodern world whkti# identifying
with the past.
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CHAPTER Il
CONSTRUCTION OF BRAZILIAN GAUCHO IDENTITY

3.1. Brazilian Gaucho Identity

For Sandra Pesavento, the identity of the Brazifjancho has
been in construction since the™&ntury, but it was in the beginning of
the 20 century that it was firmly established (35). Adatiog to
Rossini, it was built in historiography and condated in literature, by
writers such as Erico Verissimo and Simdes Lopew N&). Its usual
depiction is that of a solitary person, walking fpeempas in search of
work. The gaucho is portrayed as someone who Ibigehorse and his
freedom (3), as well as usually a warrior both bByure and geographic
determination (8). According to Oliven, the mod®l §aucho identity

...estd sempre calcado no campo, mais
especificamente na regido da Campanha
(localizada no sudoeste do Rio Grande do Sul e
fazendo fronteira com a Argentina e o Uruguai) e

na figura do gadcho, homem livre e errante que

vagueia soberano sobre seu cavalo, tendo como
interlocutor privilegiado a natureza. (97)

The Farrapos War, or Farroupilha Revolution, whabk place
in the South of Brazil, from 1835 to 1845, is calesed the foundational
event of the gaucho identity, according to CorteEerreira and
Dalbosco (117). The war took place in former “bolaleds,” which are,
according to Adelman and Aron’s definition, “cortteb boundaries
between colonial domains” (816) —, between the ISoaf the
Portuguese American territory and the Spanish trejnterior of the
“Continente de S&o Pedro do Rio Grande do Sul.”

The province of Rio Grande in the South of Brazatitbeen a
place of dispute between the Spanish and the Rartegempires since
the beginning of the navigational enterprise. Adoay to Anderson, in
the new American states the populations could Hefiged as fellow-
nationals because “each of the new South Ameriepnhilics had been
an administrative unit from the sixteenth to thghéeenth century” and
“over time, they developed a firmer reality undée tinfluence of
geographic, political and economic factors” (52heTprovince of Rio
Grande, however, was equidistant from Buenos Amad Rio de
Janeiro. The total submission to a still imperedime based in Rio de
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Janeiro, the Brazilian capital at that time, wag mgonomically
beneficial for the local elite. At the same timiee tidentification of the
people of Rio Grande with fellow-nationals from aller Brazil was not
an easy one. An inept administrator designatedhé@ygapital deflagrated
the Farrapos War, which started as a movement tngeh the
administration (Gongalves 1). For some, the movémes due to the
excessive taxation of theharqué (Caramello 2) and, for others, it was
due to the dissemination of progressive idealsri@ad-2). Eventually,
it became known mainly as a separatist war ag#tiestmonarchy, for
the republic and the abolition of slavery. In 188% rebels declared
Rio Grande a republic separated from the rest atiBrin 1845, the war
finished with a peace treaty, which gave the amntsthe Farrapos’
soldiers and liberty to the ones who were slavémugh they did not
achieve their republican and abolitionist aims, Farapos were not
defeated in combat and that affected the colleafiveonscious of the
Rio Grandense people and turned the war into a ,matid their
commandants into heroes (Corteze, Ferreira, andoBed 118).
However, the gaucho was not always seen as a @erdhe
contrary, as Madaline Nichols points out, desarimi of the gaucho
from the middle of the 1Bto the beginning of the i‘9century are
“uniformly uncomplimentary” (417). Those descript® qualify the
gaucho as lazy, gamblers, thieves, troublesomenirals, unclean,
brutish, capricious, and so on. Nichols recall$ tha
In early times the names gauderio and gaucho
were synonyms folloafer or tramp or evil-doeror
thief or bandit Later, doing a similar but more
remarkable and more profitable work, he came to
outnumber the vaquero and to attract far more
attention through his extensive contraband
activities; then the vaquero was forgotten. Still
later, an esthetic element entered this most
unesthetic picture and the gaucho name was
applied to those who ‘had no regular occupation
and wandered about, supplied with a poor guitar
and singing coplas... and also to those who
excelled in the quarrels and in the rustic gallantr
of the wilderness’.” (421)
It was literature, together with economic and pedit factors,
that made possible the aestheticization of a puslyopejorative term

4 A kind of jerky made from dried and salted mea€Harque,” Wikipedia: the free
encyclopedia
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and unpleasant type. According to Nichols, the wgadcho began to
mean only vaquero when the contraband of meat wasprofitable
anymore and the contrabandists had to look forraibeupations, being
that of the vaquero the most related to their skilifterwards, the series
of wars in the region inhabited by the gaucho altthe utility of their
abilities in warfare made possible their transfdioma from social
outcasts into heroes; a change owed, in Nicholsdsyofto the
advertising he received in literature” (423).

In the bookProsa dos Pagodrom 1979, Augusto Meyer also
remarks that literature was not responsible forttAesformation in the
meaning of the word gaucho, but economic and palitiactors: “N&o
h& de ser por um simples capricho de letradosamsfiguracéo literaria,
que a palavragjauchoperdeu o primitivo sentido, para revestir-se de
outro, francamente ecomiastico.” (32). He recognideowever, the
tuning of authors who tended to idealize and roroeet the gaucho
type, giving as examples the dra@avionarca das Coxilhasvritten in
1867 by César de Lacerda, and the n@v&aulcho from 1870, by José
de Alencar. Thus, the analyses of Nichols and Meyygmw how the
positive aspects of the inhabitants of Rio GrandeSdl, called the
gauchos, were highlighted and the identificatiothwihem became
desirable.

3.2. Identity as a Hegemonizing Process
Andrew Higson remarks that
The process of identification is [...] invariably
a hegemonizing, mythologizing process,
involving both the production and assignation
of a particular set of meanings, and the attempt
to contain, or prevent the potential proliferation
of other meanings. (54)
In Brazil, particularly after the period identifiems the Old Republic,
there was a tendency to exclude regional culturahifestations.
Positivist ideals and industrialization dreams bdlpestablishing a
pragmatic national identity (Del Ré 109). As a fasfiresistance, in the
state of Rio Grande do Sul, there has been a patasonsolidation of
the regional identity of the gaucho, which, in agaxical movement,
produced the effacement of other cultural iderdtitigresent in the
region, as the Native American ones (109-10). Thighe texts of
Lopes Neto, for instance, it becomes apparent thdijle the
characteristics of the gaucho were being praidesl characteristics of
other groups were subtly devalued. An example otlswevaluation
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can be found in the short story “Melancia — Cocadég’ by Lopes
Neto, in which the narrator describes a descendamtzoreans who
lives at the shore: “Esse tal era um ilhéu, mui edon de verduras, e
que para montar a cavalo havia de ser em petigpoeniesmo o petico
havia de ser podre de manso” (51). Or in “O Negoaifacio:” “como
uma morena, tao linda, entregou-se a um negrdeid®’ (74).

However, the traces of the minority groups remaiasent in
the dominant cultural identity. The name “Anahygt £xample, which
is inspired in a Guarani legend situated in ther@uitic War, has been
appropriated by gaucho folklore and transposed¢oQisplatina War,
and, later on, appeared in the title of the fAmahy de Las Missiongs
whose story is situated in the Farrapos War. ititeresting to note that
the subversive traits of the legend that shoulctzeen contained by its
appropriation emerge again in the film produced @99, defying the
gaucho traditional identity. Williams’ theory of dgeemony illuminates
this phenomenon when he points out that insidepgarant hegemony
there are opposing formations that resist accommplent. He affirms
that a lived hegemony is a process that “has coallynto be renewed
recreated, defended, and modified. It is also ooally resisted,
limited, altered, challenged by pressures notl éisabwn” (112). From
this perspective, there are strategic differencesdé a hegemonic
process and they, on the one hand, can guaranéedetemony’s
vitality as well as the production of cultural comudities, but, on the
other hand, they can also modify, renew, challeageesist it. The
historical account of gaucho identity shows hovas been modified
over the years, and the analyses of the films haddlevision serial in
this dissertation foreground the ways in which tiobyllenge gaucho
identity while revitalizing it at the same time.

3.3. Brazilian Gaucho Identity in Film

Some recent historical films propose a new viewhefFarrapos
War, thus foregrounding a different view of Braaailigaucho identity.
Two of them areAnahy de las Misionegrom 1997,and Netto Perde
Sua Alma2001. Both present a revision of official histories andater
narratives by recovering the so-called minoritieéés in the war. In the
article “Cinema Gaucho: Construcdo de Histéria e ldientidade,”
Rossini presents a summary of the history of timema produced in
Rio Grande do Sul. According to her, the rural estris a constant in
the gaucho cinema since the first films made in Rmnde do Sul,
around 1910 (3). Though there have been films wittan themes, the
ones which deal with the countryside are the migjand foreground
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the gaucho as someone who rides a horse, liveg,attues not settle
down, and is, essentially, a rural type. The rtlralme can be observed
since the first films made there, suchRenchinho do Serta¢Eduardo
Hirtz, 1912/13) as well as when the cinema firmdyablished itself in
the region, in the 60’s, having as major exponkeetsinger Vitor Mateu
Teixeira, calledTeixeirinhg who acted in and produced twelve films.
The traditionalist Teixeirinha already subvertece tgaucho image
placing some of his gaucho characters in the sgb{Rbssini 4), such
as the protagonists Motorista sem Limite§1969), who is a driver, and
the suburban mechanic that is the main characteolme Jod0(1974).
The image of the gaucho as a countryman was questiparticularly in
the 80’s, with films that can be called subversieeause they contradict
the imaginary about the gaucho identity. This was tase of some
films about urban environment, capital or small ngywsuch a¥erdes
Anos (Giba Assis Brasil and Carlos Gerbase, 1984)poated on the
shore. The filmA Intrusa(Hugo Christensen 1979), an adaptation of a
Borges’ short story, shows another instance of lgauaentity
subversion, for the evident erotic and sensuatioglship between two
gaucho brothers does not fit the gaucho macho septation as tough
and savage (Capalbo 35). To the extent that thilose fnaterialize other
possible representations of identity in Rio Graddesul, they show the
rupture of the identity of the gaucho.

Since the 1990s, gaucho cultural productions haen lhighly
influenced by historical themes. According to Rogsit was the
economic and cultural globalization that led tcethinking of national
and cultural identities (6). In Rio Grande do Sufistory, it is the
Farrapos War that has inspired most productionsh s1$ the serieA
Casa das Sete Mulhereand the filmsAnahy de las MisionesndNetto
Perde Sua AlmaThose productions revise local history through a
contemporary perspective that articulates localhwgiobal values.
Hutcheon points out that it is a characteristicpotmodern art to
dialogue with the past, questioning the process history, and
reconstructing the relations of the present to ‘wdzame before” (152),
corroborating the view of those productions asriesein postmodern
debates on history and identity.

For Rossini, when the films retell history and melide a so-
called minority group in it, there is re-readingafitural identity (14),
which is, in Hall's words, “grounded in thie-telling of the past” (705).
Anahy de las Misionegor example, depicts the difficulties of a pedsan
woman to survive and provide for her sons and dangturing the
Farrapos War. As a woman without a husband, shenbaifjhts over
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property, and the film shows how women at that tditenot even have
rights over their own bodies. The soldiers fromhbsitles are shown as
equally merciless, rude, violent, and arbitraryh&tpeasants who do
not want or cannot fight in the war, because ofrtage or physical
disability, are also shown to suffer the consegesruf war. By making
Anahy repeat, word by word, the short story “M’Ba&,” by Simdes
Lopes Neto, originally told by the narrator SeuBl&he film not only
appropriates gaucho identity but also subvertdepicting a woman as
its perpetuator and possessor. In Rossini's viehiJenAnahy de las
Misionesreaffirms, on the one hand, the gaucho identityugh the use
of its identity symbols, on the other hand it regerets possibilities that
were kept out of it, such as the resolute, free ameand the fragile man.

In Netto Perde Sua Almdhrough the memories of a former
Farrapo commandant, the film denounces the illusiatus of the
Farrapos as not being defeated. The film revealsthe Farrapos’ aims
in the war were not accomplished and it shows lénes who fought in
the war as being harmed by the peace treaty. The shows the
disagreements between the Farrapos’ leader anddidéers without
being complacent to none of them. The main charamtehe film,
General Netto, is played by the gaucho actor WeSohiinemann who
later on was cast to be the Farrapo leader Bentoc&ees in the
television seriedA Casa das Sete MulhereBiscussing the difference
between museum and television in the article “Esdapm Amnesia:
The Museum as Mass Media,” Huyssen restates thEkn@in idea
that “in human culture, there is no such thing sastihe pristine object
prior to representation” (32) and claims that “suonging for the
authentic is a form of fetishism” (33). In other nds, the idea of a
‘pure’ past, not mediated by other texts and imaggesn impossible
essentialism. IlA Casa das Sete Mulherdhe reference is the official
as well as various unofficial versions of the FposaWar: oral accounts
and tales, gaucho traditions, the source novekrstbooks of history
and literature, and films about the same eventexXample is the casting
of Schiinemann who had just filmééetto Perde Sua AlmaAnother
example of this mediation is the appearanceAirCasa das Sete
Mulheres of a female character who bandages herself agtgmms to
have a contagious disease so as not to be desirabused by the
soldiers. This character is based on an oral teeditand was
foregrounded by the filmlnahy de las Misiones

Although it can be argued that the series triezddk regional
past and identity into a broader national panoramsuch a way that
involves as much their inclusion as their exotitiaa opening space for
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their commoditization, one cannot fail to recogntz@w it works to
recover women’s history, not only the ones who bexdamous for
challenging the customs of the period, such asaA@aribaldi, but
particularly the common ones, such as housewivdspaostitutes. The
effort to recover women'’s history ih Casa das Sete Mulherbsgins
with the decision of adapting a novel written bywaman. Not so
evident, but also present in the series, is thetyiof different ethnic
groups within Rio Grande do Sul, such as the Gusrand the afro-
descendants — whose participation as soldiers enwtar is depicted.
And the critical perspective is evident by showihg history of the
oppressed groups when compared, for instance,thétiilm Um Certo
Capitdo Rodrigo (Anselmo Duarte, 1971) which concentrates on
adapting from Erico Verissimo’s epic parts whiclinferce the male
gaucho stereotype, focusing on Capitdo Rodrigcesvdmtos and sexual
conquests, witl® Sobrado(George Durst and Cassiano Gabus Mendes,
1956), which focuses on the clash between so@akek (Pereira 61), or
with the television serie® Tempo e o VentPaulo José, 1985), in
which Afro-descendants barely appear.

From marginal thief to official hero, from rurahgronment to
suburban neighborhood, from stereotype to criycsilibverted identity,
in many ways the Brazilian gaucho cultural identihas been
transformed. Historical narratives, including higigraphy and fictional
texts, play a major role in those transformatio@ontemporary
subversion of master-narratives also challenge itivadl and/or
essentialist depictions of cultural identities. Trepresentations and
consequent reformulations of Brazilian gaucho caltidentity in the
films Anahy de las MisionesandNetto Perde sua Almas well as in
the television serie®\ Casa das Sete Mulherese instances of this
critique.



27

CHAPTER IV
ANAHY DE LAS MISIONEAND NETTO PERDE SUA ALMA

From 1990 to 1992, Brazilian cinema went througtiféicult
period after, in 1989, president Fernando Colloiglo extinguished
the body of the executive power which was respdagdr most of the
incentives directed to cinematic production in toentry, Embrafilma
In 1992, only two Brazilian feature films were ra$ed. With the
resources of the extinguished Embrafilme, in 1988 4994, 90 films
were financed through the Prémio Resgate do Cirgnasileiro, among
them 56 feature films (Nagib 13). In addition tatHaw number 8,685,
commonly known as Lei do Audiovisual, which was ek in 1993,
together with Lei Rouanet, from 1991, improved #ystem of tax
incentive to cinema funding (Pellegrini 90). Asesult, the average of
films made in Brazil, in the 1990’s, was about téyea year. According
to Nagib, some call this increase in the numbedilms a boom, named
“Retomada do Cinema Brasileiro,” for others the rhowas just an
impression caused by the interruption of cinemaplgic activities after
the closing of Embrafilme (13). Anyhow, as Nagibine out, the
number of films and film-makers increased in tresipd. In addition to
the children’s films that were already commercialliccessful — such as
those of Os TrapalhBes— other Brazilian films such a€arlota
Joaquina, Princesa do BrazindO Quatrilhoreached over one million
spectators.

In the films released in Brazil after 1992, Pellegidentifies a
great number of historical themes, which she camsidn attempt to
strengthen a national identity as a response to l@aliged
homogenizing tendency of economic and cultural mi@rk91). The
movement of Cinema Novo, in the decade of 1960,coasributed to
the awareness about the formation of a nationahtiige and its
representation in film (Altman 37). This artistiocacultural movement
argued for the creation of an aesthetically origBrazilian cinema, for
the consolidation a national identity face an imé&tional panorama, and
for the spectators’ awareness of Brazilian cultamahifestations (Silva
& Onofre 3). However, Cinema Novo's project of regpenting national
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identity in film did not include the gaucho regibigentity, most of the
films dealt with characters from the Northeast ofa#l, such as
cangaceiros, and landless migrants, who could beceged with the
peasant movement during the 1960s. Interestingky, seed of MST
(Movemento dos Sem Terra) from the 80s appeatsin®60 decade in
Rio Grande do Sul, with the Movement of Landlesscagures called
MASTER and the movement itself gained power in R&a organized
movement (Coronel et al. 4). In the recent turmational identity and
history described by Pellegrini, two historicahf revisit the Farrapos
War history, thus presenting a re-reading of gauictemtity and its
encompassing into a national scop@ahy de Las Misionesnd Netto
Perde Sua Almarhe interest in revising the past within the teai of
contemporary revisionist impulse may suggest péssissociations
with the contemporary awareness that poverty, si@muand political
demands are also major problems for society irSingth of Brazil and
not only in the Northeast.

4.1.Anahy de las Misiones

The film Anahy de las Misioneeeceived awards in, at least,
five cinema festivals, such as the 30° FestivaCdwema Brasileiro in
Brasilia, the ¥ Brazilian Film Festival of Miami, and Festival de
Cinema Latino in Trieste. Although it was not a coencial success
since it had a total public of 130,000 spectatdra/imom 90,000 from
inside the state of Rio Grande do Sul (Gutfreind &scostesguy 34),
the critical reception of the film and, particulgriof Araci Esteves
acting — an actress from Rio Grande do Sul's tiedtcircuit and who
was imagined as Anahy since the first moment bynititer and director
Sérgio Silva (Xavier 100) — was very positive. T be measured by
the increase of Araci’'s performances in cinema tatelision after the
film: she performed in five films between 1970 &fb0, even though
she was very experienced and renowned within thattical circuit, and
after Anahy de Las Misioneshe has already acted in five films, one
television series and two soap operas.

The extensively awarded filmography of the direcB#rgio
Silva, who was also one of the writers and producéinahy de Las
Misiones includes eighteen films. In almost all of theng &cted as
director and writer; and in some of them he was asproducer and
even took care of set and costume design — suétdids América do
Sul released in 1981, andrau Olga, Fraulein Frida from 1991.
Besides his cinema work, Silva is also a Language kiterature
teacher, theater actor and producer, as well ae$dar at the Drama
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and Communication Department at Universidade Féder&io Grande
do Sul (Xavier 83). According to him, in an inteawi conducted by
Liangela Xavier, the filmAnahy de las Misionewas initially a story
about a woman who sacrifices everything for herilfar(l31). The

choice of the period (Farrapos War) and the dé&imiof the location, in
the pampas, led him to view another universe: tbftthe vast
landscapes which he relates to the fiRyan’s Daughte(David Lean)
but also to the literature of Rio Grande do Sulitipalarly Erico

Verissimo (134).

This dissertation analyzes the filimahy de las Misionas the
light of Hutcheon's view of the postmodern fictibneevision of
historical themes, what she defines as historidgcametafiction. For
Hutcheon, postmodern historical fiction tends toesgnt serious
paradoxical parody that is, at once, metaficticanadl historical “in its
echoes of the texts and contexts of the past” I(8)The Politics of
PostmodernismHutcheon remarks that the historical novel ardepic
already presented a mix of fact and fiction, howgygostmodern
historiographic metafiction differentiates from thén its foregrounding
of “the usually unacknowledged and naturalized iogtions of
narrative representation” (33) through the selfstaousness of the
fictional text, thus showing its lack of transpargnand its questioning
of the factual grounding of history-writing. Foretlanalysis oAnahy de
las Misiones this chapter discusses the film's dialogue witevpus
representations of gaucho’s history and identitwal as other texts.

The presence of postmodern features in the revisidristory
enacted byAnahy de las Misionds not understood as the incorporation
of a global tendency that eventually leads to hcenagation. Whereas
Jameson, in the article “Third-World Literature ithe Era of
Multinational Capitalism,” asserts that the onlysgibility to replace
that kind of Third-Worldist nationalism would be athhe calls “global
American postmodernist culture” (65), the analgdithe film Anahy de
las Misionessuggests another possible reading. This posgihiit
envisioned through the logics of transculturatiomderstood as an
appropriation and re-elaboration, not mimicry, tigbh which the local
can affirm and re-create itself in contact with ¢hebal.

4.1.1. History of a gaucho woman

The film Anahy de las Misionesarrates the journey of a
woman in the midst of Farrapos War, around the &85 in Rio
Grande do Sul. One of the heroes of this war iscman, Anita
Garibaldi, who fought many battles side by sidehwier husband and
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other men. This is not the case of Anahy; neitheshie one of the many
women who stayed at home waiting for their men evitiley fought.
The film narrates the story of a woman who makésig for herself,
her three sons — one of them disabled — and onghtizn) by selling,
exchanging or using any kind of goods they can ifinthe battlefield or
even take from the dead soldiers. In this wayfithereinscribes in the
period of the Farrapos War a multiplicity of chdess and situations:
the poor, the disabled, the “fatherless” people #ma independent
woman.

The film's revision of history can be associatedthwi
Hutcheon’s definition of the role of contemporaigtibn. As she says:

The resulting refocusing of historiography on

previously neglected objects of study - social,
cultural, economic- in the work of Jacques Le

Goff, Marcel Detienne, Jean Paul Aron, and
others has coincided with feminism's reorientation
of historical method to highlight the past of the
formerly excluded ex-centric (women, but also
gays, the working class, ethnic and racial
minorities, etc.). Of course, the same impulse can

be seen in historiographic metafiction. (“The
Postmodern Problematizing of History” 373)
This impulse is a central feature of the filkmahy de Las Misiongs
since almost all characters represent gaucho tybese presence in
history has been effaced. Furthermore, their rgot@sion subverts the
hegemonic gaucho identity as nomad horse rider, ighessentially, a
rural type and, at the same time, a warrior. On dbeer hand, it
preserves traces of the dominant identity in edcime» characters. For
instance, all of them are rural types, but Joca iR@nwho is an
acquaintance of Anahy, is selling his small farmrigrate to an urban
center, because of the recession provoked by tmethugs suggesting
that he is going to live in the suburbs. Many fildepict the suburban
gaucho. For instance, most of Teixeirinha’s filmeggry, since his first
film, Coracdo de Luto(1966), has suburban gaucho characters
protagonists. As Gutfriend and Escosteguy pointirotheir study about
the repercussion of cinematic gaucho identity regméations from 1994
to 2004 in the local Rio Grande do Sul's pressyethis a balance
between rural and urban themes (34), thus undamithie view of the
gaucho as a rural type.
The emblematic image of the gaucho riding a hiws® strong
that even the garments that compose the typicathgaglothing are
riding accessories, such as spurs — as it can e isethe monument

as
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Estatua do Lacadorwhich represents a gaucho wearing the traditional
clothes calledpilcha. This image is directly linked to the view of the
gaucho as a wanderer. Although Anahy and her fal@dg an itinerant
life, their depiction goes against the grain of tmegemonic gaucho
image since they not only walk on foot but theyodisive to pull their
cart through the pampas and highlands, since tlyeboifi they had was
demanded by the Farrapos’s troop. In fact, the fipens with the
sounds of a battle, but the first thing we seéhés dart, at first barely
visible, being pushed and pulled though the fialdstl it gets to the
place where the battle had taken place. By the dafien, although
Anahy does not have a mate and sometimes feeladmlishe cannot be
described as a lonely type, since her family corapos supporting
group, which suffers losses as well as the joimhgew members (the
character Picum& and Luna’s coming child) in tharse of the film,
and never disintegrates. The core of this grougoimposed by the
women and the disabled (Anahy’s son Solano limgsiige of an injury
caused by a horse) as synthesized by Anahy: “-Hbgtsa aragana, de
alma e cabeca solta no vento. Eles tdo sempredee Eho mulheredo
com a cria na barriga.” (08:21). Anahy's sons Leorl Teobaldo’s
terrible fates are exemplary of the end to whichchas’ braveness can
lead. Leon was killed by a Farrapo soldier whondkeéied. Teobaldo,
on the other hand, is killed while fighting as arBpo soldier, in a scene
that shows a homosexual overtone. As Rossini deEscri
Outro ponto em que o filme, mesmo sutiimente,
provoca o mito do gaucho, é em relagcdo a Teo, 0
filho de Anahy que parte para a guerra ao lado de
um soldado farroupilha (Matheus Nachtergaele).
Antes de partir, o jovem soldado promete para
Solano que ndo abandonara seu irméo Teo na vida
ou na morte. O que, alias, acontece. Como lembra
Luiz Carlos Merten, a cena em que dois homens
morrem nos bragcos um de outro reproduz a
expressao classica da piedade, imortalizada na
obra renascentista Pieta, de Michelangelo. Esse
toque homossexual do filme vem alfinetar o
propalado machismo galcho, outro mito que o
diretor habilmente questiona. (11)
According to RossiniAnahy de las Misionedike Verrissimo’'sO
Tempo e o Veniesynthesizes the formation of the gaucho identity,
also questions it (7). One of the reasons for theblpmatizing of
gaucho identity in the film is because the protagfos a woman, which
points to the differences in the roles of men ammmen in gaucho
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society and their misrepresentation as fragilet@ached to the land. In

addition to being the head of the family, the fiéiso points out that, as

a woman, Anahy cannot settle for she has no r@gbtmn property.

Rossini also notices the features of the typicalicha in

Anahy’s character:
Na personalidade de Anahy, encontramos a
coragem e a obstinagdo do galcho; ela é a
monarca das coxilhas que nao sabe viver
“querenciada”, como dizem o0s personagens do
filme, ou seja, ndo consegue viver num Unico
lugar. Ela precisa da liberdade dos pampas, onde
se vive sem lei e sem ordem; fora da civilizacao.
7

Rossini compares Anahy to Ana Terra’s matriarchadracter from

Verissimo’s trilogy O Tempo e o VentdBy the same token, the

characterization of Anahy is comparable to Cap.rigodCambara, one

of the most popular characters in Verissimo’'s ¢gylo One of Cap.

Rodrigo’s most outstanding traits is his defiantysvaand pointed

dialogues, as when he replies to Juvenal's statethah many good

persons died in a war, “Hai gente demais no mundqUrh Certo

Capitado Rodrigo 13) or those passages of a dialagthea priest:
-Paciéncia. Pode ser que um dia vosmecé mude.
Deus é grande.
-E 0 mato é maior, padre.

(..)

- Deus escreve certo por linhas tortas.

Rodrigo abriu a boca num bocejo cantado e

depois disse:

- Mas o diabo é que ninguém sabe ler o que Ele

escreve. (58)
Some of Anahy's speeches and dialogues resemblerine quality of
Cap. Rodrigo Cambara: “- Também néo tenho tempdapnantos. Mas
vale seguir vivendo ansim nesse mundo que se gastar choro
sentido” (37:33). Or when she comments the rapRi@ima: “- China
sofre mas ndo more disso ansim no mas. Se morasséo tava aqui
hoje” (40:45). This intertextuality with previouspresentations of
gaucho identity confirms the idea that Anahy’s refolation of gaucho
identity revitalizes regional cultural identity tane with global concerns
about the revision of the past, resulting in adcafturated identity.

4.1.2. Serious parody
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The kind of parody we find in Anahy highlights the
impossibility of accessing the past directly, aherefore, offers a sense
of the past from other texts. As Hayden White stdtine historical real,
the past real, is that to which | can be refernelgf by way of an artifact
that is textual in nature”The Content of the Forr09). White argues
for the adequacy of new techniques that mix fact éetion, such as
docu-drama, infotainment, and historical metafiction order to
represent the “events of the past that are supposkd crucial for the
development of the community’s identity” (“The Madest Event” 32).
His words are consonant with Hutcheon's view of rogg in
historiographic metafiction as “embedding of batbrary and historical
texts in fiction, but it is a return made probleimaby overtly
metafictional assertions of both history and litera as human
constructs”( “Historiographic Metafiction” 4).

In Anahy de las Misionesintertextuality begins with the
displaying of the credits, in the opening of tHefiwith the sounds of a
battle (only the sounds) referring us to a cineongéinre (war films), an
image which is soon replaced by the image of thicdhe fields. This
latter image recalls another genre (the westefmd. ilnage of the cart is
accompanied by the regional folkloric song “Premiaha,” which is
initially played softly by an orchestra but evolvedo a horror film
soundtrack. This initial sequence can be seen agentextual one since
it suggests associations with different genreschian’s description of
Contemporary Latin American fiction can help to ‘snenderstanding
of intertextuality:

Contemporary Latin American fiction has also
turned to art forms other than literature or higtor
and has thereby forced us to broaden what we
must consider as intertexts. The various “films”
described by Molina in Manuel Puigksss of the
Spider Womaiare, on one level, only more verbal
narratives; on another level, they are parodicgplay
with cinematic genres (horror movie, war
propaganda, romantic melodrama) that politicize
the apolitical (or repoliticize the propagandistic)
in terms of gender, sexual preference, and
ideology. (27)

The name Anahy itself refers to a Guarani legendorling to
it Anahy was the daughter of a Guarani chief whetldd save her tribe.
After her death, her blood poured on the swampetiinto a bush with
red flowers. Other folkloric tales are told by Ayaturing the film, such
as the M'Boitata, in a monologue that repeats entiassages of the
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short story by the same title in which the gauchitew Simdes Lopes
Neto registered the tale (18:55). She also teigdle of India Minuano,
the name of a wind coming from the south, whichcasmfused with
mermaid tales (32:07).

The subversion of the Minuano folkloric tale is iastance of
the Brazilian gaucho identity’s transculturatiorrfpemed in Anahy de
las Misiones The Minuano (wind) is the popular name given he t
South of Brazil to a cold airstream coming from #wmuthwest. The
Minuano tribe was a subgroup of the Guaianas Isjliamo inhabited
the highlands of the current states of Rio GrandeSdl and Santa
Catarina. They were not in the range of the Jesdithissions and did
not submit to slavehood. After the South of Braxis colonized, the
Minuano’s way of living was altered and they incangited the creation
of horses, making use of them to hunt, or steal,ctittle introduced in
the region by the Europeans (Becker 183). Accordinggaucho
folklore, from the union of a Minuano woman wittw&ite man — who
enchanted her playing his guitar — the first gagalere born. IlAnahy
de las Misionesthe tale is subverted: it is the Minuano womar Wwhs
the power to seduce men with her voice — the whistithe Minuano
wind — and to transform them in stones. The subdetdle refers us to
sailors’ tales about sirens as well as to the Madtisracter from Greek
mythology.

The scene in which the tale is told begins witteatteme wide
screen shot of the landscape. The upper part offrémae is still
illuminated by the rising sun. There is no sounthia transition to next
shot, in low angle, of a massive stone block. Qingn the soundtrack is
heard: a staccato note mi (E). The staccato unuderguspense.
Moreover, the jump of halftone to E sharp increamespense while it
also shows a progression that commonly appearkherbéginning of
Spanish Flamenco songs such as “Malaguefia” (Fantiscuona) and
“Noche en Malaga” (Pepe Romero). The camera mowes@ards and
follows the family of Anahy, in wide shot, pullintpe cart through a
bumpy road. Suddenly, Anahy separates from the pgreuin a
continuous movement, the camera follows her. Hatodue with the
rest of the group is coveyed in shot-reverse-sdiw:advises the men to
prevent from listening to the Minuano whistle byttjmg beewax in the
ears. Anahy’s daughter, Luna, leaves the grouga@ng her mother. At
this point, Anahy’s son, Teobaldo, tells the tal¢'lndia Minuano” to
the rescued Farrapo soldier. Better saying, heastwsdhe tale, for the
wind is whistling and their ears are full of waxul&verting traditional
depictions of women as weak and fragile, his tdheoce conveys the
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fear and despair of the male group, on one siddewdn the other side
(reverse shot), the women are powerful and calrolo&e-up in Luna’s

face enjoying the passing of the wind, as thoughas$ caressing her,
reinforces the powerful depiction of the two wombtareover, women

are inserted in the elements of nature, as tholeh were part of the
environment. In a circular configuration, the scends up with another
extreme wide shot, which moves through the landsdepving the

family and their cart out of the frame, and foragrds the group’s tiny
proportions in relation to the gigantic natural gpdo which women

were paired.

The web of tales goes on with the parallel one oaake
between the protagonist and many of the charaatethe trilogy O
Tempo e o Ventdikewise, there is also a similarity between pitat of
the film and Brecht's playsMother Courage and her Children a
mother who trades while pulling her cart and cleifdin the midst of a
war. In the article “Anahy de las Misiones’' e aldidade Gaucha,”
Bundt calls Anahy “mée coragem de bombacha” andribes the film
as a loose adaptation of Brecht's play. Anahy rédesn Brecht's
Mother Courage not only because the two of theme himtherless
children who they have to maintain in a period @i wut also because
of their awareness of the economic problems causedhe war.
However, differently from the play’s exposure of fider Courage’s
contradictions, as, for example, her longing foofjprovercoming the
will to protect her children, ilAnahy de las Misionethe protagonist is
shown as trapped within the social and historicahtext, thus,
foregrounding the oppression historically endurgdwmmen. Such a
parody of an epic matches Hutcheon’s descriptioth@fparody as used
by black women writers:

Marge Piercy'sSmall Changesnverts the male
narrative pattern of education and adventure to
offer a radical feminisescape from (rather than
integration into) the patriarchal stagee Hansen
215-16). Toni Morrison'Song of Solomonses a
traditional male protagonist but parodically
inverts the usual focus ote individual in the
world to make us consider the community &inel
family in a new light (Wagner 200-1). In a similar
way, Alice Walker calls upon ironic versions of
familiar fairy tales inThe Color Purple:Snow
White, the Ugly Duckling, and Sleeping Beauty.
19)
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In the analisys of Brecht's play, Hooti and Esmadekcribe
Mother Courage as a victim of her own deeds (1B¥VAnahy de las
Misiones however, Anahy, as well as the other female atars, Luna
and Picuma, are shown as oppressed by the sodi&listorical context.
This oppression is foregrounded, for instance,hia tlescriptions of
rapes suffered by Anahy and Picumd, and in thersttt of the denial
of property ownership by women. By the parodic mefiee to elements
from Mother Courage and her Childrergaucho male tradition is
problematized at the same time that the film penfoa critique of what
are considered to be universal values by foregnognthe context as
decisive in Anahy’'s plot. Discussing Doctorov's ebvRagtime
Hutcheon states that “Postmodern works like this contest art's right
to claim to inscribe timeless universal values, d@hdy do so by
thematizing and even formally enacting the contiefiendent nature of
all values” (“The Postmodern Problematizing of Higt 368). The
reference to Brecht's story inahy de las Misionesannot be confused
with imitation for the parodic inversion leads toreflection on the
implications of the context in relation to whatdaid to be universal
values and to ponder not only about a specifiohistl event, but about
what history is.

4.1.3. Transparency

The whirlpool of parody present #inahy de las Misionelsas
the effect of calling our attention to the cinematipparatus, thus
working against realist transparency and foregraoume view of history
as a human construct. As Stam puts it, Rim Theory — An
Introduction “the classic realist film was ‘transparent’ inathit
attempted to efface all traces of the ‘work of filmaking it pass for
natural” (143). Hiding the operations involved inetmaking of the
dominant discourse — which culminates in the ‘tpamency’ that
Hollywood classical style highly praises — guarastéor the spectator
what seems to be a direct access to truth, aneihim/her a unity of
position. In the text “Realism and the Cinema: Naia Some Brechtian
Theses,” MacCabe explains that the spectator bec@msubject who
reads the objects as they are presented to himgbeng/she is placed
“outside any articulation” (227), which logically eans also outside
production. One of the consequences of the reéilist is that it
reinforces an idea of reality that is based onideelogical notion of the
subject as well as its illusory centrality, unignd final knowledge in
relation to the objects. First, the viewer does produce any meaning,
but accepts the meanings presented by the filmhasgh they were
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produced by him/herself. And then, the text reioésrthe idea that there
is a final reality, a total truth, that reality asdbject are not made of
contradictions. For MacCabe: “What is, howevell stipossible for the
classic realist text is to offer any perspectives struggle due to its
inability to investigate contradiction” (225). Hower, he states that
there is the possibility to problematize the positof the subject within
the classic realist text since “the dominant dissewcan be subverted,
brought into question” (“Realism and the Cinema7R2According to
him, it is possible to detect some moments of stdiee, which he
compares to verbal slips, “theseomentsare those elements which
escape the control of the dominant discourse instme way as a
neurotic symptom or a verbal slip attest to thek lat control of the
conscious subject” (227). The excess of intertdityugurely can be
listed among those strategies, for “metalanguangdhe filmic text
making reference to other texts —, renders thetiposdf the spectator
problematic when a fluid and easy reading of theatiae is interrupted.
Furthermore, the interruption of the narrative fltwough the reference
to other texts draws attention to its construciziire.

The language spoken by the charactersAmahy de las
Misiones also performs the function of rendering problemaite
position of the spectators. They speak in a mixtdir@rchaic Portuguese
and Spanish which is difficult to apprehend at tfilsut not
imcomprehensible, especially to Brazilian gauctsdt observes the
difficulty that this language brings to the speatat

Outro ponto diferenciador deAnahy de las
Misionesé a opcao por trabalhar com didlogos
fieis ao linguajar tipico da época narrada,
pesquisando em autores como Simdes Lopes Neto
as formas lingliisticas ora utilizadas. Assim, as
personagens travam didlogos cheios de expressdes
inicialmente estranhas ao ouvido, mas que, como
o proprio filme, convidam a uma aceitacdo, uma
interpretacdo da prosa estilizada, em um portunhol
arcaico falado naquelas regibes fronteiricas.
Falam-se em “feredimentos”, “paisanos”,
“relancinas” e uma série de outros termos
desconhecidos das platéias, o que expressa a
inovacdo do diretor nessa opgdo, ja que isso
poderia limitar — como de fato limitou, a boa
aceitagcdo do filme no circuito nacional. (4)
Analyzing the representations related to the issugaucho identity
through the discussion of the representations of regional
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cinematography from 1994 to 2004 constituted byllpecess, Gutfreind
and Escosteguy state: “[a linguagem] esteve eméatid na producéo
de Anahypor recuperar uma forma antiga de falar portugugturado
com expressbes castelhanas, que lembravam a falgadcho da
primeira metade do século XIX.” (33) However, irsteof only aiming
at verisimilitude, the choices in relation to laage eventually lead to
different effects, such as empathy.

In the article “Monoglossia enAleluia, Gretcheri Gatti
analyzes the film&odelo 19(Armando Couto) and\leluia Gretchen
(Sylvio Back),in order to discuss the effects of language inrme-
particularly Portuguese language in Brazilian ciaeMrawing on the
bakhtinian concepts of poliglossia, the multiplicitf languages, and
heteroglossia, different forms of a language, His tae use of only one
language to represent different languages and tc¢amonoglossia.”
He points out how the non-realist choice of depifioreign characters
speaking Portuguese with perfection can have diffeeffects. It can
cause empathy and the suggestion that they wilptada the new
country in Modelo 19 (143) or strangeness and unfamiliarity when
approximating threatening characters and ideolaggveryday life in
Aleluia Gretchen(144). In “Poliglossia in Women’s Film<Carlota
Joaquina Notes on the Presence of Languages in Film,"i @aints out
how the use of current English spoken by charadiess represent
Soviet citizens in the filnNorth Star(Lewis Milestone, 1943) makes an
exotic environment sound familiar (14). On the othend, he states that
the poliglossia that could be a realist choicehmfilm Carlota Joagina,
Princeza do Brasil(Carla Camurati, 1994) ends up to emphasize the
theatrical style of the film (23), especially besaCarlota Joaquinais
“very far from the films whose stars carefully ¢udite accents” (23). In
the case ofAnahy de las Misiongesve can observe both poliglossia,
since there are two languages being spoken (P@segand Italian), and
heteroglossia, Portuguese being spoken with diffesccents. The
Argentinean character speaks Portuguese with agstspanish accent,
typical of nowadays tourists, with no traces ofhaic language. The
Italian hero, Garibaldi, speaks in current Italian subtitled in
Portuguese. The other characters speak a mix baiar®ortuguese and
Spanish that tries to reconstitute the languagbeoperiod. The effort to
understand what the characters say underminesttérapds for realist
transparency. In addition to that, the non-trarespey of the film
reveals a view of history which is characterisfi¢iotcheon’s definition
of postmodern fiction as historical. Hutcheon hogrekemarks that at
the same time postmodern fiction ironically probédizes history
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foregrounding its human constructed nature (10usTHAnahy is far
from being a historical film that lacks accuracyaor empty mimicry of
other texts and genres. On the contrary, it isrg edtical revision of
history that is in consonance with contemporarpvecy of previously
marginalized characters while it foregrounds issofeglentity and an
examination of history as a human construct.

Examining the relations between Brazilian audioaisu
production and governmental incentives in the 1898), Simis and
Pellegrini acknowledge the presence of a postmodersthetic in
Brazilian cinema since the 1980’s. However, intretato the recent
return to historical themes in Brazilian literaturand cinema
productions, includind\nahy the las Misione¢hey state that:

...a énfase nos roteiros histéricos, mais do que
constituir um trago poés-moderno (presente na
literatura e na filmografia ocidentais notadamente
a partir dos anos 80), e longe de significar um
apartheid nacionalista, aqui parece representar
uma espécie de tentativa positiva de recuperar e
consolidar uma “nacionalidade”, uma
“identidade”, um “retrato” que se apresente como
diverso daquele proposto pela homogeneizacédo de
um mercado globalizado. (7)
The concept of postmodern in this statement seerns tn conflict with
the ideas of “positiveness” and ‘identity,” while harmonizes with a
globalizing aesthetics that promotes homogenizat@m the contrary,
what | suggest through my readingAriahy de las Misionds that it is
informed by postmodern debates about history, dfictand identity
while at the same time, and particularly becaus¢haf, it revitalizes
regional contents. The gaucho identity reconstdictehe film includes
formerly excluded groups, such as the women, tsabiid, and the
dispossessed, while it foregrounds this constroctias human
articulated, thus avoiding an essentialist viewfeformulation.

4.2.Netto Perde sua Alma
The film Netto Perde sua Almavhich was awarded prizes at

Festival de Gramado and Festival de Brasilia de@a Brasileiro, is
directed by Beto Souza and Tabajara Ruas, whosesare relevant in
Rio Grande do Sul cultural scene. Beto Souza @mglist who works
in audiovisual production. Involved with cinema guations since
1985, Souza has participated in seven films e#isedirector, producer,
screenwriter, or editor. Tabajara Ruas has puldistig novels and
participated in many television and cinema projeasswriter, director,
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and producer. InPAnahy de las Misiongshe assisted in writing the
screenplay and iA Casa das Sete Mulherks worked as an adviser. In
Porto Alegre, capital of Rio Grande do Sul, he wasrded the Erico
Verissimo Prize for his lifetime achievement. Thady of his work is
mostly devoted to historical themes set in southgrawil. About the
Farrapos War, Ruas wrofe Guerra dos FarrapogTabajara Ruas &
Flavio Colin), which tells the Farrapos War histamystrips, the novel
Netto Perde Sua Almand the trilogyOs Vardes Assinalados

The film Netto Perde Sua Almareleased in 2001, is an
adaptation of the homonymous novel written by Ruasl995. In
general lines, the historical novel tells the stofyGeneral Antbnio de
Souza Netto from his participation in the Farraypéar until his death in
a military hospital during Paraguay War — a wamleein Paraguay and
the ally countries Brazil, Argentina and Uruguayatblus da Rosa
Pereira sees, in the novel, tendencies and chasticte present in
Hutcheon’s description of historiographic metaficti (90). Pereira
identifies similarities between the novéetto Perde sua Almand the
historiographic metafiction in the novel's irony i@ peculiar
characterization of a well-known historical perdapa(90). He also
identifies this similarity in the parodic form dig novel’'s inversion and
recontextualization of previous texts (91) as waadl in its conscious
mixing of different genres (98). Furthermore, Perefraces another
similarity in the blurring of boundaries betweene tlreal and
supernatural domains (98).

In his analysis oNetto Perde sua Alm#&ereira foregrounds the
idealization of the protagonist, Netto, in the filas opposed to his
characterization in the homonymous novel, in whégbry good aspect
of Netto’s personality is counterbalanced with @ita¢ion or a fault
(107). For Pereira, while the novel participates tire project of
postmodernism in its foregrounding of history (e film's objective
and well organized world proposes an idiosyncraiewv of the past

(114). In his words:
O retrato positivado do protagonista do filme
confere a obra uma representacdo do passado que

6 In his dissertation“Passado a Limpo: A Caracéedp do Protagonista e a Representacéo da
Histéria em “O Sobrado”, de Erico Verissimo, e Ne®erde Sua Alma, de Tabajara Ruas, e
em suas Adaptacdes Cinematograficas.”, Pereirgyzzslusing a comparative approach, "O
Sobrado", a part of the trilogy Tempo e o Ventand its film adaptation from 1956, as well as
the novelNetto Perde sua Alm&l995) and its homonymous film adaptation, aimatg
establishing relations between the characterizatfothe main characters, Licurgo Cambara
and Netto, respectively, and the representatiohigibry along with the investigation of the
gauchoidentity implied in these representations.
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reitera e confirma os textos consagrados pela
histéria oficial, como os de autores como Aquiles
Porto Alegre, Alfredo Varela e Othelo Rosa, que
ressaltam o carater coletivo da decisdo da
proclamagdo. No filme, a narrativa dos
acontecimentos histéricos em si ganha maior peso
porgue existe uma identificacdo entre o destino
individual do protagonista e o destino coletivo, ja

que Netto ¢é praticamente desprovido de

interioridade. (123)
Pereira presents an acute analysis and is verp éhduis observations,
focused on the characterization of the protagomistthe film as
compared to his characterization in the novel, @lsly in accordance
with the aim of his investigation. The necessitynafrowing his focus
leaves out of the analysis some aspects whichlsoeiraportant in my
analysis of the representation of history and oficha identity as
foregrounded by the film, which include the mergiofyfantasy and
reality — which Pereira pointed out in his analysfighe novel — in the
construction of the film's narrative as well as tlepresentation of the
black soldiers, which performs a recovery of thele in Farrapos War
history.

In order to investigate those issues, the nextestions discuss
the merging of reality and fantasy in the narratbfethe film Netto
Perde sua Almand the representation of Afro-descendants irfikime
The discussion aims to foreground the ways in wihiehfilm is inserted
in the contemporary postmodern project, thus resdaalizing gaucho
history and identity.

4.2.1. Netto’'s Phantoms

According to Huyssen, the emerging of memory diseesl is
directly linked to the revision of history, whicls itypical of the
contemporary moment:

Memory discourses of a new kind first emerged in
the West after the 1960s in the wake of
decolonization and the new social movements and
their search for alternative and revisionist
histories. The search for other traditions and the
tradition of “others” was accompanied by multiple
statements about endings: the end of history, the
death of the subject, the end of the work of as, t
end of metanarratives. Such claims were
frequently understood all too literally, but in the
polemical thrust and replication of the ethos of
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avantgardism, they pointed directly to the ongoing
recodification of the past after modernism.
(“Present Pasts” 22)

The film Netto Perde sua Almeetells the history of Farrapos
War through the recollections of the main charackerthe military
hospital, Netto is dictating a letter to be senhi® wife. The chain of
events in the film follows the remembrances thahedao him as he
dictates it. His voice makes the link between ttenes in which he is at
the hospital dictating the letter to those in whilbh past is depicted as
the historical events are narrated. In this tréorsitthe voice of the
character becomes a voice-over narration. Voice-®/a commentary
by one of the characters in the action, differeoirf voice-off, which is
the commentary by an anonymous speaker (Stam &0nl.lt is not
within the diegesis, as the dialogues between lleacters, neither it is
out of the narrative space, for the voice is asdedi to a character.
What should be an external and objective narratsynthen, totally
subjective and charged with emotion. Describing thessical film
narrative, Bordwell asserts that there is a typmalement of narration
which begins as self-conscious and is restrictetheopoint of view of
one character, then becomes omniscient and urmetcous, and
regains self-consciousness at the end of the fdm,an attempt to
involve spectators in the narrative without calliagtention to its
medium. In his words,

In the classical film, the narration is omniscient,
but it lets that omniscience come forward more at
some points than at others. These fluctuations are
systematic. In the opening passages of the film,
the narration is moderately self-conscious and
overtly suppressive. As the film proceeds, the
narration becomes less self-conscious and more
communicative. The exceptions to these
tendencies are strictly codified. The end of the
film may quickly reassert the narration’s
omniscience and self-consciousness. (25)

In Netto Perde sua Almahowever, the end of the film can
hardly be described as realist or as enhancingeaency. Since the
beginning, the film alternates between the pharagsmc atmosphere
in which the character is living and the flashbairksvhich the past is
depicted. In the story, this can be suggestivehefuse of morphine to
endure pain. The lighting used in the hospital sserthe trembling
tracking shot that advances through the hospitaida's, the characters
involved in the mosquito netting resembling phargpand even the
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name of the place where the black soldiers wasettle —Encantadas
(Enchanted) — contribute to this atmosphere. By ghme token, the
parodic reference to other works of art and telds aalls our attention
to the medium, foregrounding that the film is om&ttamong many
others and help in the creation of a fantastic mood

The intertextuality of the film can further be samrthe shot of
Netto in the hospital bed resembling Jesus Chffigr daving been
taken from the cross or in the depiction of deathttee mythological
boatman to whom Netto must give a coin. Insteafthafly restoring the
real world, the film eventually leaves spectatorghe midst, and mist,
of unreality. In the final scene, the film reve#tisit the character with
whom Netto has been talking for a long time attibspital — Sargento
Caldeira, who is Netto’s constant companion invilae — had died long
ago in a battle. Furthermore, this revelation i dicectly told and, as
the whole scene, is depicted in a fantastic overtas Netto and
Caldeira run away from the hospital and get toriber bank, Caldeira
tells Netto to go alone because he had already rntal¢passage.”
Netto reacts with surprise and sadness but promagttepts his destiny
— death —, paying a coin to the covered boatmaneaigting the boat
with a serene but proud posture, which contrastsfelierish behavior
he had when he was at the hospital rememberingdss Finally, we
can see Netto’s corpse lying in the boat as itsadehe mist.

This ending has the effect of involving the whoilnfin a
fantastic atmosphere, disturbing its attempts tde/aerisimilitude and
problematizing the narrative of historical — FaoapWar — events.
Hutcheon lists “our beliefs in origins and endsityuand totalizations,
logic and reason, consciousness and human naturgreps and fate,
representation and truth” as part of the set otucall assumptions
challenged in and by our postmodern current moitighie Postmodern
Problematizing of History” 365) and the filiketto Perde sua Alma
when it disarticulates the hierarchy between ngalitd fantasy, not only
challenges any clear boundaries between them harad reality) but
also problematizes historical discourse, when #ny yepresentation of
history becomes part of a phantasmagoric tale. y&ima the
supernatural ending of the novel, Pereira acknoydedts relation to
postmodern concerns about history:

Muito ao contrario de ser uma falha na obra, essa
solucdo sobrenatural e inexplicavel em termos
realistas demonstra o quanto o romance de
Tabajara Ruas esta preocupado, tanto no nivel
tematico como estrutural, com questdes de ordem
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mais espiritual que terrena, a0 mesmo tempo em
gue contradiz a tradicdo realista dos romances
histéricos com base na “teleologia, fechamento e
causalidade da narrativa” (HUTCHEON, 1989, p.

63). Essa caracteristica do livro em questao
também evidencia a problematizacdo da

subjetividade de Netto como um narrador, pois

apaga as fronteiras entre o real e o sobrenatural
nos acontecimentos narrados, evitando que eles
sejam tomados como conclusivos e verdadeiros,

“como uma recusa ao fechamento dedosque a
narrativa costuma exigir’ (HUTCHEON, 1991, p.
160). (98)

The final scene suggests a contrast between Netm'hled
behavior, while remembering his past, and his sgrewhen death
comes, thus making possible a reading of his restgmices as a
confession of his sins.

4.2.2. The Black Netto

The Farrapos War can be described as an interreddili2n
conflict between the province of Rio Grande do 8uotl the central
imperial government, from 1835 to 1845. AccordingPesavento, the
rebels were defeated, because the province codtiouge subordinated
in great disadvantage to the center, yet they wetalefeated in battle,
but accepted a peace treaty that gave them amnggityg rise to an
idealization of its heroes in a regional scopeRevolucdo Farroupilha
9). The insistence on Netto’s stating this defeatlear words and the
importance that this fact achieved in the film’srative is only one of
the moments, among several, in which the film amhtts the idealizing
tendencies of Farrapos War traditional historiogggapvhich preferably
highlights the honored and peaceful agreement lggtwhee parts (7).

Pesavento remarks that not only was the Farrapos &Va
rebellion of the owners of land and cattle agagesitral politics (9) but
also the idealization of its heroes by traditiomatoriographic discourse
from the beginning of the twentieth century had tlaction of
legitimating and providing cohesion of the hegemarligarchic group
which maintained the power in Rio Grande do Suliadned years after
Farrapos War (8). She calls attention to the fa&t Faroupilha’s heroes
were always members of the oligarchies, a fact thegional
historiography has avoided to foreground until rdlge “Todavia, se se
cantam em prosa e verso as virtudes do gaucho,rhatoecampo em
geral, quando se aponta um exemplo de toda egta,gide pertence,
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sem duvida, aos elementos ligados a oligarquid’rir3d). In the film, it
becomes very clear that Netto is part of the oliggiwhen he is shown
very well dressed being introduced to his futuréeywMaria, by the
British consul. In the subsequent dialogues withriM&e states that
horses are his business, which establishes himm aistocratic land
owner.

The major discrepancy that the film presents iratieh to
official history and to traditional gaucho identifig shown in its
representation of the black people. Pesavento iaspthat, if the cattle
farms did not need slaves, except to work in thénteaance of the
house and in order to show the farmers’ wealthhmcharqueada%
where the meat was processed, the black slave'kfavoe was widely
used, although the slave population was not selaggause it did not
represent such a strong economic driver as sugarfamms in the
Brazilian Northeast region, for instance (27). kr ldescription of the
conflict, she asserts that, although official higtgraphy spreads the
view of Farrapos War as, among other liberal ideais abolitionist
movement, in their governmental experience thefiedtslavehood, as
the liberation of some slaves only happened bec&tesemen where
needed as soldiers:

O fato de escravos terem sido alforriados no
decorrer da revolugdo deve ser entendido néo
como uma tendéncia emancipacionista, mas em
funcdo das necessidades de guerra, que obrigava
primeiro a dar condicdo de homem livre ao
escravo para depois arma-lo e torna-lo um
combatente da causa rebelde. (63)

Moreover, little attention has been paid to thesrof Black
people in Farrapos War until very recently. Nettiolsalization in the
film includes depicting him as supporting aboliigm; nevertheless, not
only does the film foreground black people’s raid-arrapos War, but it
also denounces their sad fate after it. As stayd@ldveira:

Ainda assim, tanto o filme como o livro sobre o
general Netto demonstram uma preocupagdo em
incluir na histéria personagens até entdo
apagados, como o caso da participacdo dos negros
na Revolucdo Farroupilha e na identidade do
gaucho. Nesse sentido, Vinicius Pereira de
Oliveira e Daniela Vallandro de Carvalho

" Places where the jerked meat callddrqueis processed (“CharqueWWikipedia: the free
encyclopedia
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enfatizam que recentemente a televisdo e o
cinema foram responsaveis por retomar a questao
da importancia dos lanceiros negros na Revolucdo
Farroupilha, promovendo sua incluséo na histéria
do estado. (127)
But Netto Perde sua Almgoes beyond the simple insertion of formerly
excluded groups. The participation of black peaplBarrapos War is a
major issue in Netto’s reminiscence and their &t sin from which he
wants to be absolved.

The importance of black people in the war can h@etgended
in the scenes in which Milonga, a young slave wiamta to fight in the
war, is shown to save Netto’s life. After savingttdehe appears on the
top of a hill against the infinite landscape of teen highlands, his
body enlarged by the rifle, almost as a super hdévidonga’'s
presentation to the Farrapos army is depicted asramony that
resembles Candomblé rituals, in which many elemaftsAfrican
culture can be identified: white clothes, danceant, and the special
soundtrack composed by Afro-descendant gaucho rans@iba-Giba
(“Tema do Milonga”).

The scene begins while Milonga and Caldeira watknfrthe
place where Netto is staying with other militaryficérs. They enter
another place, which resembles a fantastic cirouthe middle of the
war. This new space is announced by a black mavhite clothes who
peeps after the passing of Milonga and Caldeira ldodis a torch,
making us remember the circuses’ fire-eaters oglijng shows very
popular in raves nowadays. The fire of the torchireg the night sky
occupies the screen and, next, the sound of péveusaisic is heard
and we see Milonga and Caldeira arriving at anathding, where there
are many black people singing and dancing. Thevéesteremony
shown in this scene develops around a fire. Theeciof people who
dance and sing with the fire in the center is tlaekiground to the
interaction between Milonga and Caldeira. Milongapresented to a
woman who seems to represent some kind of authfwityhe black
people and enacts a rite analogous to a baptismthét passing of a
white cloth in Milonga’s face. At this point, theieanother close-up of
the flames.

The fire can be a hint of the transformations é&dcin the
people who experience a war: like the steel thablves more resistant
after passing through the fire, a person is transd by the violent
experiences of the battles. On the other handsdt goints to the bonds
between the participants, in a reference to tHergifit materials that can
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be amalgamated in the presence of high temperd&yrée same token,
the scene in which Milonga is being accepted aslackBLancer
resembles a party which suggests with drums, mukaogce, people
smiling and shaking hands. The framing is compasedlose-ups of
happy faces and percussion instruments, mediune-cips of the black
characters dancing and playing, and medium shaigethier with the
circular disposition around the fire, it foregrosritie bonds between the
black people. It is interesting to note that margmen also appear in
the scene; possibly the family of the black sokl@ccompanying them
in the war. The predominant, almost exclusive, kre black, white
and red, illuminated only by a fill light, which,iprobably, used to
reproduce the fire light. In addition to that, thee of lighting also
reinforces the fantastic atmosphere of the scenshich no word is
spoken. Thus, communication is made through thbange of glances,
but there is no shot-reverse-shot, as it woulddpeeted.

Besides showing the liaison among the charactees)ack of
dialogue also emphasizes the importance of theantike close-ups of
musicians and instruments, as well as the reitgrafgpearance of the
composer of the song show a similarity to videcclim the middle of
the scene we can hear the lyrics of the song céllecha do Milonga
(“Milonga’s Theme”), by the composer Giba-Giba —wall known
musician in Rio Grande do Sul musical circuit —,ichhsays “Salve,
salve meu bom irmé&o,/ Vou passando por essa gueuntahdo por
igualdade/ Liberdade ndo se espera/ AcreditavaGaaeral/ Em quem
Ihe deu esta vitdria/ Este negro alforriado / Vaidar a sua histéria.”
The lyrics touches upon important themes in tha,fthe importance of
the participation of the Black soldiers in the Baws War and the wish
for freedom and equality. Furthermore, anachronisreated by the
insertion of elements that refer us to the presenthe midst of a
historical narrative, reinforces the fantastic masdhe scene. At the
same time, the scene combines the representatiogawtho black
people from the past with the insertion of realdm@ublack people and
cultural manifestations related to popular massrémhment in the
present times, within the film's narrative of therfapos War. The
dialogue between North-American popular cultureyol@ traditional
identity, and black people’s cultural identity whitas been effaced
from history recreates and revitalizes the Brazitiaucho identity.

The climax of the scene happens by the end otignaMilonga
takes off his white shirt and puts on the red umifchandled by
Caldeira. The change from white to red clothes egavhe change in
Milonga’s status as well as points to the transtdioms that his
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character is about to suffer: from innocent youaigsd experienced
soldier. At this point, Sargento Caldeira, the attyaracter who did not
seem to participate in the general happiness oéflveonment, smiles
and hugs Milonga: he is accepted as a fellow inttlaek Farrapos’
community.

In the depiction of the famous Batalha do Seivadits of Netto
alternate with shots of black soldiers and it i @f thelLanceiros
Negros (black lancers) that catches the main imperialyaofficers.
Differently from Milonga’s entry to the Farraposinay, where only
black people take part, after the battle, black afte soldiers are
shown celebrating and havirghimarrad together, while the officers
discuss the foundation of a republic. This scereesnthe possibility of
the democratic republic dreamed by Netto.

Moreover, the most prominent supporting charactehe film
is the black officer Sargento Caldeira. He givesw@do the last Act of
the film (the film is divided in acts, which caltsur attention to the
constructed nature of its narrative. They are: AtcCapitdo de los
Santos; Ato Il: Milonga; Ato lll: Republica; Ato IVAs Encantadas;
AtoV: Senhorita Maria; and Ato VI: Sargento Cald¢ibut he appears
by the end of the first Act. Caldeira is Netto’sistant companion in the
film, acting as a friend, defender and counselorthie film, Sargento
Caldeira acts as a double for Netto. Although atiyaofficers tell Netto
that he should declare Rio Grande do Sul a Repuaigart from the
Imperial government (Republica Piratini or Riogranse), he only
makes his decision after asking for the advice ald€ra. Arriving at
the hospital without being noticed, Caldeira, whigt on we discover to
be already dead, sits on a chair next to Nettods Heis the dialogue
with Caldeira that foregrounds the changes in Nedtiey recall their
past and Caldeira reminds Netto that he assergdhb only important
things in life are political facts, to which Netmswers that he has lied.
In the course of their dialogue, Netto’s reminisms) become mixed
with Caldeira’s memories.

Freud describes the uncanny as “that class of eéhdying,
which leads back to something long known to us.eovery familiar”

8 A traditional South American infused drink, pregeh from steeping dried leaves of yerba
maté (lex paraguariensisknown in Portuguese @&va matg in hot water. According to the
gaucho tradition, drinking thehimarrédotogether implies a bond of acceptance and frigpdsh
(“Mate (beverage),Wikipedia: the free encyclopedia
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(1-2). This description matches the apparition afd@ira in the hospital
as well as the revelation that he is already deatié end of the film:
once very familiar to Netto, now he appears as anfgm. Moreover,
one instance of the Freudian uncanny is the douhbiansferring of

mental processes from one person to the other + whashould call

telepathy — so that the one possesses knowledgmgi@nd experience
in common with the other” (9). This transfer of rtenprocesses is
observable between Netto and Caldeira.

When Netto tells Caldeira that he remembers manyitie
deaths, Caldeira answers that he only remembersandethere is a
transition to the fourth act, “As Encantadas,” tiegion where black
people want to settle in. “As Encantadas,” beginth wlialogues in
which Netto did not participate, only Caldeira waresent. In those
dialogues, the problem of black people who foughFarrapos war
becomes clear. Milonga says, showing his crutcteegem foi que um
dia me disse: ‘Milonga, quando essa guerra acabamecé vai estudar,
vai entrar para a politica, vai ser um advogadm fei o que eu ganhei
Sargento!” Instead of freedom, the black Farrapssldiers faced
another kind of slavery; they had to enter the ingbarmy and move to
Rio de Janeiro not to be considered deserters. Bhgieople from
whom they tried to steal food, one of the formexckl Farrapos dies and
the film cuts to a priest giving absolution to NetfThis transition
enables the reading of the black soldiers’ illuston eventual disgrace
as Netto’s fault. When Milonga tries to kill Nettw the church’s door, it
is Caldeira who saves him, kiling Milonga — thelyreath that
Caldeira remembered.

By the same token, the doubling effect appears wleddeira
asks Netto permission to kill a man — the officantez who is also at
the hospital — while Netto asks Caldeira to kilbdrer man for him: the
doctor. The deaths are performed by both and, whkenlearn that
Caldeira is already dead, we wonder who reallye#ithe two men, or if
they were killed in fact. Finally, it is Caldeirahe walks with Netto
towards his fantastic death — as though, afteblhek soldiers’ delusion
is exposed, Netto can rest in peace.

This reading of the film suggests thég¢tto Perde sua Almis
tuned with the postmodern de-stabilization of Mehnges, since it
mingles fantasy and reality, thus counteractingieawvof history as
definite truth. Moreover, it promotes a revisiontleé past in which the
role of Afro-descendants in the history of Rio Giando Sul is
recovered. Thus, the film’s view of history and riévision of the past
lead to a reformulation of gaucho identity whiclpagpriates features of
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its previous constructions as well as it incorpesat new view of it as
more inclusive, in the recovery of a formerly extgd group (the Afro-
descendants in Rio Grande do Sul), at the sameatinieworks against
essentialist readings of history and identity wiitede-destabilizes the
boundaries between real and supernatural, trutfaanasy.

4.3. Reformulations of Brazilian Gaucho Identity

Anahy de las Misioné®cuses on marginal types and characters
whose stories happen in parallel to Farrapos Waweyer, the war is
determinant in their lives as much as they are ssug to the war's —
and its soldiers — maintenance. The film’s depiciid the recycling of
the battle’s leftovers, by Anahy and her famihsaatecycles the official
history of the war, including those characters wiere left out of it.
Netto Perde sua Almaon the other hand, departs from a central
character of Farrapos War's official history, then@ral Antdnio de
Souza Netto, to pull to the center of its histdrizarrative of the war the
black soldiers, who were formerly left in the magi

Thus, the similarities in the Brazilian contenmggr historical
fictional films Netto Perde sua Alma&nahy de Las Misioneand A
Casa das Sete Mulhergs beyond their period and place of production.
Likewise, their common points are not restrictedhe historical time
and geographic space of their fictional narrativébey share the
restoration of history and the reformulation of gaa cultural identity
as more inclusive. Furthermore, the transculturalodue through
which they reconstruct gaucho identity also inchidetertexts that
range from American pop art to Greek mythologyadidition to that,
the narratives of the two films destabilize the tdaries between
popular and classical art, fantasy and realitytohyjsand fiction. Thus,
both films transform the gaucho cultural heritage the light of
postmodern contemporary aesthetics and conterdsisdulturating
Brazilian gaucho cultural identity.
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CHAPTER YV
A CASA DAS SETE MULHERES

From January " to April 8" 2003, the historical serigs Casa
das Sete Mulhere§laime Monjardim and Marcos Schechtman) was
displayed in the Brazilian television network Re@dobo. It was
exhibited in the form of 52 episodes of 40 to 4bhubés from Tuesdays
to Fridays. The series is adapted from the homomgniistorical novel
by Leticia Wierzchowski and tells the story of seweomen during the
period of the Farrapos war in Rio Grande do SuthRfbirectors have a
consistent body of work in Brazilian television amgdtorical television
series. The director Jaime Monjardim was one ofdinectors of the
soap operdantanal from 1990, which attracted large audiences to the
extinct television network Manchete in an unusualet slot. Marcos
Schechtman and Jaime Monjardim produced and dadoigether the
soap opera Histéria de Ana Raio e Zé Trovawith the same cast as
Pantanal In Rede Globo, which displayed Casa Das Sete Mulheres
Schechtman directed many soap operas and serielsidiilg the
historical seriesAmazénia: de Galvez a Chico Mendéom 2007,
nominated for best direction in Prémio QualidadadBr Monjardim,
who won the audience award in the Havana Film ¥astor the film
Olga, directed and produced innumerous works on Beazilelevision,
including five historical seriefRosa dos Rumpg£hiquinha Gonzaga
Aquarela do BrasjlMaysa - Quando Fala o CoracéandA Casa das
Sete Mulheres.

In her analysis of Wierzchowski’'s novel, Raquel&ikees the
retelling of Farrapos War history from a femininergpective as a
rupture with patriarchal hegemonic discourse, ine tmovel's
appropriation of individual and collective histolyy women (16).
Moreover, she points at the problematization ofdnisenhanced by its
reinterpretation foregrounding women’s multipleisbooles (17). In the
series adaptation of the novel, the gaze uponrkiséwisions Brazilian
gaucho history, reinserting formerly excluded gapd foregrounding
national and regional contradictions and complesiti

In this chapterA Casa das Sete Mulherissdiscussed drawing
on Andrew Higson’s description of the heritage gefiilms. Moreover, |
will counterpoint Higson’s reading of the genretlwindreas Huyssen'’s
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analysis on the musealization that pervades cordenp culture.

Musealization is used to describe the recent alltphenomenon of
foregrounding strategies such as collecting, citiagd appropriating,
usually with the declared purpose of criticizingncepts such as
uniqueness and originality (“Escape from Amnesid). Examples of
the musealization phenomenon can be observed,disgdo Huyssen,
in “the historicizing restoration of old urban cers, whole museum
villages and landscapes, the boom of flea marketsp fashions, and
nostalgia waves” (14). AlthougA Casa das Sete Mulheressembles
the heritage films in its representation of theioratl past through a
museal gaze, | argue that such view is not nedgssanservative or

oppressive. Furthermore, | will discuss the resaftshis museal gaze
upon gaucho history and identity, a gaze whichdgayends national and
regional paradoxes and complexities and reconstrgaticho history
and identity building a new cultural heritage.

5.1. Heritage and Musealization inA Casa das Sete Mulheres

In the article “Representing the National Past: thigg&a and
Pastiche in the Heritage Film,” Higson analyzes raug of films
produced in Britain in the eighties that can alsodiescribed as quality
costume dramas. Higson is particularly interestethé way those films
represent the national past and the results of rifjisesentation for
contemporary spectators. Although Casa das Sete Mulheres a
Brazilian TV series produced at least ten yeaer lahd dealing with a
regional scope within the Brazilian national paste choice of
discussing it drawing on Higson’s analysis of tlkeitage genre is based
on three factors: the quality of the literary addiph, the context of
globalization, and the representation of the nafipast.

Higson acknowledges that the heritage film oweshitc the
tradition of the BBC classic series and the quditgrary adaptation”
(111), and he even includes two TV series in thelecyf literary
adaptation. In addition to any similarity due te@ timedium, it is clear
that BBC historical series set as much a standar&lobo TV series as
Hollywood international cinema. It is for this reasthat Higson points
out that the obligation of the cinema and TV prdduto succeed
internationally — and also nationally, | would addrequires to some
degree an effacing of the specifically national. tBa other hand, both
the heritage films and Globo historical series tse national (or
regional) past as their marketing strategy. Theatimls between the
regional and national past and identities needetfulther investigated,
particularly in the case oA Casa das Sete Mulhere&n interesting
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research question to be considered is whether btheoGlobo series
tries to work regional pasts and identities intob@ader national
panorama in such a way that involves as much thelusion as their
exoticization. This relationship, however, is noing to be pursued in
this discussion.

Although it is not my aim in this dissertation toadyze at
length the economic and cultural contexts of thatdge films orA
Casa das Sete Mulherdscannot fail to recognize that both appear in a
period when the national identity of their respeettountries increased
its intercultural relationships with other natiof@ggntities. Certainly, the
specificities of each case differ. Britain is thenter of a previous
colonial empire receiving the migrants from itsnfi@r colonies (Young
2). Brazil also receives migrants but, mainly,ashalways suffered the
influence from economically and historically hegemaonations. What
is important to be considered is that both thethgei films andA Casa
das Sete Mulhereappear during a process of growing economic and
cultural globalization in which the increasing ohtdrcultural
relationships can be experienced as a threat fiburali identities, a
threat that they will somehow respond to.

Another factor on which the choice of analyziAgCasa das
Sete Mulhere relation to Higson's discussion of the heritdidyas is
based — and which will be the focus of this chaptes the similarity in
terms of the representation of the national/redipaat (the features of
this representation) and the results for contemgaectators. The first
feature that the heritage film addCasa das Sete Mulherskare is the
audience, which is “primarily middle-class and digantly older”
(110) than the mainstream film and television andés. In the same
way that heritage films operate, according to Higsat the “culturally
respectable, quality end of the market” (1) asa das Sete Mulheres
is an effort on the part of Globo TV to attractatult spectatorship who
is used to literary and good-taste canons. Not lBnce, the central
intertextuality of the heritage cycle and the GIlabé historical series is
the adaptation of literature classics as the mi@is@Anarquistas Gragas
a Deus adapted from Zelia Gattai's homonymous novel &rdnde
Sertdo: Veredasbased on the novel by Guimardes Rosa. The lterar
adaptations invoke a “national intellectual tramfiti (115). A Casa das
Sete Mulheress also the adaptation of a book, however, it is a
contemporary one written by the not previously fasmievoman writer
Leticia Wierchowzki. Higson remarks that the hgdtagenre “can also
invent new texts for the canon by treating otheswisarginal texts or
properties to the same models of representationrendeting” (115). It
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is interesting that some of the generic qualitiethe heritage films that
also appear inA Casa das Sete Mulhereme “the discourses of
authorship and authenticity, which stress origigalind uniqueness
rather than similarity and repetition” (116). Ttasthorship is doubly-
coded in terms of the series director and authdh@&ource novel. The
director's authorship was extensively foregroundedhe marketing

strategy of A Casa das Sete Mulhereshe TV advertisements
announced it as Monjardim’s art piece. The sam@dragd in magazine
advertisements, articles and reviews. This strategy extended to the
selling strategy of the DVD pack of the serieswascan observe in the
synopsis of the series circulated by an electrboakstore:

A minissérie que foi sucesso na Rede Globo trata
de uma histéria de amores e desencontros que vai
conquistar seu coracdo de imediato. Um dos
episdédios mais turbulentos e emocionantes que o
pais ja conheceu é magistralmente retratado nesta

minissérie, com direcdo de Jayme Monjardim.
(Saraiva.com.br)
We can notice that the name of the actresses atuisaare not
mentioned, even though they are very successfBtaazil. On the other
hand, the text calls our attention to the nameheftelevision network
and to director's name which closes the text.
On the other hand, as Higson argues,
...literary authorship, the process of writing itself
is foregrounded in the recurrent narrative episode
of a character writing or reading a letter or alhoo
either aloud or in voice-over, thus celebrating the
purity of the word. Literary adaptations also, of
course, foreground the authenticity of the
‘original’ by their effort to reproduce dialogue
from the novel for characters in the film, or to
transpose the narrative voice of the novel to the
speech of those characters. (116-17)
In A Casa das Sete Mulhereme of the characters is Manuela (Camila
Morgado), the writer of the diary, which, imagingriwill eventually
become the source book of the series. Many scemes #$lanuela
writing her diary, reading it aloud, or we just héer as a voice-over
narrator. Furthermore, some sequences are showlgast in their
beginnings, from her point of view. Paradoxicatlye preoccupation to
foreground this image of uniqueness is a generaditguof the heritage
film and it is also recurrent in many Globo TV listal series. Another
characteristic of both the heritage genre and tlob@sseries is the use
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of recurrent actors. The cast that appears @asa das Sete Mulheriss
also present in other Globo TV historical seriesjite of the regional
representation of the series. The regionalism @fséries in a few cases
requires the casting of a regional actor.

Higson’s description of the iconography of the taye genre
fits perfectly to describe the setting and propsAofCasa das Sete
Mulheres “an imposing country house seen in extreme |draj and set
in a picturesque, verdant landscape... the costufmesshings, objets
d’'art, and aristocratic character-types...” (1153idad,A Casa das Sete
Mulheres presents beautiful country houses, of which thestmo
important ones are “Estancia do Brejo” and “Estarda Barra”; the
latter is the house cited in the title of the seridn English, “The House
of the Seven Women.” Furthermore, different langssafrom Rio
Grande do Sul, the region where the story takeseplare shown
repeatedly: thpampas mountains, canyons, and so’.ohhe costumes
are carefully made after extensive period reseanchthe choice of the
setting as well. Some of the objects are reallynfibe period when the
story is set. By the same token, the sound tradknay of speaking are
adequate to the period. This “museum of sound araye” (115), as
Higson calls the iconography of the heritage filisszomplemented by
the camera movement, which is “dictated less besire to follow the
movement of characters than by a desire to offersgectator a more
aesthetic angle on the period setting and the thjbat fill it” (117).
The camera movement A Casa das Sete Mulherstops frequently at
props, particularly when initiating or closing ajgsence. Sometimes, the
camera seems to forget the characters and strolis@ showing the
landscape or the property, without making the ti@eaconfusing but
giving to it a particularly slow pace. In the alic¢The Heritage Film
and British Cinema,” Higson remarks that the nareabf these films is
“typically slow moving and episodic, avoiding thdfi@ent and
economic causal development of the classical fi{283). Higson links
the displaying quality of the image in the heritagem to “a
characteristic feature of postmodern culture” (‘fitesenting the
National Past” 113), the commodification of thetp&ased on Fredric
Jameson’s theory of the postmodern, he argueshhdteritage industry
transforms the past into “visually spectacular ighst inviting a

9 The recurrent scenes of visually spectacular kzamks inA Casa das Sete Mulherean also
be compared to the use of landscape in the weBterras described in the discussion of the
iconography of the genre by Douglas Pye (“The Wast210), and by Robert Warshow
(“Movie Chronicle” 114).
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nostalgic gaze that resists the ironies and sawmiéigues so often
suggested narratively by these films” (109).

Adayr Tesche, in a discussion about fiction andtohys
reopened by the television sersCasa das Sete Mulheresgues that
the narrative of television simplifies spectato®mprehension of
events through a bricolage that does not conshierambiguities and
complexities of historical facts, transforming mto an object of
curiosity, consumption, and pleasure (164). Drawomg Jameson’s
definition of postmodern pastiche, Tesche pointa tbe-historicization
of the past. The idea of transforming the past iatcommodity is
reinforced if we consider that, in their study b&tmarket of cultural
goods, Porsse et al. analyze the positive effecthe production of
films in Rio Grande do Sul in financial terms. Thelyserve that those
effects are improved when they involve the cultunatitage of the
region because of the touristic influx they gere(&0), highlighting in
the article the case dfletto Perde Sua Almwhich collected more
money to Rio Grande do Sul's government than thaeceived as
incentive (16). Porsse et al. sees it as a modgletdelevision serie8
Casa das Sete Mulhergd8). Although it is a sound critique, it is
necessary to further discuss the issues Higsorganant raises in
relation to the idea of pastiche and the reasong wdntemporary
society longs for a musealized past and as a fdrspectacle and a
longing for the perfection of the image.

According to Higson, the heritage film reproduces past “as
flat, depthless pastiche, where the reference peinbt the past itself,
but other images, other texts. The past as refesezifaced, and all that
remains is a self-referential intertextuality” (31Zhe problem is that
the only way to access the past is through othes tand images, which
does not mean that the past does not exist orfasesf, but that our
access to it is always mediated by language. Irattisle “Escape from
Amnesia: The Museum as Mass Media,” Huyssen restite well-
known idea that there is no pure object outsideessmtation (32) and
claims that “such longing for the authentic is aniaf fetishism” (33).
In other words, the idea of a ‘pure’ past, not rageti by other texts and
images, is an impossible essentialism. In the ThésA Casa das Sete
Mulheres the reference is the official as well as varioas official
versions of Farrapos War: oral accounts and tajaacho traditions,
source novels, history and literature, and filmewlihe same event. An
example of this intertextuality and interchanging rarratives and
images is the casting of the gaucho actor Wernhiir8amann for the
role of the Farrapo leader Bento GoncalvesAinCasa das Sete
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Mulheres Schiinemann had just finished the fiNetto Perde sua Alma
in which he played one of the most important Farsagommandants.
General Netto is depicted in the series as a Isalker and an idealist,
in accordance to his characterization Netto Perde sua Alma
Moreover, the series associates Netto’s charaoténe slaves through
his close relationship to the slave called Nettiahd, consequently, to
the Black Lancers. This association suggests ttegt@xtuality of the
series with the filniNetto Perde sua Alman which the black soldiers’
history in the Farrapos War is recovered. By thmesaoken, the
reference to the filmAnahy de las Misionesn A Casa das Sete
Mulheresgoes beyond naming a character after the protagohithe
film, Anahy. This character is one of tbkinas prostitutes who follow
the Farrapos’ soldiers and lead a nomad life, uaihthey can find in
the battlefields for their survival, and who refer to the way of living
of the family in the film. Another character, Chiddascate, bear a
resemblance to the protagonist of the filmahy de las Misionedor,
like Anahy in the film, he moves freely between émtagonist groups in
the war because of his trading activities. Howeddferently from the
filmic Anahy, Chico Mascate is sympathetic to therrBpos. Another
example is the character that bandages herselpasidnds to have a
contagious disease not to be desired or abusedhebydldiers. This
character is based on oral traditions and was Itotaglight by Anahy
de las Misionesfrom 1997. These examples lead us to anothet pbi
Higson’s critique which is the past as inventedhfra contemporary
perspective.

The past that is depicted in the heritage genmdighe past as
it was, but “above all a modern past, an imagirasject that is too
distasteful to be confronted head-on” (“Re-presenthe National Past”
113). Yet, Huyssen reminds us that the past whscbrganized from
selected features and materials is “indispensail¢he construction of
the future” (19), and, after all, the representatid the past will also
talk about the anxieties of the present. Higsonskifmacknowledges
this when he writes that “the nostalgic perspectilways involves a
dialogue between the imagined past and a visidheopresent; it never
simply talks about the past” (118). But he procdg@dsargument saying
that the heritage films “are fascinated by the ggevproperty, the culture
and values of goarticular class (114), which is the upper-class.
Moreover, he claims that “the national past anibnat identity emerge
in these films not only as aristocratic, but alsor@ale-centered” (114).
Paradoxically, Higson, in another article, admitatt “the national
heritage is a rich, and richly hybrid, set of exgeces and should not be
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reduced to the apparently singular experienceslitd, e&onservative
patriotism” (“The Heritage Film and British Cinema35). And he calls
our attention to other readings of the heritagadiwhich see them as
dramatizing “the effort of different social idefi$ to connect across
cultural and social boundaries” (“Re-presenting Nagional Past” 119).
One of Huyssen’s explanations for the appeal ofealization in our
societies is exactly the need for experiencesdtiaacross social classes
and cultural groups, especially by way of recovgriepressed histories:
What needs to be captured and theorized today is
the way in which museum and exhibition culture
in the broadest sense provides a terrain that can
offer multiple narratives of meaning at a time
when the metanarratives of modernity, including
those inscribed into the universal survey museum
itself, have lost persuasiveness, when more people
are eager to hear and see other stories, to hdar an
see the stories of others, when identities are
shaped in multiply layered and never-ceasing
negotiations between self and other, rather than
being fixed and taken for granted in the
framework of family and faith, race and nation.
(34)

In the seriesA Casa das Sete Mulherabe effort to recover
women’s history is clear, not only of those who dree famous for
challenging their traditions, such as Anita Gadlabut particularly of
the domestic place, inhabited by housewives andtiputes. The effort
to recover such history begins with the choice ¢ source novel,
written by a woman. Not so evident, but also prgsenthe history of
different ethnic groups within Rio Grande do Suicls as the Guaranis
and the afro-descendants — who participate in the &s soldiers.
Furthermore, the critical perspective is unavoidakhen the history of
oppressed groups is shown. Many analyses corr@bthit standpoint,
such as those by Raquel Holstein Silva, Denise ridaceand Fernando
Esteban. Holstein states that the television sehie€asa das Sete
Mulheres revisits Rio Grande do Sul's history from women’s
perspective making possible the problematizingfi€ial history and a
constant re-construction of women'’s identity. Ire thnalysis of the
novel A Casa das Sete Mulheresn which the television series was
based, Lacerda claims that the version of the pasr&Var presented in
the story is very close to the official one. Howeghe remarks that the
way in which it is presented, as being dependanttte female
narrator’s subjective point of view, redirects thistorical sight from
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those who have dominant positions (be them winmaesy, or soldiers)
to minorities, while it also foregrounds the fragil of historical
narratives.

In the scene that depicts the entry in the citiaguna after its
conquest by the Farrapos’ army, the narrative @sfkom the public to
the private. The scene begins with a very wide dmgle shot of the
silhouette of lancers riding their horses againhstytellow sky of dawn.
We hear Manuela’'s voice narrating the scene in eoier. She
describes how the triumphant Farrapos entered itiyeof Laguna,
stressing the importance of Garibaldi in their @igt However she also
reveals the feeling that he is going to change lits and their
relationship, after staying in Laguna. The scerawes to the image of
Garibaldi in wide shot riding his horse in fronttbe troop through the
streets of Laguna, while the people salute him #rel Republic,
accompanied by a triumphant soundtrack. The camerasitioned in a
corner and moves in square angle to show Anitargnni the direction
of the Farrapos’ army. As she passes, she takepabRcan flag from a
man in the street and wraps herself up in it. TH@ssevolve to medium
shots, medium close-ups, an, finally, close-uptheffaces of Anita and
Garibaldi in, shot-reverse-shot, as they stareaah ether. In the first
shots, Garibaldi is making circles with his horgd glances at Anitan
passant but he stops to look and smile only in her dimttA tragic
melody makes the transition to an extreme closefujne ink spilling
on Manuela’s diary. The focus of the closing shiotManuela’s diary
both reasserts the importance of written languaghieh is recurrent in
the series — and emphasizes the importance of tikiate over the
public: the emotional involvement of the charactrhpses the victory
of the Farrapos. This scene, which shows the mgmgjithe public with
the private sphere in the series, helps estabgshire emotional
atmosphere that involves the characters depictethdyseries. On the
other hand, it points out the importance of indidl localized,
narratives as opposed to official collective higtor

Lukacs described the imbrications between publid @rvate
lives in the realist novel, “the contingent worlddathe problematic
individual are realities which mutually determineeoanother” (78).
However, inA Casa das Sete Mulherdisere is a privileging of the
private over the public, as shown in the previaeding of the scene of
the entry in Laguna, which does not the match thecdption of the
historical novel... Moreover, the series narrativepresented as an
autobiographic text (diary) by a woman. Nancy Walkiates that for a
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woman, to tell the story of her life is already “tevise traditional
concepts of who counts, who is worthy of a lifergtq10).

According to Fernando Esteban, the obedience tatmrmal
discipline implies the acceptance of official néim@s that establish the
standard of the cultural elements to be shared H®y national
inhabitants. Since the elaboration of this traditis based on the
continuity of official history, there is the neatidontrol the construction
of a national history and memory. Esteban seesibleaneaning in the
series’ effort to reproduce history and its enhagcobf a critical
rebuilding of history as it tends to question afiqarratives.

Higson believes there is a critical perspectivesgn¢ in the
narrative of most heritage films. His main arguminthowever, that
any critical effort in those films is downplayed bye opulent visual
spectacle through which the past is depicted. ldaes that the beauty
of the image transforms the past into an objectedire instead of
foregrounding it as a site for struggle. It is coomrio hear spectators’
commentaries such as, ‘I would like to have lived that
time...Everything was so beautifull’ even though tlerst acts of
oppression were being performed. Anyhow, two paanésimperative to
comment on in relation to Higson's argument: onéhes anesthetizing
emotional engagement, the other is the perfectfotihe image shown
on screen.

Higson states that the undermining of the critipafspective
results from a “typically postmodern loss of emnébaffect: emotional
engagement in drama is sacrificed for loving retivea of the past”
(118). This statement is highly contradictory, sinthe emotional
engagement is exactly what prevents the necesstcalcdistance from
the representation. Higson later on will reiteriie same question: “if
satire or moral critique require an ironic distarican the characters
and their settings, surely this is achieved inr#fasal of psychological
depth and emotional engagement?” (122). His angwihis question is
that this satire is impossible when the image & past is one of
perfection. In his words,

Period authenticity and heritage conservationism
represent precisely the desire for perfection, for
the past as unimpaired paradigm, for a packaging
of the past that is designed to please, not disturb
Satire, however, requires the contrary, the taintin
of the paradigm and the disturbance of perfection.
(122)
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Period authenticity is part of the museum aesthetic
acknowledged by Higson in his text “The HeritagémFand British
Cinema” (233). Huyssen presents two explanatoryaisofibr the new
role of museums in contemporary society. One oimthdraws on
Higson's view of musealization as the opposite fsprvation: “it is
killing, freezing, sterilizing, dehistoricizing ardkcontextualizing” (30).
The problem with this model, according to Huyssethat “it never so
much as acknowledges any of the vital attempts twkwthrough
repressed or marginalized pasts” (31). That is Whyssen favors the
model which suggests that the museal gaze “resligtsprogressive
dematerialization of the world which is driven bgletvision and the
virtual realities of computer networking,” althoutjftan “never entirely
escape the orbit of simulation and is even enhahgedte simulation of
the spectacular mise-en-scéne” (34). In this seAs€asa das Sete
Mulherescan be described as a kind of TV product that goménst the
grain of television itself, since its use of spetgadoes not de-
contextualize gaucho history and identity, but réegtualizes it into
contemporary world through the revision of Farraféer history. And
finally, when Higson calls for the imperfection thie image, in a way
that may remind us of the Aesthetics of HunYene is forgetting his
own perception about the survival of the natiorinkmas that can be
extended to the television. For Higson, the infeeerof hegemonic
Hollywood cinema “on domestic markets is always mucore than
simply a question of the poverty or elitism of datie filmmaking”
(“The Concept of National Cinema” 60). Accordingttion, to define a
national cinema a “morenward-looking means” is necessary (60)
addressing its relationship to a previous natiguaditical, economic and
cultural identity as well as a previous set of itiads.

5.2. Transculturation in A Casa das Sete Mulheres

Brazilian national cultural identity is continualpddressed by
Rede Globo’s historical series. fCasa das Sete MulhereBrazilian
identity is being reconstructed, in particular Bliam gaucho identity, in
dialogue with the contemporary tendency to revisistory, thus
revitalizing gaucho cultural heritage. Three woitkgarticular point to

10 Brazilian film director Glauber Rocha presentedSieneva, ltaly, in 1965, a speech entitled
“Aesthetics of Hunger,” in which he argued that Blian films should use the scarcity of
technological resources as an aesthetic tool gnagfounded the difficult conditions of life in
the country. The term, as well as the idea, isdatal with films made in Brazil in the period
of Cinema Novo, approximately from the 1950’s te 970’s.
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interesting issues to be discussed in relation tcC#sa das Sete
Mulheres and transculturation: Monica Kornis’ analysis ofede
Globo’s series about recent Brazilian history, @lauPaiva’s discussion
about Brazilian series, and Luciano Moraes’ readifigthe trilogy
Visitantes ao Su{2001, 2003, 2006), by the writer Luiz Anténio de
Assis Brasil. In his Master Dissertation, Moraesalgres the
protagonists of the trilogy by Assis Brasil accaglio Rama’s concept
of transculturation. According to him, through avision of official
historical discourse from a contemporary perspectiiose novels
foreground the contact between cultures and thetagstion of identity.
Moraes sees the protagonists of Assis Brasil's Isoae characters in
search of identity — an issue understood contemipois pervasive —
who, consequently, articulate the concept of trals@tion as they
contribute for the recognition of contemporary madin fragmented
subjects of the past (9). According to Moraeshimse novels, “o olhar
lancado sobre o mundo e a maneira como ocorre logdi&entre o
presente e 0 passado ndo sdo mais 0s mesmos,peosinto de uma
época marcada pela fragmentacdo do ser e pelasitemhs de revisdo
dos valores tradicionais no que diz respeito adrat (16). The same
movement of revisiting the past based on contempa@ncerns occurs
in the television serie8 Casa das Sete Mulhereharacterizing it as a
postmodern work. Moraes’ discussion of the charaaécontemporary
novels from the perspective of transculturationeisan interesting
example of how this concept can be productive latim to Brazilian
current cultural production and its insertion witlpiostmodernity. In my
reading ofA Casa das Sete Mulherasot only the characters but the
whole series can be seen as transcultural. Theimgeaj foreign and
local elements is perceptible in the series’ cantenthe search for
identity of historically marginalized groups withiBrazilian national
master narratives and their becoming visible thhougjternative
readings of local history; and the merging is atewceptible in the
series’ form, in the use of a mass medium andaitguage to convey
local contents, such as Brazilian social and ecancontradictions and
hybrid identities.

According to Paiva, for more than twenty years, ZBian
television series have contributed to the constocbf a Brazilian
identity in the context of hybrid cultures in LatiAmerica. He
recognizes in the series a repertoire that ratifiesidea of resistance,
mediation, and participation of spectators in retato foreign and local
cultural products. On the contrary, instead of pting the possibility of
a critical reading of the spectators, Kornis poiris the role of
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melodrama, a genre on which those productions ireljre creation of a
memory of history, instead of knowledge (125). Bgmory of history,
Kornis means that spectators are involved emotiptiralthe story in a
way that prevents them to watch it from a critipairspective (128).
Nonetheless, Kornis argues that the melodramaticegearound which
television dramaturgy is organized, creates theodppity to contest
conservative hypocritical values against what iggested as an
authentic moral (141). She states that the priesigf melodramatic
narrative organize the diegesis around an ethiceamational conflict in
which good fights evil, and the search for an dcmdral emerges as a
central cause in the direction of a finale thaeeds virtue and punishes
vice (127). In the television serigs Casa das Sete Mulherdsis
possible to identify good and bad behaviors andathers. The good
characters who represent virtue are, for exampkntd Goncalves,
Manuela, Rosario, and Anita Garibaldi. Evil is egented, for instance,
by the characters of Bento Manuel, portrayed aanabitious traitor, or
Maria Gongalves, an oppressive mother. Throughbet deries, the
spectator is led to look forward to the triumphtloé good characters
and the defeat of the bad ones. According to Korthss genre,
privileged by mass culture and upon which televisioarrative is
founded, organizes historical revision in Rede @lslseries, creating
not knowledge, but a memory of history (127). Cboating this
perspective, the works of Puhl & Silva and of ArteoSchoen point to
the influence of the media, particularly the teddw series, in the
construction of memory and, consequently, the itdemtf spectators.
Stroschoen points out how the television sedesCasa das Sete
Mulheresappealed to spectators’ feeling of belonging wraup at the
same time that it helped to rebuild their memora]ing to the tales
they heard from parents and grandparents sceneslialogues about
Farrapos War and life in the countryside. Discugsire reactions of a
group of spectators/volunteers in relation to tbees, she stresses the
commotion caused by particular scenes of the sesieh as the final
one, as enhancers and producers of memories (Ah8gxample she
gives is the end of the series in which a summdryhe series is
presented in images accompanied by the narration thu
protagonist/narrator Manuela. According to Stroesclthis scene made
the volunteers cry and remember their personalrequee or tales told
by elder relatives, besides other scenes of thessieself.

Stroschoen also mentions the identification of fienspectators
with female characters, not with the famous oneghsas Anita
Garibaldi, but with common women such as Caetaaademmandant’s
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wife who manages the house while waiting for hesband to come
back — and Manuela — an idealistic youngster whpeggnces
unrequited love (122). Kornis observes that: “aufig da mulher é
determinante no processo de transicdo, cabenda,adehtro dos
padrdes do melodrama, o papel de mola propulsoraintke moral
auténtica contra uma moral hipécrita imposta porausociedade
tradicional e conservadora” (134). But this featureveals a
transgression of patriarchal and conservative rggion which female
characters that are not subservient represent@nilthe contrary, it is
exactly the transgressive and defiant featuresooh@n’s characters that
are valued in many of the Brazilian television egrand make those
characters acquire a highly positive connotatidris €an be observed in
Hilda Furacdq in which the protagonist makes an option for
prostitution instead of marriage, nonetheless sper still emphathize
with her. And Heloisa, from the seridsos Rebeldess an example of
a female character whose defying of the traditidiaahily values is
exactly what makes her acquire a positive conrmtaiiithin the series’
plot.

The melodrama originated in Europe, in the eigltteeantury,
and, according to Porto e Silva, its elements aesgnt in Brazilian
television products, such as soap operas (46)vaheng of action, the
fight between vice and virtue, the visual specté¢ie48). He also calls
attention to the historical changes in the conaéptirtue, previously
associated with chastity and purity, replaced -updated — by other
values such as nobility of feelings and true Idv&)( Moreover, Porto e
Silva points out that the historical drama makes ok melodramatic
resources in order to engage spectators emotionathe narrative (47).

Paiva sees, as one of the important aspects ofiliBraz
television series, particularly Rede Globo’'s ondise way they
foreground not only social and economic paradoreBrazil, but also
transformations in relation to habits and moralsc@kding to Paiva, one
of the most interesting aspects of Brazilian tediewi series, which
distinguishes them from Latin American televisiadgucts in general,
is the daring way they represent, sometimes aaticig, revolutionary
behavior in respect to family relationships, hylsid in religion, as well
as oppression and resistance in social, politasad, cultural life (5-6)A
Casa das Sete Mulheremven though dealing with a historical period in
which habits were very strict, follows this tendgnehen it revisits
history from the perspective of common and oppissemen. The
characters that defy traditional behaviors in thegiqul depicted are
precisely the ones which provoke empathy from fhectators, such as
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Rosério, the youngster who falls in love with avexdary soldier and
confronts her family because of him, and Perpétih@, woman who
accepts the love of a married man. By the same njokée
protagonist/narrator of the story, Manuela, diseaswomen’s role in
social and private life, from what can be consideaecontemporary
viewpoint. And her rival in love, the Farrapo’s bier Anita, defied the
chauvinistic habits of her time leaving her firstshand and marrying
the revolutionary Italian Garibaldi, by the side whom she fought
many battles in Brazil, Uruguay, and lItaly. Mingrigroups, usually
forgotten in the depictions of Farrapos War, amso ghresent in the
series, namely the Native Americans and the slavasir rituals and
beliefs are shown from a respectful and empathispective, as can
be perceived in the scenes of religious ritual grened by African
descendants that reveal beauty and majesty. Likewie series depicts
their belonging to a community whose identity iswh by their singing
and telling of traditional songs and stories, thigily habits such as the
drinking of the chimarrdo — the regional drink which is taken in
communion — and, most of all, their participationtte historical event
is acknowledged.

In relation to religion and belief#y Casa das Sete Mulheres
shows an approach that is peculiar to Braziliaavision dramaturgy,
mixing Catholic tradition with Kardecist Spiritiss* principles,
together with a spiritual view of nature that Paiggards as a feature of
Brazilian identity that connects regional differeac

...poderiamos entender a forga da teledramaturgia
apoiada numa dimensdo dethos brasileiro
caracterizado pelas ligagbes com o sobrenatural,
pela crenca nas forcas misticas da natureza, que,
longe de se constituir numa forma rasa de
irracionalidade, concede forma e sentido as
interculturalidades do Brasil. (9)

In this sense, religious syncretism appears asecteristic of
Brazilian identity to which television gives vidiby, again defying
traditional values. InA Casa das Sete Mulhere€atholicism, for
example, is associated with virtue, when it showasntle and
understanding friars, people relying on Catholimtsato protect them
against evil, or when Christian beliefs are theidés good attitudes.
Nevertheless, it is also associated with vice, wheroppressive mother

" The Frenchman Allan Kardec was the founder, in 1 century, of a philosophical
interpretation and belief in reincarnation namedim, whose followers do not regard as a
religion but as an ecumenical doctrine, and whscherry popular in Brazil.
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uses Catholic dogmas to justify oppression or wéemonastery is used
as a place of isolation and prison. Spiritism’sidfel are also present
when a series that purports to be realistic, ugsitpyal representation
of historical period as a market strategy, showaratters that had
already died interacting with the ones who aré¢ alie, for instance, in

the meetings of Rosario with her deceased lover.

Even though Kornis differs from Paiva in relatianthe series
critical perspective, she corroborates the visibBi@zilian television
series as cultural products that present speddfidufes, such as the
imbrications of melodrama and historical fictiondathe mapping of
Brazilian history.

The emotional engagement of spectators with theacters’
individual stories inPA Casa das Sete Mulherdmwever are intrinsically
related to its foregrounding of private, localizkidtories, and to the
recovery of women’s role in history. Rede Globew&ion series are
inserted, according to Paiva, in a strategy of siémg historical,
cultural, and regional traditions through the pecipe of audiovisual
media in which cinema and other television formateady engaged
(4). Puhl and Silva, drawing on Kornis’ study ofaBilian television
series, point to the fact that Rede Globo's telewiseries invariably
explore historical periods and events (8).Casa das Sete Mulheres
engages in this project of mapping both Braziliaistdny and
regionalisms. Its revision of the history of FawapwWar fits Kornis’
description of Brazilian series: “E no interior gmogramacdo das
minisséries que sera construida uma historia dgilBrecente, lado a
lado com producgdes que retratam outras fases tfaihisacional, além
de aspectos da sociedade contemporanea” (130heather hand, it
deals specifically with the Southern region of Brazot only when it
narrates a story which is located there geogralthidaut especially
when it deals with the historical episode consideas the founding
event of Brazilian gaucho identity.

A Casa das Sete Mulheresmposes a panel which performs, as
Paiva remarks, the merging of industrial and caltanatrixes in a way
that foregrounds national and regional paradoxelscamplexities (2).
Other Rede Globo’s series with similar charactiegsand exhibited in
the same position in the net’s program tackle dffié Brazilian regions,
such asAmazénia: De Galvez a Chico Mend@éarcos Schechtman),
displayed in 2007, located in the state of Acrediffierent historical
periods, such a3K (Denis Carvalho et al), from 2006, which depicts
recent Brazilian history mainly from the 30’s t@tB0’s. Exhibited in a
sequence typically slow moving and episodic, avajdhe efficient and
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economic over time, those series inevitably raise possibility to
compare and contrast different regions and histbnieriods. Thus,
according to Paiva, they reassess a theme explbyredany Brazilian
intellectuals and aesthetes: the depiction of #aas and economic
contradictions in Brazil (4). However, the seriemimot be described as
a work circumscribed to intellectual circles, inessible to the public in
general or to some social layers, since it reaghémge audience, in
spite of the late hours in which it is exhibitedgeéther with positive
evaluations by spectators. Quoting Ortiz, Paivandathat “a ficcdo
televisiva passou a se constituir num exemplo da wmoderna cultura
popular internacional de massa’ (Ortiz, 2001), xteeena afinidade com
0s gostos, expectativas, desejos e aspiracoesagikeinos” (3). In the
case ofA Casa das Sete Mulherdhis affinity is shown by the success
it achieved with both general audience and speeidlreviewers. The
series raised important issues such as women'sesgipn as well as
gaucho identity and history in the media, in schpa@nd among
audiences in general. This can be illustrated & rtawspaper articles
published at the time when the series was beingiet: “A Imprensa
das Sete Mulheres” (Fabiana Amaral), which is diclarabout women
in current Brazilian press; “Patria Galcha: Na Cdas Sete Mulheres
Gauchos Sao Heroéis e ‘Brasileiros’ Encarnam o Mah  "article about
national and regional identities (Marcelo Marthe);“Metamorfoses”
by Fernanda Dannemann, about adaptation fromtliterdo television.
When the subjects raised by the series are distudsefocus is not on
the individual dramas, but on historical, sociablifical, and cultural
issues they foreground, thus creating the emotidisédnce that allows
for a critical perspective.

5.3. Reconstructing Brazilian Identity

The merging of globalized, postmodern charactegsivith
both regional and national features in the Brazilielevision serieg\
Casa das Sete Mulhergsrovides the means to convey traditional and
local cultural traces. The updating of those tratwe§it contemporary
values is what makes the series a transculturalysto While inserted
within the postmodern context of critical debatesiol involves the
representation of historical events and its imieres with cultural
identities, the revision of official narratives atite readdressing of the
past from a musealized perspectivd. Casa das Sete Mulheres
participates in the construction of a Braziliangfie identity which
includes its regionalisms, contradictions, transsjans, traditionalisms,
and paradoxes. The identity of the Brazilian gaushoansculturated in
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a way that both changes its traditional articulatias it revises the role
of women and ethnic minorities in the event, ancabdées the
identification of spectators with their own histocapd tradition from a
newer perspective. This identification would be asgible without
cultural plasticity, defined by Rama as the capadf traditional
cultures to adapt to current concerns, trying tmiporate new elements
as animating forces to traditional cultural struef) in an innovative
way (31). On the other hand, the series depictzilBma gaucho identity
as a transculturally hybrid one that appropria¢egures and values from
[talian migrants or travelers such as Giuseppe W@k, African
descendants, originally brought to the Americantioent as slaves, the
Portuguese who colonized Brazil, Spanish colonizard their
descendants from neighboring countries. Moreowerjritertextuality of
A Casa das Sete Mulheregith other television series permits the
articulation of Brazil's history with its presermiéthe encompassing of
Brazilian regional identities within a national genboth incorporating
them and foregrounding their differences.
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CHAPTER VI
FINAL REMARKS

The analyses in this dissertation present a readinghe
reformulation of gaucho identity in the fildgahy de las Misionesnd
Netto Perde sua Almas well as in the television seri&<asa das Sete
Mulheres in relation to discussions about postmodernismd #me
revision of history. The films and the series wereduced in the period
from 1997 to 2003 and their narratives (at leaspamnt) are set in a
specific place — Rio Grande do Sul — and periodourad 1835 — of
Farrapos War. This historical event — Farrapos Watayed a crucial
part in the construction of gaucho identity. If towhl identities are
constituted by our continuous repositioning in tiela to historical
narratives, as the films and the series revisitrdpas’ history, they
inevitably reconstruct the cultural identity of tgaucho. Furthermore,
as this identity is reconstructed in dialogue vather cultural identities
and revitalized in their encounter with contempgprediscourses, they
can be described as transcultural.

Anahy de las Misionetells the history of a strong, however
dispossessed woman, during the Farrapos War pegiagyision of
history which presents as a central impulse thevexy of characters
who have been effaced from the war's official higtoln the
representation of those formerly excluded or maigippes, there is a
merging of traditional gaucho depiction with tratitet are particular to
the previously rejected characters or cultural tities. Although the
director Sérgio Silva, who also wrote the screenpsiates his initial
intention of showing a family drama during the wpariod, in interview
to Liandra Xavier (136), he also reveals that te&nition of the setting
in the Farrapos War conveyed new aspects to thg.side film's
subversion of the gaucho identity is reinforceditsyparodic reference
to previous texts and genres. The writer and dire&érgio Silva
acknowledges some of those seemingly disparatecrefes — folklore
and theatre; David Lean and Erico Verissimo: “Na&ahb o menor
pudor de dizer que tem coisa que eu ‘sugo’ simedesaras que eu
gosto muito” (141). The film’s intertextuality quems the authenticity
and authority of historical narratives. Furthermdiee opacity created
by the difficulty in understanding the archaic laage that the film
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attempts to reproduce, the slow pace of some scespscially long
takes of landscape, and the parodic referencehier ¢éxts expose the
film's narrative as a human artifact. Accordinghes readingAnahy de
las Misionesrevises gaucho identity through the reinsertionvofmen,
disabled, and homosexual minorities in Farrapos Ni&tory. However,
the film paradoxically subverts the official hisgoof Farrapos War
through the parodic references to other texts foragling its narrative
as a human construct. In this movement, it probtaes its own
historical narrative, in a paradox that is desatily Hutcheon as
characteristic of postmodern fiction (“The PostmodBroblematizing
of History” 367).

Netto Perde sua Almalso makes a revision of Farrapos War
history in which formerly excluded characters agpresented. In this
dissertation, the recovery of the black soldieiistdry within Farrapos
War is read as a central theme in the film. Sucbwvery appears in the
leading role played by the black soldiers in then'8 depiction of the
most important battle of the waBatalha do Seivalin the scenes which
depict African rituals, and in the denouncing oé thlack soldiers’
mistreatment after the end of the war. The charddilenga represents
the trajectory of the black soldiers in FarraposrWeom hope to
despair and rage. However, in the analysifNefto Perde sua Alma
presented in this study, the black officer Sargeb#ideira plays the
most significant role in the film’s representatiohblack soldiers. His
character is read as a double of the protagoniibNe black double
who allows for the return of Netto’s repressed meeso The merged
memories of Netto and Caldeira show the disapp@ntrof the black
soldiers and Netto’s remorse about it. Only aftettdls fault is exposed
he can die peacefully. Furthermore, the presendbeotlouble adds to
other fantastic features of the film, such as thenpasmagoric
atmosphere of the hospital scenes and the supeahéihale. Thus, at
the same time that the film recovers the role &f lbfack soldiers in
Farrapos War history, its blurring of boundarieswa®n reality and
fantasy undermines historical narratives’ ideaarfeity as grounded on
reality. Hence, inNetto Perde sua Almahe subversion of gaucho
identity is ensued by the recovery of the role tdck soldiers in
Farrapos War in addition to the denouncing of theid position as the
aftermath of the war. Paradoxically, the film's eléhg of history
merges the real and the supernatural, challengmgation of a pristine
truth.

Thus, bothNetto Perde sua AlmandAnahy de las Misionesre
viewed as postmodernist fiction in their restoriong§ history and
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paradoxical subversion of it through the films’ @dic intertextuality,
the challenging of the notions of closure and @ized meaning, and
the assertion of history as a human construct. paimdox is made
evident in the description of historiographic metadn in literature by
Hutcheon:
Historiographic metafictions, like Gabriel Garcia
Marquez'One Hundred Years of Solitudeunter
Grass's The Tin Drum, or Salman Rushdie's
Midnight's Children (which uses both of the
former as intertexts), employ parody not only to
restore history and memoriy the face of the
distortions of the "history of forgetting" (Thiher
202), but also, at the same time, to put into
qguestion the authoritgpf any act of writing by
locating the discourses of both history dintion
within an ever-expanding intertextual network
that mocksany notion of either single origin or
simple causality.(“Historiographic Metafiction”
11-12)

A Casa das Sete Mulheratso presents a revision of history,
however, instead of historiographic metafictione theries is read as
presenting a nostalgic impulse that is a distimctitendency in
postmodernism. The nostalgic gaze is exposed insitimdarities the
series present to Higson's description of heritafjiens: the
representation of the national past, the excelleimcethe literary
adaptation, the emphasis on spectacle, and thaiagbof discourses of
authenticity and authorship. As Higson puts it,e“theritage impulse,
‘one of the most powerful imaginative constructsoaf time’ (Samuel
1989a: xii), is not confined to Thatcherite Britdoat is a characteristic
feature of postmodern culture” (95). Drawing on @éaom’s concepts of
nostalgia and pastiche, Higson states that, irdugifilms, “the past is
displayed as visually spectacular pastiche, inginnostalgic gaze that
resists the ironies and social critiques so oftgggested narratively by
these films” (91). Huyssen sees this nostalgic iggin the museums
as well as in a museal gaze towards the past thaeivasive in
postmodernity (14). However, he does not believat tit only
transforms the past into a commodity. Huyssen oggptize view of this
nostalgic gaze as de-historicizing and de-contdizing (30) in its
appropriation and revision of the past:

No matter how much the museum, consciously or
unconsciously, produces and affirms the symbolic
order, there is always a surplus of meaning that
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exceeds set the ideological boundaries, opening
space for reflection and counter-hegemonic
memory. (16)

The analysis oA Casa das Sete Mulheres this dissertation
also relies on Huyssen’s observations, for thebiisi granted by the
series to the women’s role in Farrapos War historgt the oppression
they have historically endured gives way to a rémwsng of gaucho
identity. Although not so evident, Afro-descendaatsl Guaranis are
also represented in the series’ narrative of Fagafyar. Even though
disagreeing in their interpretations of the conterapy nostalgic
impulse, both Higson and Huyssen acknowledge tthasacteristic of
postmodernism. Consequently, the reading @fasa das Sete Mulheres
as presenting this impulse in its musealizatiothef past also points to
its insertion in postmodernism, however differewint the filmsAnahy
de las MisionesandNetto Perde sua Almis revision of the past and
participation in postmodernism may be.

Besides the postmodern revision of history, anotte@nmon
point betweenNeto Perde sua Almand A Casa das Sete Mulheres
needs further mention: both the film and the sere literary
adaptations. Marcia Gomes claims that the textm fdiverse media
show differences which are related to their tecingpecificities (94)
and she remarks that the generic name adaptatmmgasses infinite
variations of appropriation, intertextuality, quida, and reutilization
(103). Discussing literary adaptation on televisi@omes views the
latter medium as a form of making the access terditire more
democratic (95). Moreover, Elisa da Silva Gomesestdhat different
material supports and languages shape the consirudthistorical and
memorial discourse (1). She focuses on the repiasams of memory
in the adaptation of historical novels to televisieeries (2). Elisa
Gomes recalls that the choice of adapting a noeshahstrates the
opportunity, on the part of television as a mediwhselecting what
should be remembered or forgotten. And she obsénatshe television
series’ treatment of fiction and/or history — thgbumages and sounds
as well as through other elements, such as actods axtresses’
performance — allows for a closer identificationthwispectators’
everyday life (11). Elisa also reminds us that, tire process of
recreation of memory and reformulation of idenstiby historical
fiction on television, a literary adaptation hase tHunction of
legitimating the historical discourse on the tedevi products (11-12).

The analysis oA Casa das Sete Mulheras this dissertation
acknowledges the importance of the discourses teaticity and
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authorship in the series and in its marketing sgyat In the series, the
narrative is structured from the perspective of phetagonist’'s diary,
foregrounding the story’s source in written langelalp the marketing
strategy of both the series and the DVD pack, tiecodrse of
authorship is doubly-encoded, calling the viewattntion both to the
novel and its writer, Leticia Wierzchowski, andtte director Jaime
Monjardim, thus stressing uniqueness instead aiilagity and
repetition in the literary adaptation.

The cinema, according to Da Silva, is already peeck by
most spectators as an authoritative historicalc(84). When a film is
exhibited as a document (that is, since | cannptoduce the French
Revolution, | show a film about it), what is beifgrgotten is that the
film is a text. Indeed, according to Da Silva, lanfis the juxtaposition
of simultaneous texts represented by the screenfidgnfing, costume,
soundtrack, photography, and so on (94). And isgmés a subtext,
expressed through montage in figures like allegangtaphor, or
metonymy (95). In addition to that, literary addjmas refer to their
source in literature. The literary adaptation @& trovelNetto Perde sua
Almain the homonymous film is discussed in the artiéleAnacrénica
Perda da Alma de Netto,” by Adriana Werner. Werfauses on
comparing the time of the narrative in the novedl &am the film. She
concludes that the understanding of the flashbaoksflashforwards by
which the narratives of both film and novel are posed are facilitated
by the film's organization around the dialogue be#w Netto and
Sargento Caldeira (10). However, Werner does naterstand this
difference from the novel to the film as an impottghange in the
representations of Netto or the Farrapos War histéor her, the
cinema corroborates language (11). Pereira, indrigparative approach
to Netto Perde sua Almalso identifies the proximity between the novel
and its filmic adaptation. Nonetheless, he pointg t© a major
transformation generated by the differences in riggresentation of
Netto and the Farrapos War in the novel and infithe the idealized
and romantic view of the Farrapos War and Nettdiaracter in the
adaptation (107). For Pereira, the film is notrawivative as the novel,
or it is not innovative in the same way (110). Tkading of the film
Netto Perde sua Alma this dissertation favors the last hypothesis.
Despite the idealization and romanticizing of Nettharacter in the
film, intended by the writer and director Tabaj&eaas (Pereira 108),
the film still effectuates a critique of the FamapWar history by
denouncing that the black soldiers have always beeglected.
Moreover, the merging of fantasy and reality israrovative aspect that
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results in the paradox of questioning the authootythe historical

narrative it restores. Literary adaptation in ciaeamd television, which
is not within the scope of the present study, isréeresting issue that
deserves further research.

The argument thafinahy de las Misiones\etto Perde sua
Alma and A Casa das Sete Mulher¢gke part in postmodernism’s
debates about the revision of history suggests thay re-create
Brazilian gaucho cultural identity through an entten among what
Jameson calls “global American postmodernist cejtutraditional
representations of gaucho identity, and culturantdies formerly
excluded from the gaucho’s representations. Theenstahding of
postmodernity as a revision of modern discoursgdié® critique and
subversion, but not the annulation of those dissesirThe use of the
concept of transculturation for the examination thfe specific
phenomenon of cultural identities in the postmodetontext
foregrounds the appropriation of previous as weltarrent discourses
in the revision and revitalization of regional cuétl content. The notion
of transculturation opposes a teleological viewgtdbalization as a
hegemonizing process while, on the other hand ésdwot efface the
asymmetry in intercultural relationships.

Denilson Lopes, in “Do Entre-Lugar ao Transcultiirdraws
on the concept of transculturation to propose asthatic and cultural
reading of contemporary works of art, social preessand cultural
products (1). He suggests a reading of interculialationships which
counteracts the notion that globalization can dmdya hegemonizing
process (12). Lopes points out that this interacioproduced not only
through migration processes, but, first and foréamésrough mass
media (11). As an example of transcultural landesapopes discloses
postmodernist tendencies in the encounter betwest &d West in
Won Kar Wai's film, Happy Together For him, the dislocation of
images and sounds among China, Latin America, a8é;Uhe de-
hierarchization of the dichotomies erudite versopybar; as well as the
stress on repetition as opposed to depth, credmscultural landscape
through which Chinese identity is rebuilt. Additadly, Lopes remarks
that intercultural relationships also take placethe interaction with
different, marginal or excluded, experiences ofomet cultural identity,
such as those of the ethnic groups — black andj@émdius peoples, for
instance (3). By the same tokémahy de las Misionesletto Perde sua
Alma, andA Casa das Sete Mulherage read in this dissertation as in
diverse ways promoting intercultural dialogue.
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In sum, the films and the series analyzed heré¢haréoci where
disparate cultures meet, in unequal relations efgoprevising the past
and renewing gaucho cultural heritage. Thus, theclya identities
reconstructed, ad8nahy de las MisionedNetto Perde sua AlmandA
Casa das Sete Mulhereare positioned in relation to the past,
materialized in their re-telling of Farrapos Wastbry, can be described
as a transcultural one.
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APENDIX |

Technical InformationAnahy de las Misiones

(1997)

107 min - War
Director:
Sérgio Silva
Writers:

Gustavo Fernandez, Tabajara Ruas, and Sérgio Silva

Stars:
Araci Esteves, Marcos Palmeira and Dira Paes

Cast (in credits order)
Araci Esteves... Anahy

Marcos Palmeira

Dira Paes... Luna
Claudio Gabriel... Teobaldo
Fernando Alves Pinto... Leon
Giovanna Gold... Picuma

Matheus Nachtergaele
Marcelo Almeida
Marcos Barreto
Roberto Birindelli
Roberto Bomtempo

Ivo Cutzarida



Leverddgil de Freitas

Nélson Diniz

Paulo José...

Robinson Sawitzki

Oscar Simch
Produced by
Monica Schmiedt ....  producer
Original Music by
Celso Loureiro Chaves
Cinematography by
Adrian Cooper
Film Editing by
Juan Carlos Macias
Production Design by
Luiz Fernando Pereira
Makeup Department
Anna Van Steen .... makeup designer
Production Management
Gisele Hiltl  .... production manager
Second Unit Director or Assistant Director
Gustavo Fernandez

assistant director
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Joca Ramirez



Sound Department

Luiz Adelmo sound
Ana Chiarini sound
José Luiz Sasso ... sound

Camera and Electrical Department

Cristiano Conceicdo .... first assistant camera
Editorial Department

Jorge Firdman .... assistant editor

Music Department

Vagner Cunha .... musician: violinist
Vagner Cunha .... orchestra assembler
Other crew

Federico Bonani .... production assistant
Tito Mateo production assistant

(<http://www.imdb.com/title/tt0144085/fullcredits#iters>)
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APENDIX I

Technical InformationNetto Perde Sua Alma
(2001)

102 min - Action | Drama | War

Directed by
Tabajara Ruas

Beto Souza

Writing credits
Rogério Brasil Ferrari

Fernando Marés de Souza

Tabajara Ruas ... nhovel
Tabajara Ruas .... Screenplay
Beto Souza

Ligia Walper

Cast (in credits order)

Werner Schinemann Gen. Netto
Laura Schneider Maria Escayola
Sirmar Antunes Sgt. Caldeira

Bebeto Alves Violeiro



José Antonio Severo

Oliveira

André Arteche

Lisa Becker

Catarina

Nélson Diniz

Marcia do Canto

Zubiaurre

Colmar Duarte
Ricardo Duarte
Araci Esteves
Jodo Franca

Tau Golin

Arines lbias
Leticia Liesenfeld
Milton Mattos
Laura Medina
Hamilton Mosmann
Jodo Maximo
Fabio Neto
Gilberto Perin
Miguel Ramos
Thiago Real

Alvaro Rosa Costa
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Lucas de

Enfermeira

Teixeira

Enfermeira

Calengo
Jodo Antdnio
Sra. Guimarées
Capt. De Los Santos
Corte Real
Dr. Phillip Blood
Maria Luiza
Maj. Davi
Enfermeira Pilar
Macon
Quero-Quero
Mr. Thorton
Padre
Frei Bandoleiro
Joaquim

Palometa



Oscar Simch
Anderson Simbes

Edilson Villagram

Fernando Marés de Souza

(uncredited)

Produced by
Tabajara Ruas ....
Tabajara Ruas ....
Esdras Rubin
Esdras Rubin
Beto Souza

Beto Souza

Original Music by
Celau Moreira
Cinematography by
Roberto Henkin
Film Editing by
Ligia Walper
Casting by

Cynthia Caprara

Art Direction by

executive producer
producer
executive producer
producer
executive producer

producer

Ramirez
Milonga
Capataz

Wounded
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Soldier



Adriana Nascimento Borba

Costume Design by

Tania Oliveira

Makeup Department

Luiz Carlos Jamonot .... makeup artist

Production Management

Marcelo Bacchin .... production manager
Leandro Klee .... production manager
Tito Mateo ... production manager

Second Unit Director or Assistant Director

Federico Bonani ... first assistant director
Geraldo Borowski ... assistant director
Fernando Marés de Souza ... assistant director
Tito Mateo ... assistant director

Art Department
Ubiratan Galarca .... props
Laura Helena Zottis .... props

Sound Department

Juarez Dagoberto Costa ....  sound
Rafael Rodrigues da Silva ....  sound assistaotdest
Cristiano Scherer ....  boom operator

Special Effects by
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Paulo Crespo ....  special effects
Aleméo Gerson Machado .... special effects

Camera and Electrical Department

Sadil Breda ....  Steadicam operator

Amaral Janior .. Qrip

Guilherme Kroeff ....  gaffer

Jaime Lerner ....  director of photography: secaomitl
Adinan Lopes ... ~second assistant camera (as aAdiReij0
Lopes)

Juliano Lopes ... second assistant camera

Lula Maluf ...  first assistant camera

M.V. Martins ... still photographer

Tiago Riccordi  ....  video assist operator

Alex Sernambi  ....  director of photography: secand
Other crew

Milton do Prado ... print conformation

Marcelo Gomez ... animal supervisor

Roberto Lehman .... financial director

Hamilton Mosmann .... location manager

(<http://www.imdb.coml/title/tt0284345/fullcredits#st>)
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APENDIX Il

Technical InformationA Casa das Sete Mulheres

(TV mini-series 2003)
1084 min - Drama | History | Romance

Directed by

Teresa Lampréia
Jayme Monjardim
Marcos Schechtman

Writing credits

Maria Adelaide Amaral .... writer
Walter Negrédo .... writer
Leticia Wierzchowski .... novel

Cast (in credits order)

Thiago Lacerda ... Giuseppe Garibaldi
Giovanna Antonelli Ana da Silva / Anita Ganidb
Werner Schinemann Bento Gongalves
Camila Morgado Manuela de Paula Ferreira
Daniela Escobar Perpétua

Marcello Novaes Inacio

Mariana Ximenes Rosario

Thiago Fragoso ... Capitdo Estevao



Luis Melo
Samara Felippo
Tarcisio Filho
Murilo Rosa
Dalton Vigh
Jandira Martini

Bete Mendes
Rodrigo Faro

Dado Dolabella
Bruno Gagliasso
Eliane Giardini
Nivea Maria

Angelo Antdnio
Theodoro Cochrane
Ney Latorraca

Zé Carlos Machado
José Vitor Castiel
Rosi Campos

Ana Beatriz Nogueira
José de Abreu
Manuela do Monte
Othon Bastos

Antonio Pompéo
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Bento Manuel Ribeiro

Mariana (2003)
General Netto (2003)
Afonso Corte Real
Luigi Rossetti

Dona Antbnia

Dona Ana Joaquina

Joaquim
Bento '‘Bentinho' Filho
Caetano
Caetana
Maria
Tito Livio Zambeccari
Pedro
Araujo Ribeiro
Anselmo
Chico Mascate
Consuelo
Dona Rosa
Coronel Onofre Pires
Joana
Crescéncio

Jodo Congo



Amanda Lee
Juliana Paes

André Luiz Miranda
Marcos Barreto
Christiane Tricerri
Carla Regina
Bukassa Kabengele
Viviane Porto

Carla Diaz

Pedro Malta

Camila Amado
Sirmar Antunes
Maria Mariana Azevedo
Joéo Carlos Barroso
Camilo Bevilaqua
Roberto Bomtempo
Beatriz Browne
Cinira Camargo
Aracy Cardoso

Arieta Correia

Claudio Corréa e Castro

Mariah da Penha
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Luzia
Teiniagua
Nettinho
Paulo
Quitéria
Tina

Zé Pedra
Zefina
Angélica
Marco Antbnio
Tia Angela

Procépio

Soldado
Mello Manso
Manuel Duarte de Aguiar
Angélica (child)
China

Barbara

Viriata



Carmo Dalla Vecchia
Fabio Dias

Nélson Diniz

José Dumont

Jandir Ferrari

Blota Filho

Roberto Frota
Claudio Gabriel
Lafayette Galvao
Adriano Garib
Norma Geraldy
Antdnio Gonzalez
Mauricio Goncalves
Gabriel Gracindo
Sabrina Greve
Cristiana Guinle
Ricardo Herriot

Créo Kellab
Alexandre Lemos
Carlos Machado Filho
Heitor Martinez Mello

André Mattos
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Batista

Ignacio Bilbao
Bardo de Caxias
Comandante do Forte
Jodo Silvério

Marcos Alves

Caramuru
Padre
Caramuru

Manuela de Paula Ferreira (old)

Teréncio
Eduardo
Teresa
Irm& Dominiana
John Griggs
Marcelino
Marco Antbnio
Marco Antbnio
Jodo Gutierrez

Pedro Boticario



Renato Medina
Gilson Moura
itala Nandi
Stepan Nercessian
Ricardo Pavao
Tonico Pereira
Ariclé Perez
Roberto Pirillo
Miguel Ramos
Irene Ravache
Paulo Reis
Thalita Ribeiro
Juliano Righetto
Lucas Rocha
Tarciana Saade
Mary Sheila
Oscar Simch
Douglas Simon
llya S&o Paulo
Juliana Thomaz
Sebastido Vasconcelos

Sérgio Vieira
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Carniglia
Moringue
Francisca

Francisco Sabino da Rocha

Padre Roberto
Madre Cecilia
Mena Barreto
Moringue

Madalena Aguilar

Angélica

Lorenzo

Ledo (child)

Anahy
Beata

Davi Canabarro

Teixeira 'Gaviao' Nunes

Caramuru

China

Antbnio

Ledo



Sérgio Viotti
Fernando Zandonai
Original Music by
Marcus Viana
Cinematography by
Adriano Calheiro Valentim
Film Editing by
Manuel Jorge
José Carlos Monteiro
Ubiraci Mota
Casting by
Frida Richter
Art Direction by
Marcos Cortez
Tiza de Oliveira
Costume Design by
Marilia Carneiro

Makeup Department

Kiko Alves makeup supervisor

Méario Campioli .... makeup artist

Production Management

Guilherme Bokel ... production manager

Padre Cordeiro

Domingos
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Claudia Braga ... production manager

Second Unit Director or Assistant Director

Luis Antonio Pilar assistant director
Maria José Rodrigues .... assistant director
Paula Zanetini assistant director

Art Department

Adriane Lemos ... props
Adriane Lemos ... set dresser
Erika Lovisi set designer
Kak& Monteiro ... set designer
Méario Monteiro .... set designer
Gilson Santos ... set designer

Special Effects by

Wilson Aquino ....  special effects

Sergio Farjalla Jr. ....  special effects (sevepidodes)

Stunts

Agnaldo Bueno stunt performer

Claudimar Guimaraes .... stunt double: horse st{umtcredited)
Claudimar Guimaraes .... stunt performer (unceek)it

(<http://www.imdb.com/title/tt0348904/fullcredits#st>)



