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mini-bio
Minas Gerais, Brasil, 1967. 

Lives and works in Rio de Janeiro, Brazil..

André Parente is an artist and researcher of cinema and new medias. 
The idea of circularities mutually reinforce themselves and multiply 
when inserted one into the other – circularities of devices specific to 
cinema, circularities of psychological devices, circularities of bodies in 
saintly rotation, warriors, visionaries and wonder women whirling in 
extreme situations. His work frequently puts the viewers at the abyss, 
or right beside it, involving the complex dynamics of what’s visible, like 
thethe ones linked to stereoscopy, to the parallax scrolling, to 
anamorphosis, to fractal geometry and topology. His image study 
unfolds into performance, drawings, articles, photography, films, 
videos and interactive installations, connecting the different types of 
media: analog, electronic and digital.



Mini-Bio
Minas Gerais, Brazil, 1967. 

Lives and works in Rio de Janeiro, Brazil.

 In 1987 he obtained his PhD from the University Paris 8 under the 
guidance of Gilles Deleuze. Full Professor at Federal University of Rio
dede Janeiro were, in 1991, he founded the Nucleus of Image Technology 
(N-Imagem). Since 1978, he produces several videos, films and 
installations in which predominate a conceptual and experimental 
approach. His works have been exhibited in Brazil and abroad 
(Germany, France, Spain, Sweden, Mexico, Canada, Argentina, 
Colombia, China, Portugal, among others). He is the author of the 
books: Imagem-máquina (1993), Sobre o cinema do simulacro (1998), 
O O virtual e o hipertextual (1999), Narrativa e modernidade (2000), 
Tramas da rede (2004), Cinema et narrativité (L’Harmattan, 2005), 
Preparações e tarefas (2007), Cinema em trânsito (2012), 
Cinemáticos (2013), Cinema/Deleuze (2013), Passagens entre 
Fotografia e Cinema na Arte Brasileira (2015), among others. In the 
recent years he was the recipient of the following prizes: Rumos  
-Transmídia do Itaú Cultural (2002), Petrobrás de Novas Mídias 
(2005),(2005), Sergio Motta de Arte e Tecnologia (2006), Petrobrás de 
Memória das artes (2008), Oi Cultural (2010), Caixa Cultural Brasília 
(2011), Funarte de Artes Visuais (2013) e Funarte de Incentivo a Arte
(2012), Oi Cultural (2014), Prêmio Marc Ferrez (2015), Secretaria de 
Cultura do Rio de Janeiro (2016).



Obras/Works



entre margens 2004
videoinstallation

Entre Margens engenders a series of specular relations 
between voice and image, father and son, land and 
river, sound and colour, space and time, movement and 
stagnation, synchrony and diachrony. 

TheThe installation is inspired by João Guimarães Rosa’s 
short story, by the images of time which he obsesses 
over, a time of immobility, dissolution and resurrection. 
Imbued with repetitions and deformed images, the 
video recreates the phenomenon of a river-narrative 
flowing into all directions, merging together and 
bringing different temporalities closer.



entre margens 2004
video-installation



2019 andré parente

estereoscopia 2006
video and installation

I want to see what you see of me inside you… 

InIn Estereoscopia the seer is the one being seen, as if all 

images arose from an inner projection fixed by means of a 

specular device. If we add to this specular vision the 

obsessive scheme of the double bind (one must imperatively 

act in a certain manner, but in order to do so one must also act 

another way; both clash, eventually rendering the person 

torn), we then have the piece’s image, sound and mental 

loops,loops, since once we become torn, they expel us from 

ourselves, leading us outside: we are a landscape of 

landscapes.



estereoscopia 2006
video and installation



belvedere 2010
Installation with projection, video and photos.

An image of the Guanabara Bay is projected onto an immense 

wall of MAC’S main salon opposite the real landscape. Both 

landscapes – one real, the other a trompe l’oeil – carve open a 

breach in time as, on the other side of the wall, we see 

photographs of the belvedere on the road connecting Rio de 

Janeiro to Petrópolis, an architecture similar to MAC’s but in a 

state of ruin, a bothersome presence since it confronts the 

originalityoriginality of Niemeyer’s Museum. In the video, to one side of 

the photographs, we see the same overlook in its heyday, 

during the 1970s, as we listen to the song “Chega de Saudade” 

as sung by a Portuguese vocal group. We are displaced in time 

(past, present and future) and space (from the “inside” to the 

“outside” and vice-versa), the image never confirming the place 

from which we observe it. The observer is invited to turn to the 

futuristicfuturistic projection while the museum’s other finds itself in 

ruins. The site-specific Belvedere creates a specular, 

self-reflexive device – the projection (real time), the 

photographs (wreckage of time) and archival footage (past) – 

as a critique of modernist projects.



circuladô 2007 and 2010
Interactive installation, videoinstallation and 
single-channel video.

In “Circuladô”, circularities mutually reinforce themselves and 

multiply when inserted one into the other – circularities of 

devices specific to cinema, circularities of psychological 

devices, circularities of bodies in saintly rotation, warriors and 

visionaries whirling in extreme situations. 

“Circuladô”“Circuladô” inserts into circularity the image of rotation itself, a 

rotation which, inside a circular device, seems to further 

multiply the formation of paradoxical temporalities. The 

circularity of loop makes us lose the notion of an external 

referential and starting point, as if two mirrors, one in front of 

the other, shot virtualities against virtualities, eliminating all 

possibilities of identifying the image’s origin. 

WWe stand between the unmaking of chaotic movement and the 

inert balance that follows one only path. Something 

disengages itself, is knocked off and goes spinning.



figuras na paisagem 2010
interactive installation

In “Figures in a Landscape” there are several passage ways 

connecting the body – as circularity of affection – and the 

landscape as a symbolic field fraught with historical, literary 

and pictorial forces. The passage ways between body and 

landscape, cinema and its interactive modes, criss-cross and 

fuse, so that the body – as stance of an inner voice – is 

invaded by the voice of an “other” – a voice that informs. And 

landscape,landscape, as “out side”, may in reality be a state of mind, an 

invasion of the circularity of affection. 

“Amiel said that a landscape is a state of mind. (…) It would be 

more accurate to say that a state of mind is a landscape; that 

would have the advantage of containing not the lie of a theory 

but the truth of a metaphor.” (Fernando Pessoa).



contorno 2011
performance, installation and charcoal drawing
in collaboration with Katia Maciel

Mathematical operations refer to romantic relationships. 

Couples many times add to one another, potentialize 

themselves, subtract from themselves, multiply. 

In “Contorno”, the couple multiplies itself. When the couple, in 

its multiplication, is about to lose its materiality and become 

pure image, the impermanence of the real and the image is 

compensated by the drawing that outlines it.



contorno 2011
performance, installation and charcoal drawing
in collaboration with Katia Maciel



o vento sopra onde quer 2014 and 2016
video version, interactive installation version

The film appropriates close-up shots of hands in Robert 

Bresson’s films as a circuit addressing the power of hands as 

articulators of affective intensities.

TheThe piece has two versions, one a single-channel video, the 

other an interactive installation. In the latter, the spectator has 

a keyboard where each of the twelve notes of the 

equal-tempered scale corresponds to themes in Bresson’s 

cinema: the gun, the writing, the caress, suicide, violence, 

money, exchange of objects, theft and music.



matapu - zunidor 2012 and 2018
sound performances with electronic equipment, pastel 
drawings

In “Matapu”, hummers from the Mehinako tribe are utilized in 

performances and pastel drawings which explore the form of 

the soundwave generated by the sound of the hummers and 

the “gestureness” of rotation. The hummer, or rhombus, is a 

small, extremely flat board shaped like a rhombus 

(measuring customarily between 15 to 50 centimetres), 

generally made of wood. 

TheThe rhombus, once whirling, produces a powerful, low, deep 

sound. The sound’s low-frequency component travels 

extremely long distances, being clearly audible for many 

miles. Rotations can be made in the horizontal, over the 

head, or in the vertical, beside the body. In addition to being 

one of the first musical instruments ever created 

(18-thousand-year-old hummers have been

discovereddiscovered in Ukraine), they are found in practically every 

continent and are used in the most primordial activities such 

as: communication, hunting and gathering, religious, magic 

and orgiastic rituals.



the man of the arm and the arm of man 1979
vídeo porta-pack

The difference lies in that man tires

The difference lies in that he questions which elements of a 

given scene can actually die if they are so tired

The trait is that he tires

The gift is that he tires

Long before changing into a sign, he tires

TheThe difference is that man tires long before neon concludes 

it’s round

The difference lies in his mouth where no one peddles 

vitamines

The difference lies in his concluded eyes, his mouth pending 

over a shriek

In the pearl clasped between the teeth

in a vitaminein a vitamine

in a cyanide capsule

Ismar Tirelli Neto

(Poema feito em homenagem à obra)



matapu - zunidor 2012 and 2018
sound performances with electronic equipment, pastel 
drawings



curto-circuito 1979 (film) and 2007 (video)
35 mm film, videoinstallation.

A chase film with no plot or dialogue, only one continual 

escape where not even the pursuer appears onscreen. The 

phrase “it’s not because I’m paranoid that there isn’t someone 

after me” made more current than ever. As in a short story by 

Kafka or Cortázar, the escape seems to extend beyond

both the film and the movie house.



dona raimunda 1977-2015
single-channel video

Dona Raimunda was a great story-teller who became herself a 

parable. In the late 1970s, in the city of Canoa Quebrada, Ms. 

Raimunda, 82 years old at the time, had already gone blind 

from so much sun reflected on the sand as she dug away in her 

struggle against a dune that threatened to invade her house.



a bela e a fera 2014 
video installation with projection and a television
in collaboration with Lucas Parente

The Chronic Wound synthesizes several miscellaneous 

elements put altogether in an installation environment. A full 

size man is projected on a mattress. He sleeps - he appears 

and disappears as he breathes. At his side we see chaotic 

images of slums and demonstrations on a TV, we hear voices 

that surround the spot, the sound of breathing and urban 

chaos. It’s created an atmosphere of terror and irony, erotism 

andand hypnosis. This hybrid nature with it’s multiple sensations 

comes from the dialogue between this three elements.



bandalha 2018
wheat-paste, flag with embroidery saying.

Bandalha = Bandeira (Flag) + Bandalheira (Disorder).

“Bandalha”“Bandalha” is a flag made of fabric, similar to the Brazilian 

banner. It denounces the hijacking of the country’s official 

symbol by taking away its trademark colors and replacing its 

geometric shapes with the transcript of a conversation 

between two senators who conspired against the first female 

president of Brazil, Dilma Rousseff, elected with more than 54 

million votes. “Bandalha” has two versions, one is yellow with 

thethe dialogue embroidered in green and the other is black, with 

the dialogues in yellow. They can be hung on a wall or hoisted 

in a performance, whilst two performers recite the dialogue. 

Meanwhile, the instrumental version of the Brazilian national 

anthem with the scratch sounds of an old vinyl record will be 

playing on the background.



bandalha 2017
wheat-paste, flag with embroidery saying.

Embroidery of a dialogue that caused the coup to impeach the 

first female president of Brazil. In may of 2016, a month after 

the impeachment, the newspapers publish the audio-content 

of dialogues shared between the senators Sérgio Machado 

and Romero Jucá. This was the comprobatory proof that the 

impeachment was directly linked to moves made to stop the 

anti-corruption operations.



bandalha 2017
wheat-paste, flag with embroidery saying.

Embroidery of a dialogue that caused the coup to impeach 

the first female president of Brazil. In may of 2016, a month 

after the impeachment, the newspapers publish the 

audio-content of dialogues shared between the senators 

Sérgio Machado and Romero Jucá. This was the 

comprobatory proof that the impeachment was directly linked 

to moves made to stop the anti-corruption operations.



bandalha

Embroidery of dialogues about the ex-senator Aécio Neves 

and his part in corruption esquemes, comprehending his 

conversations with Joesley Batista and saying of other 

senators about the possibility of a plea bargain made by him.

2018
wheat-paste, flag with embroidery saying.



bandalha 2018
wheat-paste, flag with embroidery saying.

Embroidery of dialogues about the ex-president Michel Temer 

and his part in corruption esquemes, comprehending the 

conversations made between him and Joesley Batista.



bandalha 2018
wheat-paste, flag with embroidery saying.

Embroidery flag of sayings made by the candidate to the 

presidency of Brazil, Jair Bolsonaro.



irreal 2016
metal coin: silver and golden

“Irreal” expresses the unreality of Brazilian politics by means of 

a coin displaying the image of the two principal conspirators 

responsible for president Dilma Roussef’s impeachment. 

Cunha, cunhado (coined). The resemblance of the words is 

resolved on the other side of the coin. Temer, Temeritatem. 

TTwo sides to one coin: the coin of Brazil’s coup. Between 

market fluctuations and the cunning of Brasilis pirates, what is 

created here is a currency not of this world. In unreality we live: 

a choice of heads or tails does not alter the ultimate results of 

an exchange system which has led the ship to its wreckage. It 

is up to us to collect the coins as clues for a history still to 

come.



irreal 2016
metal coin: silver and golden



o artista quando jovem 1978/2018
photography 

The Artist as a Young Man is a series of five photographs, in black 

and white, from his first solo-exhibition, in 1978. In this exhibition, 

intitled “Multimídia”, set in Fortaleza, the artist uses modern and 

techniques unusual for the local scene, given it’s time: 

photography, super-8 films, installations, visual-poetry, etc.



reflexo 2018
site specific photography 

Reflection is a series of photographs site-specific, in which a 

photograph of the reflection of the gallery fuses with the 

image of the viewer inside the gallery, creating an endless 

game of projections.



+2 2008
video

A man and a woman successively lay down until they reach the 

end of a pier that extends into the sea.



disciplina 1978 and 2018
assemblage 

Discipline is an 1978 installation in which it has a cage of brids 

with a suit hanging inside. Each element is imprisoning the other. 

The 2018’s version, entitled Discipline - White-Collar, added the 

continuos spin of the suit, as if the escape line of the elements 

were ever-changing.



exposições/exhibitions



2018 
Kabuletês. Na Tonga da Mironga. Galeria Jaqueline Martins, São Paulo, Brasil.

Figuras na Paisagem. SESC Sorocaba, Sorocaba, Brasil.

2017 
Ação: 1 Irreal 
Galeria Sem Título, Fortaleza, com Beatriz Furtado e Jacqueline Medeiros. 
GaleriaGaleria Alfinete, Brasília, com Ana Avelar e Laila Melchior. Alfaiataria, Curitiba, com 
Keila Kern e Milla Jung.

2016
Céu de Telhas. André e Julio Parente. Festival Multiplicidades. Curadoria de 
Batman Zavarese. Oi Futuro, Rio de Janeiro.

Ação: 1 Irreal. 
Saracura, com Fernando Cocchiarale e Pedro Victor Brandão 
Galeria Jaqueline Martins, com Lucas Bambozzi e Bernardo Faria.Galeria Jaqueline Martins, com Lucas Bambozzi e Bernardo Faria.

2015 
Noche es dia. Com Katia Maciel. Curadoria de Alejandro Martin, Museo Tertulia, 
Cali, Colômbia.

2014 
Circuladô. Galeria Fayga Ostrower, Funarte Brasília.

solo exhibitions

2011 
Dois, André Parente e Katia Maciel, Banco do Nordeste, Juazeiro do Norte.

O Real no Virtual, André Parente e Pedro Parente, Museu de Arte 
Contemporânea do Dragão do Mar, Fortaleza.

Infinito Paisaje, Curadoria  de Daniela Bousso, Espacio  Fundación Telefônica, 
Buenos Aires.

20102010
Figuras na Paisagem, Oi Futuro, Rio de Janeiro. Curadoria por Alberto Saraiva.

2008 
Entre-Margens, Alpendre, Fortaleza

2007
Situacão Cinema, MAM, Rio de Janeiro.

1979 
Multimídia, Exposição de Fotos, Filmes (Super 8) eMultimídia, Exposição de Fotos, Filmes (Super 8) e Arte Ambiental na Galeria 
de Arte Crédimus, Fortaleza.



2018
ARCOmadrid. 
Madri, Espanha.

Retour de Fordlândia. 
La Colonie, Paris. Curadoria por Suspended Spaces.
La Tôlerie, Clermont Ferrand. Curadoria por Suspended Spaces.

Suspended Spaces: une expérience collective. Suspended Spaces: une expérience collective. 
Musée d'art de la Province de Hainaut, Bélgica. Curadoria por Suspended Spaces.

Adorno Político. 
Maus Hábitos, Porto, Portugal. Curadoria por Tales Frey.

A/FRONT/A. 
Galeria Espaço Piloto - UnB, Brasília. Com Coletivo Tupinambá Lambido.

Outros Documentos. 
Galeria Benedito Nunes – Fundação Cultural do Pará. Curadoria por FotoAtivaGaleria Benedito Nunes – Fundação Cultural do Pará. Curadoria por FotoAtiva

Verzuimd Braziel – Brasil Desamparado.
Centro Dragão do Mar de Arte e Cultura, Fortaleza. Curadoria por Josué Mattos.

2017 
Calcutta International Cult Film Festival.
Calcutá, Índia.

10o Strangloscope.
Florianópolis. Curadoria por Claudia Cárdenas. Florianópolis. Curadoria por Claudia Cárdenas. 

As Bandeiras da Revolução - Pernambuco 1817/2017. 
Recife. Brasil. Curadoria de Moacir dos Anjos,

group shows

68 Salão de Abril Sequestrado. 
Fortaleza. Curadoria por Beatriz Furtado e outros.

Arte para uma Cidade sensível. 
Belo Horizonte. Curadoria por Brígida Campbell

Não Matarás. 
Museu Nacional da República, Brasília. Curadoria por Wagner Barja, 

OO Terceiro Mundo Pede a Benção e Vai Dormir. 
Despina, Rio de Janeiro. Curadoria por Victor Gorgulho

Refaire Surface. 
Centre Le Lait, France. Curadoria por Suspended Spaces.

Travessias 5. 
Galpão Bela Maré, Rio de Janeiro. Curadoria por Moacir dos Anjos

2016
Gabinete Contemporâneo de Curiosidades. Gabinete Contemporâneo de Curiosidades. 
Galeria Oriente, Rio de Janeiro. Curadoria por Marco Antonio Portela

Tempo narrador.
SESC Petrópolis, Rio de Janeiro. Curadoria por Stella Ramos

Sara-Há - Território Usado.
Saracura,Rio de Janeiro. Curadoria por Dani Spadotto

Semana dos Realizadores.
Espaço Itaú de Cinema, Rio de Janeiro.Espaço Itaú de Cinema, Rio de Janeiro.



2016
Videos d’artistes #11. 
Maison Européenne de La Photographie, Paris. Curadoria por Laura Hurwitz.

Galeria Transparente. 
Centro Cultural da Justiça Federal. Curadoria por Frederico Dalton.

Pic Nic. 
Main D́oeuvres, Paris, França.Main D́oeuvres, Paris, França.

“Gentil”.
Galeria Gentil Carioca, Rio de Janeiro. Curadoria por Yuri Firmeza e Uirá dos Reis.

2015 
Tempo de Duração.
Perfomance sonora da Banda Clinâmen. Curadoria por Romain Dumesnil e 
Manoela Medeiros, Rio de Janeiro.

Festival Festival Visualismo – Arte, Tecnologia e Cidade.
Praça Mauá, Rio de Janeiro. Projeção em grande escala do trabalho “Cascata”, em 
parceria com Julio Parente

Arte de Contar Histórias. 
MAC, Niterói. Curadoria por Selene Wendt

O Tempo e os Tempos. 
Carbono Galeria, São Paulo. Vídeo “Velô”. Curadoria por Daniela Bousso.

Encruzilhada.Encruzilhada.
EAV-Parque Lage, Rio de Janeiro. Assemblage “Decisão”. Curadoria por Bernardo
Mosqueira. 

group shows

Nino.
Galeria Estação, São Paulo.

Sortir du livre.
Mains d’Oeuvres, Paris. Vídeo “Nau”. Curadoria por Coletivo Suspended 
Spaces.

Clinâmen.
EEAV, Rio de Janeiro.Performance sonora da Banda Clinâmen. 

2014
Do Valongo à Favela. 2014
MAR, Rio de Janeiro. Instalação “A Bela e a Fera”, com Lucas Parente. 
Curadoria por Clarissa Diniz e Rafael Cardoso. 

Espaços Deslocados, Futuros Suspendidos. 2014
MAC, Niterói. Instalação “E La Nave Va”. Curadoria por Luiz Guilherme Vergara

Carneiro. 2014Carneiro. 2014
MAC, Fortaleza. Vários vídeos. Curadoria por Bitu Cassundé. 

Giro. 2014
Galeria Mamute. Porto Alegre. Vários vídeos. Curadoria por The Artist. 

2013
Videoarte 2013.
Fundação Portuguesa das Comunicações, Lisboa. Curadoria porFundação Portuguesa das Comunicações, Lisboa. Curadoria por Alberto 
Saraiva. 
Oi Futuro, Belo Horizonte



2013
Territórios e fugas. 
Galeria de Arte do Instituto de Artes da Unicamp, Campinas. Curadoria por 
Gustavo Torrezan. 

Reinventando o Mundo. 
Museu da Vale, Vila Velha. Curadoria por Jorge Espinho e Franklin Pedroso.

Place od residence. Place od residence. 
ShanghART Gallery, Shanghai. Curadoria por Alfons Hug.

2012
Instante. 2012
SESC, Santo André.

High e Low Tech. 2012
Oi Futuro, Rio de Janeiro. Curadoria por Alfons Hug,

202011
Perceptum Mutantis. 
MIS, São Paulo. Curadoria por Daniela Bousso

Eu me Desdobro em Muitos. 
CCBB, Rio de Janeiro. Curadoria por Milton Guran e Joana Mazza

III multitão: experimentações, limites, disjunções, artes e ciências. 
Campinas. Curadoria por Susana Dias

main group shows

2010
Impressionnisme et Art vidéo: la lumière en écho. 
Rouen, França.

Art.Mov.
Gasômetro, Porto Alegre. Curadoria por Lucas Bambozzi e Marcus Bastos.

Livro de Sombras.
Oi Futuro, Rio de Janeiro.Oi Futuro, Rio de Janeiro.

Tempo/Matéria. 
MAC, Niterói. Curadoria por Claudio da Costa

Seleção: Vídeo.
Centro HO, Rio de Janeiro. Curadoria por Alex Topini

Conexões estéticas. 
Alpendre, Fortaleza.

Liberdade é pouco. O que desejo ainda não tem nome.Liberdade é pouco. O que desejo ainda não tem nome.
Rio de Janeiro. Curadoria por Bernardo Mosqueira

2009
Oproc. 
Ateliê da Imagem, Rio de Janeiro. Curadoria por Marcos Bonisson

8 o Vagalume. 
Instituto de Artes da UFRGS.



2009
O Novo Rosto. 2009
Casa da Cultura da America Latina, Brasília. Curadoria por Wagner Barja

Nano. 2009
Studio 44, Stockholm. Curadoria por Grupo DOC

2008
Espectador emEspectador em Trânsito.
SESC, Rio de Janeiro. Curadoria por Martin Grossman 

Suporte. 
Galeria Tempo, Rio de Janeiro. Curadoria por Grupo DOC

Verdadeira Grandeza. 
Ateliê da Imagem. Curadoria por Coletivo Buraco.

Curta Cinema.
Rio de Janeiro.Rio de Janeiro.

2007
Tecknô n. 5.
Oi Futuro, Rio de Janeiro. Curadoria por Alberto Saraiva.

Paisagens - Vídeos Brasileiros. 
Reina Sofia. Curadoria por Daniela Bousso

Filmes de Artistas. 
Oi Futuro, Rio de Janeiro. Curadoria por Fernando Cocchiarale. Oi Futuro, Rio de Janeiro. Curadoria por Fernando Cocchiarale. 

group shows

Por um fio. 2007
Paço das Artes, São Paulo. Curadoria por Daniela Bousso
CPFL, Campinas. Curadoria por Daniela Bousso

2006
Interconnect: between attention and immersion.
ZKM, Alemanha. Curadoria por Daniela Bousso 

Fake.Fake.
Galeria 90, Rio de Janeiro. Curadoria por Grupo DOC

5o Prêmio Sergio Motta de Arte e Tecnologia.
Paço das Artes, São Paulo. Curadoria por Daniela Bousso

2005
Brasil Digital - @rt Outsider. 2005
Maison Europeenne de la Photographie. Curadoria por Jean-Luc Soret

Mostra Petrobrás. 2005Mostra Petrobrás. 2005
Cinema Odeon, Rio de Janeiro.

Em Tempo Sem Tempo. 2005
Paço das Artes, São Paulo. Curadoria por Daniela Bousso

2004
Hyper, relações eletro-digitais.
Santander Cultural, Porto Alegre. Curadoria por Daniela Bousso



2000
Paisagem Carioca.
Museu de Arte Moderna do Rio de Janeiro.Curadoria por Carlos Martins.

1998
SIBGRAPI '98 - Electronic Theater.
IMPA, Rio de Janeiro.

19971997
Novos Paradigmas Narrativos: Dramaturgia e Interatividade.
Instituto Dragão do Mar, Fortaleza.

Situações Encontradas, da série Artes Plásticas, promovido pela Rio Arte.
CCBB, Rio de Janeiro.

1994
10º Rio Cine Festival, Rio de Janeiro.

Mostra Instituto Cultural Itaú, São Paulo.Mostra Instituto Cultural Itaú, São Paulo.

1993
Mostra Sala Sergio Porto, Rio de Janeiro.

1991
Mostra no Centre National de la Cinematographie. 
Paris, França.

group shows

1989
Mostra F de Fraude.
Cineclube Estação Botafogo, Rio de Janeiro. 

1988
Mostra no 160 Salão Nacional de Artes Plásticas.
Funarte, Rio de Janeiro.

19841984
Berlin FilmFest.
Berlim, Alemanha.

Abertura (Hors-Councours) do I Festival do Cinema Brasileiro de Fortaleza. 
Fortaleza, Brasil. 

1983
3eme Festival du Cinéma Brésilien.
Cinéma Le Denfert, Paris.Cinéma Le Denfert, Paris.

1982
IVeme Festival des Trois Continent.
Nantes, França.

Mostra na Sala Sidney Miller. 
Funarte, Rio de Janeiro.

34ª34ª Reunião da Sociedade Brasileira para o Progresso da Ciência (SBPC). 
Campinas, Brasil.



1982
XIII Mostra Internacional do Filme Científico.
Rio de Janeiro, Brasil. 

I Festival de Curta e Média-Metragem de Niterói. 
Niterói, Rio de Janeiro, Brasil.

1981
Jornada Brasileira de Curta-Metragem.Jornada Brasileira de Curta-Metragem.
Salvador, Brasil.

1980
Encontros com o Cinema Brasileiro. 
Cinemateca do MAM, Rio de Janeiro.

Filmes da Corcina.
Sala Sidney Miller, Funarte, Rio de Janeiro.

100 Films D’Amérique Dite Latine.100 Films D’Amérique Dite Latine.
Cinéma Le Denfert, Paris.

1979
XII Festival de Brasília do Cinema Brasileiro. 
Brasília, Brasil.

Multimédia Internacional.
Museu de Arte Contemporânea da USP, São Paulo.

group shows

1978
1º Encontro Internacional de Vídeo Arte.
São Paulo, Brasil.



imagens (pre)posição



BESIDE, BEYOND, INSIDE 
OUT, AND AROUND: MOVING 
IMAGES AS PREPOSITIONS 

Simone Osthoff

The curator should be like a dervish who circles 
around the artworks. There has to be complete 
certainty on the part of the dancer for it all to 
begin, but once the dance has started it has 
nothing to do with power or control. To a certain 
degree it is a question of learning to be 
vulnerable, of remaining open to the vision of the 
artist.artist. I also like the idea of the curator or critic as 
a supplicant. It’s about forgetting everything you 
think that you know, and even allowing yourself 
to get lost […] a form of concentration that 
suddenly turns into its opposite.

After more than three decades of renewing the moving image, against the grain of 
traditional cinema and common categories of the visual arts, André Parente 
increasingly shares with the viewer questions of the visible. Born in Fortaleza, the artist 
grew up in Rio de Janeiro where he lives and works. His familiarity with the moving 
image includes working as a young performer in the videos of Letícia Parente, his 
mother and a pioneer of electronic media in the context of visual arts in the 1970s. 
Towards the end of this decade, he began deconstructing cinematic conventions with 
his own original insights.his own original insights.
Parente’s work is playful, direct, and apparently simple in its range of graphic devices 
and technologies of recording and projection. And yet, the work often places viewers at 
the abyss, or beside it, by engaging not so simple dimensions of the visible, such as 
those inherent to stereoscopy, parallax vision, anamorphosis, fractal geometry, and 
topology. According to the artist, “every photomechanical image, whether analogical or 
digital, raises the question of its relation to the referent.” And his images, frequently 
recorded in real time, slow down ideas where they tend to run fast, as he circles them 



around and around until they (and we) start to seem strange, foreign, 
paradoxical and perhaps nonsensical.
HisHis examination of images includes performance, drawing, writing, 
photography, film, video, and interactive installations that connect 
analogical, electronic, and digital media. The artist frequently turns 
images inside out while using repetition, this old mnemonic poetic 
device, as did, for instance, Gertrud Stein. In one of her Lectures in 
America delivered in the mid 1930s, Stein pointed out: “Is there 
repetition or is there insistence. I am inclined to believe there is no such 
thingthing as repetition. And really how can there be.” Stein’s emphasis on 
repetition-as-insistence was a way of being present in the moment, of 
feeling, thinking, writing, and speaking as a poetic incantation, similar to 
the performative writings of Clarice Lispector and Guimarães Rosa, two 
authors very dear to Parente. Repetition in his work often takes the form 
of topological connections between beginning and end, inside and 
outside, containment and release, sites and sights.
An example is Estereoscopia [Stereoscopy], 2006, perhaps the work 
that best describes the collaboration with his partner and visual artist 
Katia Maciel, who shares his interest in the moving image as an 
expanded cinema, proto-cinema, quasi-cinema, or trans-cinema. 
Estereoscopia is an interactive composition at the abyss, archetypal of 
one image inside another, like the infinite reflections caught between 
two mirrors. The work is made with two photographs—one of each artist 
takentaken in medium shot in the beautiful Botanical Gardens of Rio de 
Janeiro, the neighborhood where they live—the pictures suggest that 
the artists are facing each other. This cinematic dialogue, however, 
does not cut between reverse angle shots as it is common in a dialogue 
scene. The artists instead, structured the work with fractal logic, in 

which each small part always contains the whole. Thus, the portrait of 
Maciel is made of multiple pictures of Parente, and vice-versa, with 
one’s portrait inside the other’s ad infinutum. Viewers can zoom into 
these two pictures forever, while listening to their intercalated voices 
repeating the sentence “I want to see what you see of me inside of you.” 
Their gazes, not only reciprocal and symmetrical, but hypnotically and 
continuously inside one another. 

FIGURES ON THE FIGURES ON THE WALL AND THE FIGURE THE WALL
AA number of Parentes’ works emphasize the wall as the boundary 
between image and referent, including Na Parede [On the Wall], 2007, 
Contorno [Contour], 2011, Belvedere [Gazebo] 2010, and Caminho 
[Trail], 2010. The first two also created in collaboration with Maciel. Na 
Parede is a short and playful video, in which the artist repeatedly strikes 
the same pose against the wall and right next to the carved outline of his 
running body on the Galeria Vermelho in São Paulo (the wall is carved 
asas a low relief exposing the bricks). With fast movements he tries to 
position his body ahead of his profile on the wall, as if trying to out run 
his own shadow. In the background we hear Maciel’s voice telling him to 
go on cue. We smile and perhaps think of profile figures on Greek vases 
and bowls, made cinematic in one’s imagination by the suggestion of 
their circular forms. Na Parede has the freshness of early films a 
century ago when they included the magic tricks of George Méliès, for 
instance,instance, who combined vaudeville theater with the new trick of stitching 
a number of sequential photographs together and projecting them in a 
steady flickering that created the illusion of movement. 
A second video-performance with Maciel that centers on the wall is 
Contorno. The work begins with the artists standing against a long 



white wall holding hands side-by-side. In turn, each traces the body of 
the other onto the wall. When the tracing is completed the person being 
traced moves on to the next space sideways, and the action is 
repeated, thus gradually creating the effect of a line of cut paper dolls of 
male and female figures, only that in Contorno, the two-dimensional 
trace of each body is filled with a projection of that body, a few seconds 
after he or she moves away from the wall. The tangible bodies, the 
contourcontour drawings, and the multiple projections of their bodies are 
seamlessly connected through smooth transitions in a chain of repeated 
gestures and graphic devices that translate direct experience with 
different forms of systematized representation. Here gesture, contour 
drawing, photography and video once again suggest the origin of 
images created by the projection of light, from the shadow theaters to 
shadow profile drawings, to the camera obscura, photography, film, 
video,video, and digital media, all graphic forms and devices the artists 
explore the way a writer might explore the poetic potential of 
prepositions.
A third work that foreground the wall is the site-specific installation 
Belvedere, created at the Museu de Arte Contemporânea of Niterói. 
This Niemeyer circular building covered with a glass skin is iconic of 
Brazilian modernism, and furthermore is famous for its privileged 
location—elevated on a rock right at the edge of the water with great 
views of the magnificent surrounding landscape, including the entrance 
of the Guanabara Bay and the city of Rio de Janeiro on the other side. 
LikeLike the Guggenheim Museum in New York, the architecture of the 
MAC-Niterói continuously challenges artists exhibiting there. On 
occasion, artists succeed in transforming the challenge into opportunity, 

as did Parente with Belvedere. His installation included a series of 
photographs of a similar modern round building from the 1960s, a 
glass-covered gazebo built on the mountain road between Rio and the 
city of Petrópolis. It is now in a state of abandonment, a concrete 
skeleton in ruins. The image of the old Belvedere inside the new one, a 
building inside a building, echo between them half a century of history 
that includes utopian projections, political failures and human loses 
sincesince Brazil attempted the modernist leap of “fifty years in five.” The 
second part of the installation, rather than a reflection on time focuses 
on representations of space. Inside the museum wall, the artist 
projected a video of the exact landscape scene right behind that wall. In 
real time, tides and lights change according to the time of the day. Only 
the wall separates image inside from the landscape outside functioning 
at the same time as a physical barrier and an age-old material support 
forfor art and architecture, and thus for the virtual worlds we project on 
them. Belvedere thus engages space and time in actual and virtual 
dimensions while highlighting the wall, both as a memory device and 
conceptual plane. 
For a visual artist, the distinction between interior and exterior is 
usually dependent upon the notion of surface, which ensures the 
perception of planes and ultimately of depth. Artists probing topological 
space and time relations, tend to connect inside and outside, interior 
and exterior, thus questioning usual modes of perception largely 
responsible for what is visible, audible, thinkable, and sayable, and thus 
ultimately, for inclusion and exclusion. Lygia Clark, for instance, pointed 
out that surface, rather than superficial, is where all interest resides.out that surface, rather than superficial, is where all interest resides.
Caminho, a fourth work that explores the wall as boundary between 



art and life, like Belvedere, is also site-specific. The work is a 
four-channel video projection on four screens side by side. On each one 
the artist follows a different path from the street into the exhibition space 
where the videos of these walks will later be projected. He is followed in 
real time by the camera, as a private eye, that goes behind him across 
the garden and into the building, and continuing as he climbs stairs and 
walks through a number of spaces stopping only when he reaches the 
farfar wall of the last room, a physical boundary to the body and to the 
actual performance, as well as the support for the video documentary 
being projected on that same wall.
 
BEYOND THE FOURTH WALL: PARSING THE VISIBLE WITH 
WORDS AND VOICE
Parente’s work often dialogues with that of writers. Among those that 
foreground voice and narration are his early film Os Sonacirema 
[americanos backwards, americans], 1978, and the more recent Entre 
Margins [Between Margins], 2004. Beginning with the title, Os 
Sonacirema explores inversions, further achieved by a voice-over that 
gradually positions the audience at the center of the narrative. This 
pseudo-documentary narrated by a male voice practically does away 
withwith images altogether, except for the projection of abstract transitions 
in fade-in and fade-out. The audience listens to ethnographic 
observations about a people living in a territory that extends from the 
Oiapoque river to the Chuí river (geographical limits of Brazil to the 
North and to the South). As the description of their lives and habits 
unfold, increasingly viewers recognize themselves as the object of the 

study. Audiences laugh while feeling a certain discomfort and 
frustration—no longer voyeurs being entertained for a couple of hours, 
but rather, objectified “natives” being scrutinized by the film. 
ThisThis reversal of the gaze performed by Os Sonacirema is also 
produced in the circularity of Entre Margins. Both works position the 
spectator in impossible spaces simultaneously inside and outside 
cinema’s invisible fourth wall. Usually occupied by the crew and 
production equipment, the fourth wall stands-in for the audience’s 
psyche and imagination. Even when the camera is inserted into the 
midst of the set, the fourth wall is still present in the form of the 
audienceaudience’s psyche, which is also a kind of center. Entre Margens 
subverts this center. It positions viewers between two screens with 
images of reverse shots. On one screen we watch the river flowing with 
light and tides coming and going in accelerated motion. On the other 
screen, we watch land with clouds fast moving across the sky and wind 
blowing over the grass. Between the image of the river, seen from the 
land, and the image of the land, seen from the river, one listens to a 
narratornarrator reading Guimarães Rosa’s short story A Terceira Margem do 
Rio [The river’s third bank]—a story about a father-son relationship. The 
story ends with a long panoramic shot following the horizon until the 
shot is reversed and river and land change positions on both screens. 
While the narrator tell us a story within a story, the images of land and 
water turn inside out like a Mobius band. The circular figure the camera 
performs, however, ultimately rotating the videos from one screen to 
anotheanother, positions viewers in an impossible space, not only inside 
cinema’s invisible fourth wall, but inside a fourth wall in topological flux. 



A center further de-centered and located besides, rather than between 
margins. This imaginary place, which Rosa creates with words and 
Parente with images, is ultimately the boundary between the living and 
the dead often where images dwell. 

RUNNING AND SPINNING: TOPOLOGIES OF IMAGES, HISTORIES 
AND ARCHIVES
TheThe topological inversions that characterize Parente’s work from the 
beginning of his career can further be noticed if we compare another 
pair of early and recent works: the beautiful black and white film Curto 
Circuito [Short Circuit], 1979, and the recent participatory installation 
made with archival footage Circuladô, [Spinner], 2011. In Curto Circuito 
a young man runs through the streets of Rio de Janeiro, first on foot and 
then by car. He runs and runs until he enters a parked car and drives the 
carcar through different neighborhoods of Rio. He then parks the car and 
begins to run on foot again in a continuous loop. In 2007, Parente 
created a different version of Curto Circuito at the Museu de Arte 
Moderna of Rio de Janeiro by projecting the two sequences side by 
side—of the man running on foot and by car—and reversing them on 
the screens simultaneously.
Michel Serres, the provocative French thinker and philosopher of 
science explained how topology works in contrast with a geometry 
based on the flat plane:

If you take a handkerchief and spread it out 
in order to iron it, you can see in it certain fixed 

distances and proximities. If you sketch a 
circle in one area, you can mark out nearby 
points and measure far-off distances. Then 
take the same handkerchief and crumple it, by 
putting it in your pocket. Two distant points 
suddenly are close, even superimposed. If, 
further, you tear it in certain places, two points 
thatthat were close can become very distant. This 
science of nearness and rifts is called 
topology, while the science of stable and 
well-defined distances is called metrical 
geometry.

Serres stated that, whether the chain of events is understood as 
cumulative, continuous, or unfolding through revolutions and changing 
paradigms, it remains linear. And he emphasized that the restrictive part 
of this linear history understood as a chain of events is the notion of 
progress, especially of scientific progress, which assumes that the 
thinkers who stay behind are clearly obsolete. He is a strong critic of the 
classical notion of time because for him, contemporary thinking should 
bebe capable of multi-temporal relations, at the same time archaic, 
modern and futurist. And he pointed out that there are plenty of relevant 
ideas by thinkers of the past—paths not taken and unexplored 
possibilities—which can be as insightful and relevant as some 
contemporary concepts. Thus topology also suggests different 
histories.



Parente seems to have always known that the uncanny and the poetic 
are part of the familiar and the domestic, and he approaches cinema 
history and archives with the same intuition. For instance, his interactive 
installation Circuladô [Spiner] (2011) is a giant zoetrope operated by 
viewers who inside it can regulate the speed of images projected 
simultaneously on three screens. On each a man spins—Corisco in the 
final scenes of Glauber Rocha’s Black God, White Devil, 1964, Oedipus 
atat the cross roads in Pier Paolo Pasolini’s Oedipus Rex, 1967, and a 
Sufi dervish at the beginning and end of Bill Morrison’s Decasia, 
2002—each spinning in a liminal encounter with destiny, madness, 
death, and ecstasy. Circuladô further combines new and old media, 
while suggesting that viewers can harness the powers of incarnation 
and incantation that speak to the recesses of our psyche. There is a 
quality of timelessness in these images, of older rites, and oral 
traditions.traditions. These ecstatic experiences are a homage not only to the 
history of cinema, but also to the body-centered experiences of 
cannibalism, carnival, and hunger which have been central to the 
Brazilian Anthropophagic, Neoconcrete, and Cinema Novo movements. 
In Circuladô, manifestations of the primal, the transitory, and the 
ephemeral are connected through viewer participation, for instance, to 
Ferreira Gullar’s “Theory of the não-objeto” [Theory of the non-object], 
1959,1959, which was later radicalized by Lygia Clark and Hélio Oititica in the 
1960s. Oiticica once embraced the ecstasy of samba dance as a way of 
turning information into knowledge. Such are some of the circular 
experiences suggested by Circuladô, a title that further references oral 
culture by way of Caetano Veloso’s music and poetry, an oeuvre in itself 

a kind of cinematic spin, as the composer often creates moving images 
with words, melody and rhythm. 

TRACKING PARALLAX MOVEMENT WITH DISTORTED IMAGES 
OF PARALLEL TRACKS
ParentesParentes’ work continues to combine rigorous formal, experiential, 
and conceptual perspectives. In his recent interactive installation Trilhos 
Urbanos [Urban Railways], 2011—a collaboration with his son Pedro 
Parente—the artist engages parallel tracks as image and formal 
structure, thus relating the point of view of the camera to the movement 
of the viewer’s body in the gallery space. The notion of parallax refers to 
the apparent displacement of an object caused by the actual movement 
ofof its observer. It can further be understood in the way we frame the 
past, always from the perspective of the present. Trilhos Urbanos 
consists of a large static image from the suburban outskirts of Rio de 
Janeiro (the working class suburbs away from Rio’s famous touristy 
sites) onto which a number of windows with moving images are 
projected. The actual movement of the viewer triggers the anamorphic 
windows that follow the dislocation of bodies in space. The work 
articulatesarticulates actual movement and cinematic movement, juxtaposing 
perspectives in a continued investigation of the ways we engage 
moving images. 
Parente’s work is a generator of the effects he simultaneously places 
under scrutiny. From deconstructing the surface-depth binary to 
de-centering cinema’s fourth wall, from running on foot as well as on 
suburban train and film tracks, he creates images mise-en-abyme and 



paradoxes of space and time that reflect upon the function of the artifact 
in the structure of representation—around, inside out, beyond, and 
besides the margins of cinema. 



SPINNING BODIES, THE 
LUDIC-POETIC SPIRIT, AND 
THEIR REVERBERATIONS

Ismail Xavier

André Parente's installation Circuladô belongs in the constellation of works which 
emphasises repetition and variation, a structural principle of his plethora of spinning 
bodies collected from films and brought together based on a standard and formal 
motion, a visual motif which configures experience as kind of “theme-and-variations” 
game. We can see this example of transcinema in two movements, one focusing on 
what the images reveal through what they have in common by the reiteration of an 
icono-choreographic motif; the other, through the recognition of a semantic field made 
possiblepossible by the particular content of each variation (scene included in the series). A 
third dimension of this experience comes from the interactive aspect of the device, the 
manual control of motion (speed, going backward and forward) of the images on 
display. A large semi-circular screen, 18 x 6 metres, was divided into multiple 
contiguous images that repeat in total synchronicity the same film scene going forward 
and backwards according to the spectator's wish.
This mechanism evokes the zoetrope, a device invented in the 19th century to 
produce an illusion of moving images through the rotation of a cylinder in which body 
positions were drawn in order to display consecutive positions causing the illusion of 
motion, a simpler version of a mechanism which reached its greatest accuracy and 
efficiency with Edison's kinetoscope and the Lumière brothers's cinematograph. 
Manual control of motion in the installation accentuates the reference to the so called 
pre-cinema and brings to the debate a subject that was discussed only 19th-century 
scientificscientific circles, that is, the analysis of the subjective conditions of the experience of 
moving images by an unstable body with inaccurate perception, but which develops 
through duration, not to be confused with the idea of a supposedly stable and 
sovereign eye in the centre of a geometric space. The understanding of visual 
perception as a transitory thing appeared more clearly in 19th -century empirical 
sciences, in correlation with the new standards for artistic creation which gained more 
decisive momentum later in that century.
As noted by Luiz Cláudio da Costa in his text for the catalogue of the exhibition 



Infinito Paisaje (Fundación Telefônica, Buenos Aires, 2011), 
“Arqueologia da percepção: a subjetividade nas instalações 
cinematográficas de André Parente” [“Archaeology of Perception: 
subjectivity in the cinematographic installations of André Parente”], the 
reflexion about the old mechanical moving-image devices in 
installations of today provides a retrospective view of the archaeology of 
the visual experience linked with such devices, in order to establish a 
dialoguedialogue between the agency of 21st and 19th century images, marking 
an affinity (not an identity) enabled by the experience common to both, 
of rapid technological changes that redefined in the past and redefine 
today the connections between the body, the gaze, perception, and 
motion.
Going forward, backwards, and pausing are commands that enable 
new analytical approaches to film fragments; the interactive spectator's 
gesture unfolds into several ways to create a meaning to this 
experience, the voyeur's experience (due to the profitability of the new 
immersion in something whose speed can be controlled by the 
spectators themselves) and the pensive spectator, engaged in a form of 
questioning articulated to their (epistemological) curiosity. The 
deconstructiondeconstruction of the continuous flow in the installation devices 
generates a form of reflection that revisits the issues from Modern Art 
and cinema before the continuity/discontinuity-of-movement binomial.
In Circuladô, the rotation motif unfolds, from an image projection of 
spinning bodies on screens, evoking the circular motion of looped 
images, typical of 19th century devices, a time when the spinning of 
gears marked the mechanical era of the Industrial Revolution which, in 

the sphere of public and domestic amusement, were symbolised by 
numerous devices based on mechanical joints, disk rotations, and 
windows for intermittent observation, like the zoetrope, the 
phenakistoscope, the praxinoscope, and other machines which, before 
the development of cinema, produced different forms of moving image 
illusion through manual operation. They were called Philosophical Toys, 
for they created such illusion, but at the same time revealed the 
mechanismmechanism that produced it, generating great interest by this 
combination of entertainment and technological progress that gave rise 
to a peculiar charm which relied on the complicity with an immediate 
(and desired) idea of magic, and awareness (in brackets) of the 
technical-pragmatic mechanism generating the effect. In the 19th 
century, this connotation of charm and wonder could still benefit from a 
more incipient stage in the process of disenchantment of the world (Max 
WWeber) associated with technological-scientific progress and its 
instrumental purpose. Today, given the new configuration of 
moving-image technologies, and considering the immense repertoire 
accumulated over more than a century of experiments with the 
projection of moving images, the forms of reception in the context of 
video art, and, more markedly, in art installations, are distinguished by a 
higher degree of epistemological curiosity, no without a fetishistic side, 
when compared to the experience provided by the philosophical toys.when compared to the experience provided by the philosophical toys.
At any rate, this charm – though an object of repression due to the 
more indifferent gaze of today – reveals its validity under a spirit of 
reflexion on the very nature of perception, foregrounding the 
technical-pragmatic (non-theoretical) knowledge regarding the invisible 



circuits controlling digital-image devices. This dimension of charm is 
favoured by the playful aspect of experience, with its implication in the 
realm of a sense of power, resulting from different forms of spectator 
mobility and their possibility to control the pace with which images are 
displayed.
MobilityMobility of the gaze and manual control induced by transcinema are 
strong characteristics in the mechanism of this mirroring involving two 
contexts of rapid transformation in the universe of technology and 
perception. In this sense, to operate today a more complex version of 
the zoetrope (between stasis and motion) is to remain open to the direct 
connection between two periods of time, past and present, which does 
not presuppose a linear return to the past, but immediately constitutes a 
clashclash between two extremes. This confrontation denatures the current 
configuration of technology, and puts it in perspective, making us free to 
perceive the images in a richer and fresher way.
Between the evoked past and the present lies the century of cinema, 
from where André's installation draws the images projected on the 
screens, images that were selected because they affirm the spinning 
body motif repeated in ever different variations, each with a particular 
suggestion originated from the nature of the whirling body's experience, 
but all driven by a disposition which affirms the body's motion as 
insertion into a world of magic, not reduced to a principle of mechanical 
causalitcausality, nor to a psychomotor sense of gesture and action. This magic 
affects the way these two planes are articulated – and the visual motif 
that structures the play and provocations generated by the field of 
experience brought about by the images. The archival material offers us 

fragments that were mostly extracted from very well-known films, 
broadening the range of associations and meanings, for in this case it is 
about revisiting images of spinning bodies that do not completely lose 
the effect that our memory of those films has already impressed upon 
them.
CirculadôCirculadô cites passages from films in which the characters are 
uniquely immersed in a rotation which introduces different forms of ritual 
that count as affirmation of the body and gesture in a symbolic sphere. 
The body rotates in the here and now, but its movement signals an 
ecstatic state of consciousness (the getting-out-of-oneself) which puts it 
in contact with another realm whose nature is defined by the specific 
content of the experience. This motion can be the rotation an Aedipus 
whowho searches for chance-fate signs regarding the path to follow in the 
crossroads he is at in a desert-maze, without knowing whether he is 
going to or from the fate predicted by the oracle (Pasolini's film). Or it 
could express a low-anxiety question of the monk-followers of Saint 
Francis, who spin in order to see a sign indicating the direction they 
should go in their pilgrimage to spread the word of their master who, at 
the moment of departure, answered the question “where should we 
go?”go?” by saying that they should perform a ritual of body spinning until 
they fell into a position that indicated a path (Rosselini's film). Corisco, 
in turn, spins in order to form, for the last time before dying, the acronym 
generator of the aura surrounding him as an eccentric legendary 
character, a social criminal who fulfils the fate of a righter-of-wrongs that 
this last ritual would come to confirm, to count as the prophetic 
testament of someone condemned who makes his last affirmative move 



(Glauber's film).
AfterAfter all, the images extracted from these films are versions of a 
Baroque combination of dynamism and obsession, very typical of 
characters like Saint Francis of Assisi, Oedipus, and Corisco, who 
impressed us when they were revisited by modern filmmakers – 
Rossellini, Pasolini, and Glauber – whose creations revolved around 
the interface between the profane and the sacred, history and myth, 
commitment with the here and now, and search of transcendence.
HereHere lies an attraction to circular motion which gives rise to 
ceremonies, an impetus that reaches – in the case of another fragment, 
the spinning of the Sufi dervish – ad nauseam repetition as a form of 
prayer leading to a limit experience of trance and unity with the cosmos 
through a choreography that combines repetition and a sense of 
elevation. It is somthing typical of the Sufi ritual – but not exclusive to it 
– to link the spinning of the human body with the movement of the 
heavenlyheavenly bodies, one version among many of the metaphysical 
postulation of an essential connection between the human body's 
rotation, the rotations of the gravitational field, and the nature of the 
Cosmic Order which is still a Ur-code of life's secrets which requires 
profound intuition.
In this field of spinning bodies, I would like to emphasize a presence 
that is more general of a perception tuned to a Baroque sense of the 
world dynamics that assumes that the order of time is a choreography 
shaped by tense force fields. A relentless play of attraction and 
repulsion thematised in André Parente's installation, marking the 
articulation between the structure of the device, its visual motif, and the 

specific content of each scene brought to our attention. Such 
articulation is in itself ambiguous, given the confrontation between the 
enchantment of the world presented by the images and the 
discontinuous, analytical record, which frames them at the same time 
as they fit into the series that summons us to reflect upon repetition and 
difference, a form of thinking about time whose horizon is the 
development of moving-image devices, from the mechanical age to the 
electronic-digitalelectronic-digital age. This ambivalence unfolds when the rotations's 
dynamics is subjected to the modulation controlled by the interactive 
spectator who, thus, re-experiences the condition of a prestidigitator of 
the  zoetrope or from juggler shows, experiences from the past and 
present that imply a certain enchantment with tricks of perception in 
view of this combination of epic progression and repetition, linearity and 
eternal return, present in our connection with images since the 
philosophicalphilosophical toys, in a secular and popular record of perception, 
without a sense of wonder in the pure and harsh sense of religion or 
modernity studies. Circuladô and its semi-circular screen make us 
move in-between these two records, now more focused on electronic 
prestidigitation and our delight with the cinephiles's repertoire 
celebrated in it; but given the choice, it never tires to suggest how much 
the paradigm of rotation resembles other spheres.
The installation's title brings a new dimension to what I called 
ambivalence in the connection between different cultural records, in this 
motion marked by playfulness and wonder. When I talk about epic 
progression suspended by repetition, I am referring to an approach that 
the title suggests to the dynamics that Haroldo de Campos introduced 



introduced in a passage of his text Galáxias, in one of his chants about 
the stages of geo-political-linguistic circumnavigation which propels his 
long poem. I am talking about a passage on the word-motif “circuladô,” 
which alludes to a snapshot mosaic of popular sociability taking shape 
through erudite transfiguration and language re-invention captured in 
this scenario, the same that finds its musical translation in Circuladô de 
Fulô by Caetano Veloso, whose lyrics are formed by fragments from 
Haroldo de Campos's text.Haroldo de Campos's text.
This approach does not involve a rigorous homology of procedures, 
between the visual structure of an installation and experiments with 
language typical of complex poetic textures and the structure of Haroldo 
de Campos's book, his reinvention of words, his syntax, his blurry epic 
gesture. However, there is a mosaic of motifs – galaxies, constellations, 
revolutions, migrations – suggesting this approach, which does not 
mean to assume a unity of meanings in the motion taking us from text 
toto music and, from the second, to installation; as well as there is no 
identity of meanings in the path leading us from the pre-cinema of the 
philosophical toys to Cubist and Futurist Modern art experiments, and 
from those to the transcinema installations of today. Transcinema's 
identity is closer to the abandonment of two-dimensions in the visual 
arts and to a preference for the gesture, which – as an essential aspect 
of Hélio Oiticica's work – had its impetus translated, in the 1960s and 
1970s,1970s, by a cinema of invention whose device – moving images 
projected on a screen – set the limits of its experimentalism only broken 
in the installations that inscribe body and gesture of the user-spectator 
within a dynamism of interaction with the images that, beyond what can 

be seen or heard, become effectively tactile, kinaesthetic, a field of 
absorption which is not like the one experienced by the figures we see 
spinning on the screen, but which is able to generate an immersion that 
reveals affinity with the evolutions of a Parangolé or the space-time 
journeys of the Cosmococas.
InIn this case, an elective affinity articulates the field of experience 
generated by the structure of the installation in the tridimensional space 
and the universe of experience I have just outlined, turning the attention 
to the device into a reflexion about the correspondence between an 
artistic work developed around a central motif which, in turn, 
reverberates in symbolic fields that can be freely interpreted.



THE ARCHEOLOGY OF 
PERCEPTION: SUBJECTIVITY 
IN THE CINEMATOGRAPHIC 
INSTALLATIONS OF ANDRÉ 
PARENTE

Luiz Cláudio da Costa

André Parente, the founder of the Núcleo de Tecnologia da Imagem of the Escola de 
Comunicação da Universidade Federal do Rio de Janeiro, works as an artist in hybrid 
languages which converge in film and new media, as well as in the visual arts. With an 
extensive curriculum both in university research and in the arts—he is the author of 
several books which deal with the issue of the image as technical output—he has also 
held several individual and collective exhibitions in Brazil as well as in France, 
Germany, Mexico and Spain, for instance. The winner of major prizes such as Prêmio 
SergioSergio Motta de Arte e Tecnologia (2005), Petrobras (2004 and 2006) and Itaú Cultural 
(2002), Parente’s artistic production explores the cinematographic device and its 
relationship with the observer in the conditions of the art exhibition space (the museum, 
gallery, etc.). According to Philippe Dubois, the film effect caused by the emergence of 
film shows using spatial images highlights the place of the spectator, who leaves 
behind the “big dark community movie theater” for a “more individualized vision” in the 
white expanses of the museum. 
André Parente’s video installations show spatial images which seem to posit the 
whole issue of vision, but in terms of the way this subject was approached at the start 
of the 19th century: subjective vision and an untruthful perception of the world. 
Knowledge, including art, was at the time experiencing a crisis of classical 
representation which finally gave way to new conceptions of subjectivity. The 
19th-century observer was the product of an assorted network of social, discursive, 
technological and institutional relationships. According to the historian Jonathan Crary, 
oneone of the most singular phenomena of that time was the emergence of the body as a 
physiological apparatus. The subject played a productive role in the process of vision, 
although a visual experience could also be produced for the subject, as the order and 
force of a disciplinary power. At the start of the 19th century, with studies on the 
separation of the senses and the persistence of the image on the retina, the concept of 
the new observer led to a subjective vision “not necessarily connected with the act of 
seeing.”



The conditions which gave rise to the appearance of modern 
subjectivity did not come about at the end of the 19th century, but rather 
in the early 1800s. Thus, when Manet presented Le Déjeuner sur 
l’herbe and Olympia in 1865; when Eadweard Muybridge took the first 
filmed images of a galloping horse in 1878; when the first 
cinematographic images made by the Lumière brothers were shown in 
the Grand Café de Paris in 1895, the foundations of modern perception 
hadhad already been firmly laid. The model of the Camera Obscura, which 
had served to form subjectivity from the 16th century, collapsed. The 
vision conceived of in the 19th century, which Jonathan Crary called 
“untruthful,” is embedded in the body as an innate capacity for being 
affected by sensations which are not necessarily related to the referent. 
This mode of vision is the “condition for the possibility of modernistic 
artistic experimentation,” although the separation from the referent 
finallyfinally ends up being an estrangement from the body, which led modern 
art to fulfill itself in the abstract. Post-modern reaction would reveal a 
new place for the body, particularly in art oriented towards context and 
ambient, but also in sculpture, happenings and performance art.
Untruthful perception in André Parente’s installations does not 
exclude the body, and neither does it ignore any references to the 
current moment. Nor does it claim that lies, dreams or fiction are a 
subjective dimension for art. Parente plumps for the temporal 
dimension of the image as the source and model for subjectivity and 
current vision. Defined by Gilles Deleuze on the basis of Henri 
Bergson’s theories, image-time reveals the schism between past and 
present.present. This requires an observer whose attention does not depend 

solely on his motor functions inasmuch as his understanding of the 
world and the things he perceives is not translated into movement as 
the response of his body, into a useful action. The subject who 
perceives relates the perceived image to other virtual, absent images 
from his past which are housed in his memory. The time of which 
Deleuze speaks is not our interior but the “interior state in which we 
spend our being, living and changing.” In Parente’s installations, bodily 
immersionimmersion in the interior space of time is fundamental. Motor 
interactivity only establishes the first instance of the bodily relationship 
of the spectator with the current and immediate space and time in which 
he finds himself. But the images he sees before him in space produce 
an absence which prompts the activation of another regime of 
perception, another bodily relationship with the surrounding world. 
Plunged into the space of images, the spectator perceives them as 
presencespresences outside himself, a flowing current which affects his body and 
encourages him to see time, this time, from a divided perspective. 
It is in this sense that André Parente’s work needs images from the 
world of film archives, from the history of art and fiction, as well as the 
current-day presence of seeing devices, in order to produce a vision of 
time through its relationship with the past for the spectator. In 1980, 
André made the film Na arte, nada se perde, nada se cria, tudo se 
transforma (35 mm, 18 minutes), which documents the exhibition given 
by Essila Paraíso A história da arte (FUNARTE, 1980). The display 
buildsbuilds up the status of the artwork as merchandise, through the 
appropriation of objects. The voice-over narrates a history of 
continuous, linear art on the basis of objects that stood the test of time, 



beginning in ancient Egypt, passing through Greece and the 
Renaissance, to reach modern times. The irony surfaces when we 
realize that the objects on show are not in fact art works as such but 
trivial items as are to be found in any poster shop which reproduces 
paintings. These articles of merchandising will not have the staying 
power to tell their own story. Such a condition of art will always be 
excluded from the history textbooks, which the film makes explicit in the 
displaydisplay of objects collected by Essila Paraíso. There is, however, 
another level of ambiguity in the film, present in the title: “nothing is lost,” 
on the one hand, refers to the sense that the sensations created by the 
work are lasting, and, on the other, “nothing is lost” because art has 
come to accept the temporal condition of its objects and thus 
“everything is transformed.” In fact, Na arte, nada se perde, nada se 
cria, tudo se transforma, produced in 2006 as an interactive video 
installation,installation, is a variation on the film which creatively adapted Essila 
Paraíso’s work.
Marcel Duchamp seems to have condemned the art work to a 
singular brevity with his ready-mades, and from the prow of the 
avant-garde, art only professes a belief in subtle and short-lived effects. 
In discussing this lack of permanence, Harold Rosenberg identified the 
recurring problematic in the fundamental themes treated by Duchamp 
through his insistent practice of circulating reproductions of works. (9) 
Perhaps what Rosenberg failed to take into account in his criticism of 
DuchampDuchamp’s circulation of artworks was their vast capacity to survive in a 
contemporary context. In inverting its destiny in the direction of life, the 
work can divide itself through reproduction, translating its images from 

one format to the next, shifting its mode of reception according to the 
support and context in which it is presented. Appropriation, 
reproduction, collection, translation and transference multiply the range 
of updates possible and permit the artwork to be circulated in such a 
way that its power to stimulate remains undiluted despite its 
transformation. This potential for division, which modifies the superficial 
appearance of a work and the way that it is received, is a constant 
themetheme in Parente’s poetics. Many of his works have been subjected to 
differentiating transformations. Curto-circuito (1979, 35 mm, black and 
white, 14 minutes) was originally made to be presented in a movie 
theater, and became a video installation in 2007 at the exhibition 
Situação cinema (Museu de Arte Moderna do Rio de Janeiro - MAM, 
RJ); O santo sem cabeça (2005, DV, 6 minutes 40 seconds) was 
transformed into a video installation in 2007 also at Situação cinema; 
CirculadôCirculadô (2007) was presented as a video but also as an interactive 
installation.
The past makes itself present in other works by André Parente: 
Belvedere (2010), a video installation filmed at the location of the 
exhibition Tempo-Matéria—Museu de Arte Contemporânea (MAC) - 
Niterói—was made up of two parts. 
The first involved a projection of the landscape around the outside of 
the afore-mentioned museum, creating the illusion that a wall had been 
knocked down to allow people to see out from inside the windowless 
gallery in the museum. The second part showed a series of 
photographs of the Belvedere, a panoramic view point on the 
Rio-Petrópolis road whose architecture resembles that of the MAC - 



Niterói. Some of these pictures were taken from Internet, reflecting the 
recent and more glamorous past of the city of Rio de Janeiro. Others 
were from the present, showing an abandoned and run-down 
Belvedere. The work picked out the themes raised between the past 
and present of the Belvedere of Petrópolis and current pictures of the 
MAC, the museum and its exhibition spaces. But vision, with its illusions 
and deceptions, truths and errors, was also a clear theme in Belvedere. 
OtherOther works by André Parente present the problem of the history of 
perception as knowledge belonging to vision, but only inasmuch as it 
establishes a form of artistic archeology chronicling this knowledge. 
(10) The 19th century, an era characterized by the surge of many 
inventions for vision and much varied research on the subject of optics, 
becomes significant in the sense that it was at this point when the 
foundations for modern subjective vision were laid. If we take the 
installationinstallation Circuladô from the exhibition Infinito paisaje as a parameter, 
we can better understand what this is about. In the artist’s website, he 
writes that the work, projected in 2006, was based on the “zoetrope (the 
‘devil’s wheel’).” To judge by the nickname subsequently bestowed on it 
(which the artist emphasizes using inverted commas, this zoetrope 
refers to the device invented in 1834 by the Englishman William George 
Horner, who wrote an article about his invention entitled “On the 
PropertiesProperties of the Daedaleum, a New Instrument of Optical Illusion” in 
the London and Edinburgh Philosophical Magazine. In the first half of 
the 19th century, other instruments of optical illusion were emerging, 
including the Phenakistoscope, invented two years before the zoetrope 
by the Belgian physicist Joseph Plateau, who studied the topic of vision 

related to the persistence of the image on the retina.
TheThe 19th century seems to be a major topic of interest for the artist, to 
the point where he is himself encouraged to produce an instrument of 
vision. His visorama is, however, a binocular apparatus which uses 
software to visualize virtual scenes. Created by Parente with the help of 
the mathematics researchers from the Instituto Nacional de Matemática 
Pura e Aplicada (IMPA), the visorama is used in the exhibition Infinito 
paisaje in the installation Figuras na paisagem. This instrument of 
binocularbinocular visualization allows the artist to build different installations 
using a range of varying content and montages. In 2000, this device 
was used in the installation Paisagem carioca, presented at the MAM, 
RJ and also in the exhibition Situação cinema (MAM, RJ, 2007), where 
the images of the montage reflected themselves. During his 
post-doctorate research, Parente devised another installation with his 
binocular apparatus, Visorama-Lumière, which was to have been 
shownshown in 2005 at the Maison Européenne de la Photographie, had the 
device not been irreparably damaged upon its arrival in Paris. 
Visorama-Lumière is still awaiting the opportunity to be exhibited to the 
public. Using images from the Lumière brothers, the pioneers of 
cinematography, it harks back to the scenes that were so popular in the 
18th century, originally made with circular paintings and subsequently 
with photographs. Louis Daguerre invented one of these panoramic 
shows,shows, called the diorama, before going down in history as one of the 
inventors of photography. 
Figuras na paisagem, presented for the first time in 2010, is more 
explicit in its portrayal of the problem facing the observer. The 



observation of the landscape and navigation around the rooms is 
carried out using the visorama device, which allows one to zoom into 
the image, as well as activate video and sound tracks. The main rooms 
are a library and a Brazilian beach scene. In each, one can hear texts 
by well-known authors read aloud, such as Saint Augustine, Macedonio 
Fernández, Bernardo Soares (pseudonym of Fernando Pessoa) and 
Italo Calvino. Every fragment covers the themes of reading or 
observation.observation. Reading and observation in the context of this work are 
understood to be actions carried out by the eyes, but which differ from 
mere contemplation in that the action of reading is an analysis of the 
conditions of observation, in other words, of the location of the 
observer-as-subject. We hear the words of Saint Augustine describing 
the silent reading of Ambrose: “When he read his eyes would travel 
across the pages and his mind would explore the sense, but his voice 
andand tongue were silent.” The text by Italo Calvino provides an even 
clearer pointer to the issue posed in Parente’s work, as this is about 
reading what can be seen, the landscape as the object of observation. 
In the words of the narrator, Mr. Palomar “decides to watch a wave and 
watches it.” The character “is not contemplating, because for the 
purposes of contemplation, one needs the right temperament, the right 
state of mind and the right set of external circumstances,” none of which 
cancan be verified in his case. Observation no longer assumes that there is 
a right position to be in before the image, because observation is more 
likely to be the act of making a reading of the landscape.
In Figuras na paisagem, André Parente places his spectator in two 
possible situations. In one of them, he simply watches through the 

binocular, but in the other he sees what the other person is watching 
through the binocular, as he observes the approaches and movements 
of the image that this produces. Observing as an act of reading is a way 
of seeing oneself in the act of seeing. Other works by the artist develop 
the theme of this “notional field” of the figure in the landscape. The term 
“figure” in the title of the work is, in one sense, the body outlined in the 
landscape shown. In another reading, the word “figure” signifies the 
actualactual metaphor for the observer of the landscape. The work reveals the 
consciousness of the artist about the relationship between landscape 
and the development of subjectivity. The landscape is not merely part of 
nature, but a series of values organized into a vision which is anything 
but natural. Perceiving and feeling nature depends on a certain form of 
education which in the West hails from a genealogy firm in its embrace 
of the history of art, although not exclusively. As Anne Cauquelin says, 
“technology“technology salvages landscape from a return to a nature in which it, the 
landscape, is its exact equivalent.” Parente exposes the artifice of the 
landscape as a construct used to shape our modes of seeing and 
feeling. 
Another work by Parente, Estereoscopia, reveals his ongoing interest 
in that century which spawned so many inventions of optical apparatus, 
providing the context for the emergence of modern subjectivity and 
perception. In Estereoscopia, two figures walking down a palm tree 
avenue can be seen, one by one, as a construction of the shot 
reverse-shot technique trivialized by traditional filmmaking. The subject 
which is doing the seeing is made up of an infinity of images of the one 
whowho is being seen. The face of the person looking in the field of the 



image is an infinite repetition of fragments of the face of the person who 
is the object of the first person’s perception. This movement of watching 
and being watched in a subject which is continually dividing to transform 
itself into the other is endlessly repeated using a loop. The limits 
between the subject and object are left indeterminate in the ambit of 
perception. There seems to be a fluctuation in the image itself. Between 
the subject doing the perceiving and the subject perceived, there is a 
ceaselessceaseless movement of coming and going against the immobility of the 
places or positions which are themselves repeated and alternated. If the 
subject perceives from an angular position of perspective, this place, in 
Parente’s installation, is unstable, now subjective, now objective: a 
place conceived of as both dynamic and temporary, where repetitions 
and transformations take place. 
The instrument used for stereoscopic vision was invented by Charles 
Wheatstone in 1838 and later gained popularity as a photographic 
stereoscopic machine in the hands of David Brewster during the second 
half of the 19th century, when it became a mass phenomenon. 
Stereoscopic vision creates a relief or three-dimensional effect, 
inasmuch as it of necessity requires binocular vision and consequently 
the synthesis of two separate images. Although the title of Parente’s 
workwork refers to the machine used in the 19th century, Estereoscopia also 
enjoys more recent references. In the world of technology, the artist 
perceives a link with a fractal image, as the entire image is made up of 
the repetition of tiny fragments. But there are contemporary artistic 
references to be found in two other works familiar to the cognoscenti in 
Brazil. Especular (1978) was a video by Letícia Parente, which shows 

two people experiencing a stethoscope from both sides, a relational 
object similar to those proposed by Lygia Clark, in particular Óculos, 
back in 1968. Both historical works require participants to use 
pseudoscientific instruments to produce shared aural or visual 
experiences. In André Parente’s installation, the figures do not use 
instruments but rather the characters repeat variations on the theme of 
the phrase heard in Especular: “I want to hear what you are hearing 
fromfrom me within you” and “I want to hear what you are hearing from me 
which I am hearing from you within me.” The three works cover the 
issue of subjectivity as something which arises in the relationship with 
the other and in the indeterminate exchange flowing between inner and 
outer worlds. 
What can be perceived is that the references to the 19th century in 
André Parente’s work are only relevant in that they allow the artist to 
produce another image of subjectivity and new ways of seeing related 
to the contemporaneous nature of digital devices used to produce 
images. This is why his references also move in the direction of film, 
which is present from the beginning of his professional career. His first 
works were made in Super 8: A morte da galinha em Sabinopolis 
(1976),(1976), Mau-á (1977), Canoa quebrada and Fome (both from 1978). In 
1979 he made a conceptual film in which the actual filmmaking device 
and its way of showing images were reflected. Os sonacirema (an 
anagram of os americanos, the Americans) is described by the artist 
himself as a fake documentary, in which the “spectators are the true 
objects of the film.” 
Unlike his earlier works, in this film there are no images of any kind 



actually captured by the camera, nor is there any motion picture editing, 
as the film only uses black and transparent frames. The spectator is 
treated to alternating light and dark at a pace set by the film itself. 
Parente had also worked at the end of the 1970s with the Sony 
portapack camera, with which he made two videos with Letícia Parente, 
O homem do braço e o braço do homem and Onde. However, as from 
the 1990s, the poetic style of his videos took on a decidedly 
cinematographiccinematographic slant. In Extremidades do vídeo, Christine Mello 
maintains that the language of video, something hybrid, impure and 
heterogeneous, is the correct medium with which to decode different 
experiences and creative expressions. As an impure or tainted 
language, video observes extremes, danger zones and creates links 
between different practices. André Parente’s video installations seem to 
lean towards one of the extremes of this image-in-motion, becoming 
filmfilm themselves, particularly in the sense of adhering to the aesthetics 
of post-war film production output, whose characters are more seer 
than agent. The reasons for choosing this style of modern filmmaking 
may be obvious, but it should be pointed out that the classical film works 
of the first half of the 20th century articulated images reminiscent of 
mimetic representation, recreating the role of the camera obscura within 
the concept of a transparent world vision. 
The images in Circuladô show bodies continuously performing 
circular movements and were taken from modern postwar film archives. 
In technological terms, they refer in a reflective way to the loop 
technique, a process often used by contemporary video installations, 

including Parente himself. The characters in Circuladô teeter on the 
edge of extreme situations: Corisco’s death, from Deus e o Diabo na 
terra do sol (1964), a film by Glauber Rocha; the trance of a sufi dancer 
from Bill Morrison’s documentary Decasia. The State of Decay (2002); 
the madness of Oedipus in the film Edipo re by Pier Paolo Pasolini. 
Trances, hysteria, madness and imminent death are deeply troubled 
states of attention which appear constantly in descriptions made by 
19th-century19th-century psychologists. The problem of attention is entwined, 
although it does not concur, with the history of vision towards the end of 
the 19th century. The German psychologist Wilhelm M. Wundt 
describes “attention as one of the most integrating functions in an 
organism.” The theories of the time nonetheless held that to reach the 
clarity and the sharp focus characterizing attention, “many other 
sensorial, motor and mental processes” became dulled. Attention and 
distractiondistraction were not considered to be essentially two different states, 
but rather a dynamic process, a continuum of the ebb and flow of the 
focus of attention. The fact is that weakened attention and the 
fragmented and disjointed perception allowed new conceptions of 
subjectivity to surface. If voluntary attention could command the tasks 
and attitudes developed, passive automatic attention included the 
states of fantasy and daydream. In André Parente’s Circuladô, 
images—atimages—at least those in Glauber Rocha’s and Pasolini’s films—belong 
to the regime of free indirect subjectivity which the Italian filmmaker 
described in his classic article “Cinema di poesia.”  In the free indirect 
regime of cinematographic perception, the attempt to make the 



objective world perceived by a unified subject is no longer possible 
inasmuch as the discursive act reaffirms itself as “a continuously 
heterogeneous system, removed from equilibrium.” Deferred vision is 
now divided among the vision of others, surpassing the limits of stability 
inherent to the positions of object and subject. (26) Circuladô highlights 
this heterogeneous vision of differentiated subjects as it adopts the 
images of three filmmakers and inserts them into the context of the 
installation. installation. 
In Circuladô some images are documentary, other fictional. Even 
when we know into which genre they fall, this way of classifying things 
rapidly loses meaning. The truth about Oedipus, about Antonio das 
Mortes or the sufi dancer has nothing to do with whether it is fiction or 
documentary reality. The trance evinced by these characters pushes 
the perception of objective limits into a deeply-flawed terrain, allowing 
the meaning of the images to wander around aimlessly without giving 
themthem a set point of flight, or the right place for them to become stable. 
By promoting the trance-like state of the images, Parente contaminates 
both narrative genres, fiction and documentary. In fact, according to the 
logic of the classical view of identification based on precise limits, these 
genres correspond to two different perspectives, one subjective and 
fictional, and the other objective and documentary.  The logic of 
contamination, on the contrary, dictates that the trance must lay the 
ground for a new subjectivity and hence a new model for vision.ground for a new subjectivity and hence a new model for vision. To see 
the world as a pattern of references signifies activating the power of a 
non-mimetic imagination able to build untruthful descriptions of the 
world. The trance state of these characters, the whirlwind of images, 

both create an absence of the immediate present and envelop the 
spectator in virtual images of modern film. Plunged into these absences 
of the present, his attention perturbed and fractured, the 
observer-as-subject is transformed. He leaves behind the simple 
sensory-motor play of interactivity using his body to activate the lever in 
order to interrupt or substitute the images projected. In this way, as each 
automatic repetition of the interactive movement takes place, the 
spectatorspectator gradually loses his location, his position and focus. Little by 
little, his attention becomes unstable, transitory, like that of the 
characters themselves. The conditions of an untruthful perception have 
been created. The world is not the external object of an internal vision. 
There is no room to build a truthful representation. Neither has vision 
become independent and broken away from the referential reality of the 
devices, as was the case in the 19th century. Referential reality is 
present,present, is now, related to the body of the spectator interacting with the 
instruments at his disposal, acting like a machine operator. But now, 
affected by the perturbations of trances and madness, he discovers a 
world lying between documentary reality and fiction. Between these two 
generic forms of the image, there is another dynamic and temporal 
dimension of continuous transformation. 
The divisive perspective of vision proposed by Parente’s video 
installations is even clearer in the work Entre-margens. This is an 
installation in which the spectator stands between two images. In one of 
them he can see a river, in the other, land. This is reminiscent of the shot 
reverse-shot concept. But here, who is doing the looking? The body of 
the observer, placed between two images, is present and active, but 



what he sees in the two images is his absence. In fact, if the water of the 
river is what can be seen in the field of vision, the reverse shot does not 
show the subject perceiving them: he is not in the picture, he is 
somewhere outside it. Active and present, the spectator comes to 
realize that he is himself the outside of the image, that which seeks 
incessantly to be within its margins. The installation includes the 
murmured account of the story by João Guimarães Rosa A terceira 
margemmargem do rio, the story of a father who sets off in a canoe while his 
children and their mother await his return. But it is hard to have a clear 
idea of what really happens in this classic of modern Brazilian literature, 
for, as the narrator says, “our father never came back. He had never 
left.” The father of the narrator “only carried out the invention of 
remaining on the river, between its banks, always in the canoe.” This is 
a description of a time of waiting when everything seems to stand still, 
wherewhere time passing also comes to a halt. The two images of Parente’s 
installation create this experience for the spectator, caught between the 
flowing water and terra firma. In this video installation, the spectator is 
not constituted as something internal, yet he is within the interior of this 
space-time. The solidity of the land dissolves into the infinite distance. 
The landscape moves. Between the river and the land which become 
each other with a single flowing motion, the spectator is caught in the 
unsteadinessunsteadiness of a perspective, torn asunder by land and water, and thus 
discovers the virtual dimension of his present. To perceive is to feel 
one’s body in the present, but the present is a complex moment, 
enveloped in presents which pass and pasts which remain. When the 
spectator sees the projection before his eye, the one behind him has 

already changed. This repetitive fluid state creates all the instability 
needed to bring about new forms of perception. The spectator’s ability 
to see becomes the potential to embroider the fabric of the present. 
TheThe archeology of perception which emerges in André Parente’s 
works in the guise of a return to the 19th century is required to articulate 
the discontinuity of the way of seeing the contemporary in relation to the 
modern vision which separated from the body and drew the referent into 
a state of absence in order to build its abstract images. In post-modern 
times, the referent is considered to be fundamental. André Parente 
recognizes the importance of the body and the referent for the 
productionproduction of his video installations, but does not return to the notion of 
vision as the interior of a subject, bound to the model of the camera 
obscura and its aspirations to transparency and objectivity. The 
untruthful vision of Parente’s installations belongs to a body which 
interacts with the space of the installation and finds itself immersed in 
the interior workings of time. This is a body with no fixed abode, unlike 
the one from the movie hall, a body which can, through movement, 
developdevelop a relationship with external images as if they were its own 
sensations. This is a subject which begins by interacting in motor 
fashion and ends up by discovering the virtual time of image-time.



ON THE BANKS OF TIME
Kátia Maciel

When you look into a river, there will always be a disconnect between what the eye 
sees and that which is seen, between the focus of the gaze and the motion of the river. 
We see a time that does not pass with movement. It was perhaps by looking into this 
time that Guimarães Rosa may have arrived at a thought regarding that which passes 
and yet does not pass, like the relation between father and son; maybe he stood there, 
by the banks of the river, a long time in contemplation of the wholeness of time; maybe 
he grasped the duration lasting there in a river entrenched in an elsewhere of time. 
TheThe installation Entre-margens, conceived by André Parente, adapted from 
Guimarães Rosa’s short story “The Third Bank of the River”, invites the visitor into this 
state of contemplation. By “contemplation”, I mean a sharing of duration between 
spectator and artwork. Some installations propose to the visitor a quasi-meditative 
situation, by aligning their bodies with the images and producing a fixed focal point, 
which empties the spectators’ minds from all other senses apart from those that see, 
hear and feel in the length contained within the projected architecture. In this state, 
perceptionperception converges with the perceived sensory object, that is, the proposed 
art-piece.

BANKS OF THE WORD - THE SHORT STORY
In his short story “The third bank of the river” (1962), Guimarães Rosa has thought 
up the unthinkable of time as an absence that amplifies a presence.
 “Father did not come back. Nor did he go anywhere, really. He just rowed and 
floated across and around, out there in the river. Everyone was appalled. What has 
never happened, what could not possibly happen, was happening”. (Guimarães Rosa, 
1962, p. 33, translated by William L. Grossman).
TheThe river has two banks. Guimarães counts a third one. A place that is a non-place 
(space), a time without time (duration). In this narrative, everything is and is not; like an 
image, everything is the reality of non-being. The father is the son, and the son, the 
father. The mirroring yields the infinity of being and non-being.There is no in-between, 



because, in this infinite, everything is either a line or a dot or a fold. And 
infinity is the waiting that never ends, that cannot end because it 
maintains the suspension of time and space. Father is not, but he is. 
Approximation proves impossible because, with it, father would have 
been forced to contemplate son, and the son is the image and likeness 
of the father. The father is the image in motion that, like God, hovers 
over all things and is posited in the continuum of time, alienated from 
whatwhat is experienced, in the hurried slowness of the times, the 
movement of the waters, to and fro, in the gesture of the word which 
creates him, in life’s tardiness.
The short story is always following two tracks, that of the yes and that 
of the no, day and night, appearance and disappearance, aloneness 
and un-aloneness, forgetfulness and non-forgetfulness, habit and 
non-habit, sunshine and downpour, where “what could not possibly 
happen was happening”. 

THE INSTALLATION
AndréAndré Parente shaped the image of such a thought in his installation, 
Entre-Margens. On one side, the river, and in it, time. Day, night, 
afternoon, early dawn. Light and the movement of waters show that 
time passes and yet it does not pass, it goes and goes not, it stops and 
stops not, it circulates. Time is the tide, difference and repetition. On the 
other side, the land that, in the slow swaying motion of the grass, 
watches the river unhurriedly. 
InIn the middle, neither river, nor bank: in the between-images, the 
spectator is the one that contemplates, that one that is founding, in 

time’s present, what he sees. 
And the voice, the voice tells, sees and feels. The voice floods over 
everything and everyone with Guimarães’ words. 
TheThe word paints the father, the son, the mother, the bothers. In the 
accumulation of time, we see everything in the coming-and-going of the 
canoe; like the son, who saves up what passes, we are immersed in the 
river, in the hollow of time. In the story, the river stands for a screen that 
shows what happened to the son, the wait for the father, who has left 
and will not return. The sadness of an absence that remains. The 
grandson at the daughter’s breast, shown to the father who sees 
nothing.nothing. The silence of the mother. The emptiness of the world on the 
banks of life.
From the point of view of montage, the installation is simple. Two 
screens, one facing the other, that have already been seen: on one 
side, the river; on the other, land. In the middle, we stand, listening to 
the narrator, who recounts the story. The sounds coming from the land, 
the river and the music mark the movement in time. But each image is 
a loop, beginning and ending of itself. By the story’s end, in a panoramic 
shot, one screen changes into another. We see the story begin once 
again on inverted screens.again on inverted screens. The movement of the images actualizes the 
obverse of time taking place in the narrative, while the loop suggests the 
infinity contained within it. 
The relation between both screens is experienced by the spectator, 
who observes everything, immersed in the understanding of the river 
and its banks. In one of the screens, the image is the pure movement of 
time: light, dark, early, afternoon, the image bares its cycles. On the 



other screen, the greenery that is still facing the profusion of the image 
that it confronts. We are thus placed on this opaque thread, which 
extends between these impressions of the reality of non-being, that is to 
say, these two images that present themselves as they are.
The voice tells, in near silence, what Guimarães tells us. The sound 
comes from the river, the bank, the third bank. 
InIn the installation, the infinite in the short story manifests itself in the 
displacement and the looping of images. Entre-margens is the title the 
author has given this piece that stands between all literature and all 
cinema, an image that narrates in motion. 
TheThe river takes the place of the bank and the bank, that of the river, 
but we, the seers, remain in this third bank, where one cannot be seen. 
The word engenders this time and place, and reigns over the visible, 
rendering manifest what was not there before, what was mere 
landscape, what was only firmament. The word vibrates, generates the 
passing of time that is narrated and we head upstream, downstream, in 
accordance to the rivers’ movements. 
InIn the middle of the river, the father, and in land, the son. They are on 
opposite ends of a two-image loop;

“Father, you have been out there long enough. You are old...Come 
back and I’ll go instead. Right now, if you want. Any time. I’ll get into the 
boat. I’ll take your place. […] And I couldn’t…. In terror, my hair on end, 
I ran, I fled madly.”  

InIn the son’s flight, images swirl. The river is the land; the land, the 

the river. 
In the middle of the middle, us still, at the same time readers and 
spectators of a story which intensifies our presence. We look at what is 
not there and we stand at what we do not see.
A sensory cinema which allows us to be in time’s virtuality, images 
amplifying in us the third bank of the river.

IMAGE IN ITSELFIMAGE IN ITSELF
Both the short-story and the installation set forth the problem of the 
body as image. The image of an aging son in the likeness of his father 
and memory as condition for this body.
“My“My body is, then, in the aggregate of the material world, an image 
which acts like other images, receiving and giving back movement, with, 
perhaps, this difference only, that my body appears to choose, within 
certain limits, the manner in which it shall restore what it receives. But 
how could my body in general, and my nervous system in particular, 
beget the whole or a part of my representation of the universe? You may 
say that my body is matter, or that it is an image: the word is of no 
importance.importance. If it is matter, it is a part of the material world; and the 
material world, consequently, exists around it and without it. If it is an 
image, that image can give but what has been put into it, and since it is, 
by hypothesis, the image of my body only, it would be absurd to expect 
to get from it that of the whole universe.” (in “Matter and Memory”, H. 
Bergson, translated by Nancy Margaret Paul and W. Scott Palmer)
Bergson considers matter to be an aggregate of images and 
perception, the relation between matter and one particular image, our 



body. It is out of this body alone that newness may be produced, 
because body is difference, choice: in it we experiment duration, that is, 
the co-existence of times, of past and present. In terms set forth by 
Gilles Deleuze in his “Desert Islands”, duration is a memory, because it 
prolongs the past into the present. Bergson argues that the burden of 
past in the present becomes progressively heavier with aging. For the 
author, past survives in itself, as the place in which we place ourselves 
inin order to remember, the past being the in-itself, the virtual, the present 
that was and the actual present in relation to which it is now past. 
Deleuze replicates Bergson, extending this thinking on the image in 
itself into the image as time at its purest, as the virtuality of time, as 
image-time. 
If the philosophy of time leads to meditations on literary difference in 
Deleuze, Guimarães’ short story shapes in the writing a direct image of 
time, as it figures in the son a remembrance which does not cease 
actualizing, in the present, the infinite past that does not pass in the 
coming and going of the river, the coming and going of the canoe, on the 
banks of life, on the third bank of the river.



FIGURES IN A LANDSCAPE
Victa de Carvalho

The observer is offered the opportunity, initially, to decide between two scenes: the 
image of an imposing library, one austere and Borgean in the sense of its apparent 
infiniteness, accompanied by the narration of excerpts taken from Saint Augustine, 
Macedonio Fernández and Fernando Pessoa. Also present is the mundane quality of 
the beach, with its peopled and sunny climes, associated with the dialogues of those 
who frequent it and texts by Italo Calvino and Rubem Braga. Lying somewhere 
between the Royal Portuguese Cabinet of Reading and Ipanema beach, the 
installationinstallation Figuras na paisagem, by André Parente, summons the visitor to embark on 
a highly singular experience, a journey through the digital panorama of his most recent 
artwork. 
Figuras na paisagem is part of the panoramic device Visorama, created on the basis 
of technology developed by André Parente who worked with Luiz Velho (Instituto de 
Matemática Pura e Aplicada - IMPA) to build a multimedia virtual reality system. This is 
an immersive device with, or through, which one can navigate between different 
high-resolution panoramic images. The objective is to create the illusion that the 
observer is seeing the reality around him through a stereoscopic pair of binoculars. 
This technology makes it possible for the observer to interact with virtual photorealistic 
scenes, videographic images and sound. scenes, videographic images and sound. 
The work is presented in a context of contemporary art installations in which the 
device becomes a strategy of articulation between technology, the spectator and a 
particular system of beliefs, whose objective is to prompt new modes of experience 
using image. Historically, the variations in audiovisual devices have implied changes in 
the regime of observation prevalent in each era, which at times emphasized the belief 
in the realism of mimesis and verisimilitude, drawing the spectator into the image. At 
other times, these brought on a sense of distance or estrangement vis-à-vis the 
representation.representation. Today, the hybrid quality of the images, empowered by new 
technologies, calls into question our traditional vision of reality and reinvents the role of 
the observer, although this is always in the context of the relationship between device 
and image. 



As we enter, the first image we see is the exhibition hall itself, silent, 
still and empty. The binoculars, an apparatus which offers the 
stereoscopic view of the photographic images and videographs in the 
work, hang in the middle of the hall. This suggests a reality which 
transcends the limits of the naked eye. The installation becomes an 
invitation to be a voyeur. In this first experience, the entire panorama 
must be toured, from one end to the other, to find the landscapes that 
openopen out onto other views. By pressing one of the buttons on the 
machine, we can make it close in, zooming in on the image, thus 
entering the library or the beach area. 
The landscapes are built according to a crossbreed of different 
images, photographs and videographs, as well as the narration of texts 
which refer to the roles of reader and observer. During the tour selected, 
the work offers the visitor a dialogue between the layers of image and 
sound, between image and literature, between what is visible and what 
can be said. In one option, the observer can enter the reading room in 
the library, initially empty, and listen to the narration of the text on silent 
readingreading by Saint Augustine, where the scholar describes his 
astonishment and admiration at seeing his master Ambrose reading 
silently, a wondrous spectacle which symbolized the freedom that 
thought can achieve. In associating the library with an inner mental 
space, the word read in silence is like one’s own thought. Paradoxically, 
the voice reading aloud a text about silence duplicates the situation of 
the observer, who sees what cannot be uttered and hears what cannot 
be seen. be seen. 
In another tour, now on the beach, the visitor may, among other 

options, come up against the videographic image of a swimmer while 
listening to the narration of Homem no Mar, in which Rubem Braga 
describes the scene of a man watching another man swimming in the 
sea. Swept along by the narrative, the observer can watch the rhythmic 
effort made by the swimmer with each stroke, and nurture a budding 
sense of complicity with the man and his image. However, the narrative 
also invites the observer to examine his own role, inasmuch as he is 
himselfhimself directing the script of his own film. The scene highlights the 
proximity of a relationship between the person watching and what he 
sees on the basis of what he hears, suggesting a reflection on these 
functions necessary to prompt the observer to see himself watching and 
hear himself listening. 
Facing the landscapes built by André Parente, the observer is drawn 
in by the image to take a visual journey through the different landscapes 
by means of choices that dispense with his own bodily movements. A 
kind of “blind” dance with both hands and eyes firmly on the binoculars, 
ensures he builds his own audiovisual narrative on the basis of what he 
chooses to see and not see, hear and not hear. The device becomes 
confused with the installation, proposing a “work-device” which 
transformstransforms the observer into a creator on the basis of a relationship 
established with the work. Through this performatic action, the observer 
can create his own unique narrative, driving his own individual and 
collective experiences.
While he carries out his “performatic-creative” action, the observer is 
also the object of observation of other visitors, who remain in the 
exhibition hall and can follow the entire narrative on a panoramic 



screen. Placed in front of the binoculars, the screen allows everybody, 
both the general public and the operator, to see the same images at the 
same time. The work is thus conceived to ensure that the experience is 
not the sole privilege of the person managing the apparatus, but is 
shared with the public who can react to the images and the operator’s 
choices. The screen is an invitation to the public not only to watch but 
also to react. Each reaction, either of encouragement or rejection, of 
necessitynecessity interferes with the free choice of the observer, unable to 
ignore the other spectators. The work becomes a network of influences 
which produce individual and collective experiences, where the roles of 
observer, public and artist are constantly reinvented. 
In a dialogue with the history of film, the artist creates the conditions 
for an experience which simultaneously reinvents and takes up again 
other audiovisual devices. Since the first photographic panoramas and 
first cinemas, passing though classic filmmaking, modern 
experimentalists and videoart, André Parente’s device holds a dialogue 
with the technologies and the regimes of art and observation which 
prevailed through the ages. The ways in which images appear and 
disappeadisappear, the fragility and instability of the narrative, the way in which it 
is presented as a continuous stream, and the different roles assigned to 
the observers, reconfigure the placement of contemporary technical 
image. 
Contemporary art is creating devices which give ever greater 
importance to the image as a location for experience, where the 
observer is invited to take part in order to prove that there is no such 
thing as a work independent of experience. The work takes place within 

a creative performance of relationships between spectators and 
devices, integrating a system of variations and different time-spans 
suggesting an uncertain universe which demands negotiation. 
André Parente’s installation explains the work of the device given that 
it presents a journey, a tour de force, a process: anything rather than an 
object to be contemplated. 
FigurasFiguras na paisagem is a “work-device” which encourages us to 
waver between the predetermined discourse of representation systems 
and the opportunities they offer to deviate from these, proposing instead 
the creation of an intermediate staging post, which allows us to stand 
between the thing and the representation, between belief and mistrust, 
between image and language. This is not about believing in image, but 
about understanding the forces which take action through devices, 
showingshowing us new ways of experiencing them. In this displacement of the 
original functions of devices, in the fracture of the lines that structure 
and determine experiences in a device which is already familiar and 
understood, new relationships between device, observer and image 
can blossom. 



1 IRREAL FOR A 
PERFORMANCE

Luana Navarro

a report on Acting 2 (When the body happens), a performance by Luana Navarro 
and/featuring Luana Raiter

*
Luana Raiter performs
at the Bioaesthetics Colloquy at
UDESC, Florianópolis.
Photo: Raquel Stolf
**

During a conversation with André at the Alfaiataria, in Curitiba, he told me: I’ve made 
this coin, but the idea is not to have it circulate as if it were actual money, because that’s 
impossible, it has this look of a commemorative dime, it couldn’t possibly factor into our 
currency circulation system…
Couldn’t it? I wonder what, how and what kind of situation and agencies this coin 
could stir with its symbolic and also monetary power.
OnOn April 3rd, I, Luana Navarro, received the following invitation:

Dear Luana,
WWe would like to invite you to take part in the Bioaesthetics Colloquy, due to take 
place at the Arts Centre of the Santa Catarina University on the 25th and 26th of May, 
2017.  The colloquy is an initiative of the University’s Post-Graduate Program in 
Literature which, jointly with the Post-Graduate Program in Visual Arts of UDESC, 
seeks to align researches in the fields of Literature Theory and Contemporary Artistic 
Processes which seek to reactive or problematize the potency of the sensible facing 
political immunization. In accordance to the attached summary, the colloquy seeks to 
evaluateevaluate the homogenizing dynamics of politics, which entails a hijacking of difference 
and processes of life coercion, and to consider symbolic practices likely to reintroduce 
contingency and biopotency. Thus, it aims to bring together researchers active in 
distinct fields and to activate critical devices of readings, discourse and actions in order 



discuss the contemporaneous, the place of aesthetics and politics 
within a context of positive and negative imbrications of power and life. 
We await your reply, certain of the importance of your participation in the 
event. 

Cordially,
Raúl Antelo, Bianca Tomaselli, Byron Vélez and Leonardo D’Avila
OrganizingOrganizing commission: Gustavo Ramos (UFSC), André Zacchi 
(UFSC), Santiago Gómez (UFSC), Marina Santos (UFSC), Josimar 
Ferreira (UFSC), Alexandre Costi Pandolfi (UFSC) and Cláudia Rio 
Doce (UFSC) Co-organization: Marta Martins (UDESC) and Raquel 
Stolf (UDESC)
Dates: 25 and 26/05/2017

*

I decide not to make a formal presentation on my MasteI decide not to make a formal presentation on my Master’s research. 
Taking as a starting point excerpts I have highlighted in the invitation 
letter, I opt to carry out a performance centred on ideas of 
representation, discourse displacement and intervention in the formality 
generally to be found in these spaces devoted to academic research. 
On May 22nd, I contact actress Luana Raiter, a member of ERRO, a 
theatre collective based in Florianópolis, via Facebook.

Hello Luana,Hello Luana,
All good?

I'm writing you for a pretty intense reason
Are you going to be in Floripa this week?
I'mI'm taking part in this colloquy over there, at UDESC, which is being 
organized by the literature crowd and is going to take place on 
Thursday, half past four pm. While working on my master's I thought 
and worked through the way these places which are destined to be 
spaces of discourse ABOUT an art piece could become the art piece 
itself. Now at UDESC I've been invited to this colloquy precisely to make 
a presentation of my master's research. I have been mulling over how 
toto go about this for weeks, and I think I might have touched upon an 
idea earlier this morning which interests me and it includes you. 
So, this message is an invitation, if you have the availability, interest 
and feel instigated to carry this action out with me. My idea is to hire you 
to perform for me. 
My dissertation defense consisted of my piling up the books I used in 
my research reading the highlighted passages and annotations before 
placing them on top of my head (I can send you a video of this). So, 
what I would be asking you to do is to perform the same procedure, 
piling up the books you have used in your master's research. The idea 
is to construct a text/discourse out of the chance encounter of 
highlighted passages. I would like to propose to make you a payment 
that you would be a part of the very proposal. that you would be a part of the very proposal. 
I would like to pay you with a 1 IRREAL coin, which is a piece by artist 
André Parente. This coin, which had a pressing of 300, is being 
currently sold at 100 reais (We did the coin-launch last week here at  
https://www.facebook.com/pg/alfaiatariaarteetc/photos/?tab=album&al
bum_id=1322951504466847) 



Before actually piling up the books, I would also like you to speak the 
following:
Good afternoon,
My name is Luana. I am an actress and Luana has hired me to be 
here today. She has paid me 1 IRREAL for me to do the following. 
(then you would pass the coin around for the audience to see and 
would then return to the table and begin the piling of the books). 
II know it's trippy of me to write you like this on the nick of time, but 
things formulated themselves very slowly for me in this process. Hope 
you're willing to do it with me! Kiss,

*
Luana Raiter agrees to do the performance.
We begin exchanging dozens of messages via Facebook thinking 
about and articulating the action.
BasedBased on an informal value chart as regards the work of an actress, 
we arrived at the conclusion that the price of 100 Reais would 
correspond to 20 minutes of performance and that that would be its 
duration during the colloquy.
I send her another e-mail. 

*
performance “score”
 Luana Navarro <luananavarro85@gmail.com>  Luana Navarro <luananavarro85@gmail.com> 
To: luana raiter luana@errogrupo.com.br

Hello, Luana
I think I have reached a detailed structure for the performance. I’ve 
used the term “score”, but I’m not really sure if I like the word. 
Here it goes:

Taking a seat among the audience.
Allowing a mood of anticipation to set in.
InterferingInterfering in the situation by getting up and addressing the people 
present, reciting the following:
Good afternoon,
My name is Luna, I am an actress and Luana has hired me to be here 
today.
She has paid me 1 IRREAL for me to do as follows.
Pass the coin around to the audience.
Remove shoes. Remove shoes. 
Describe two images:
I have brought two images for you here…

Image 1 (a description of yours of a situation which somehow relates 
to our political context)
Image 2 (the following description).

ManyMany people are walking along an avenue. Some have their hands 
raised in the air. A slight rain is following. People are not walking silently. 
A woman, quite young, some thirty years old, begins shouting in very 
particular way; her throat seems about to rip apart. She yells very loud 



and very strong. A space opens up around her. She yells: I can’t stand 
it anymore, I can’t stand it anymore, I can’t stand it anymore. She 
repeats the phrase time and again. Some people who are near her try 
to hold her hand. She begins to tug at the rim of her T-Shirt, she is 
wearing a white T-Shirt. She tugs hard at the T-Shirt and then throws 
herself on the ground screaming, you must come out, you’re going to 
have to come out. Her voice does not weaken, even as she is lying on 
the floothe floor. 
Initiate the piling of books and the reading. 
At the end of the final crumbling of the books, put shoes back on, 
gather books and leave the room (go away).

*

During one of our message exchanges, I tell her, ironically – this fee, 
the 1 IRREAL coin, is perhaps the only payment you’ll ever get which 
will eventually increase in value over time. Art market stuff.
On the day and the hour previously arranged, Luana Raiter attends 
the UDESC auditorium and performs the action.  

*
Receipt
I,I, Luana Pfeiffer Raiter, RG 146798.45, CPF 00789843945, actress, 
currently residing at Rua Antônio Vieira 356, Florianópolis, have 
received the amount of 1 IRREAL from Luana Navarro on the 25th of 
May, 2017, in roder to represent her and carry out a performance at the 
Bioaesthetics Colloquy at UDESC in Florianópolis. 

Having nothing further to add,
Luana Pfeiffer Raiter

*
IfIf money, as we know and employ it, carries with it a monetary 
visuality which enables real things, the IRREAL dime carries within itself 
the virtuality of a political landlock - heads or tails, Eduardo Cunha and 
Temer, both fused in an object which fits in the palm of one's hand. As 
we hold the IRREAL coin, a passing relief materializes at some level, 
the longing to grab on to things in a country in which political reality and 
its dire happenings prove more complex than the best of screenplays. 
II place the IRREAL coin in a possible circulation, by making viable the 
construction of an unforeseen, unpredictable discourse, generating a 
new tangle which again escapes our hands. The IRREAL coin used as 
a means of payment for services rendered thus materializes a certain 
play on representation, in replication of the idea of a coin, heads or tails, 
Eduardo Cunha and Temer, Luana and Luana. Who is where he says 
he is?   
AlfaiatariaAlfaiataria is a space devoted to artistic investigations coordinated by 
myself and artist Janaina Matter. On May 17th, 2017, André Parente 
carried out the “launch” of his 1 IRREAL coin and also of his piece 
Bandalha. During the launch, an action – in partnership with Farol 
Gallery – the artist’s speech was interrupted by someone bringing the 
news of the leaking of audio messages exchanged between Aécio and 
Joesley Batista, the air in the room turned heavy and at the same time 
therethere arose a feeling there that told us: they’re fucked, now there’s no 
two ways about it, now Temer is going down. Two months after that, the 



labour reform was passed; yesterday, artist Maikon K. was arrested in 
Brasília in the midst of a performance in front of the National Museum 
and last Friday, the Military Police once again raided the Selvática 
Culture Space, in Curitiba.

TheThe ERRO Group is composed of Laana Raiter, Pedro Bennaton, 
Luiz Henrique Cardo, Sarah Ferreira and Michel Marques. They are 
active primarily in public spaces and their researches centre around 
interdisciplinarity and forms of intervention in daily life. 

An audio document of this performance may be accessed at   
https://soundcloud.com/luananavarro-3/atuacao-2-quando-o-corpo-ac
onteceluananavarro-e-luana-raiter



IN ART, NOTHING IS 
CREATED, NOTHING IS 
LOST, EVERYTHING IS 
TRANSFORMED – IT 
WOULD BE STRANGE IF 
THIS FILM DIDN’T EXIST.

Paulo Herkenhoff

Brassieres, coffee grinders, postcards, stamps, 
calendars, puzzles etc. 

Or the “Venus of Milo”, Millet, Duchamp (or 
Donatello), the Aurignacian period (or Max Bill), 
Rothko, et alli. After all, everybody wears Levi’s, 
including Michelangelo’s elegant David and the (neo) 
classic Jacques Louis David.

It would be very strange if this film didn’t exist. In a sense, it replicates issues present 
in the works of Essila Paraíso. It is a work that, in order to make itself economically 
viable, had to build itself strategically, in compliance to the rules that regulate the 
market: the film is split into two tomes, rather like an art history compendium. Like the 
film market’s tolerance of short-length films: each volume bearing the maximum length 
allowed by screening in big movie houses. The film is perhaps one more work for Essila 
Paraíso’s “Art History”. Piece number 699 in this huge collection. 
  From the get-go, “Art History” stands in confrontation with Benjamin’s celebrated 
essay The Work of Art in the Age of Mechanical Reproduction. It is a moot point that the 
indeterminacy inherent to optical devices occasions a qualitative transformation in the 
gaze. In the film, certain shots offer new points-of-view, intimacy with objects: the cake, 
the chalice, the lighter. However, how preposterous the scene in which, during Essila’s 
exhibition, someone gazes into a round puzzle as intently as one would an original by 
Robert Delaunay (“Simultaneous Disc”, oil on canvas, 1912)… Easy, now! The artist 
hashas no intention of proposing a comeback of the cult of authenticity, or the fetishization 
of the original. She is only asking, and subtly, if the techniques we have at our disposal 
are indeed suitable for replicating 20th century works of art satisfactorily: in that period, 
the artist focused primarily on issues relating primarily to the work’s materiality (texture, 
weight, dye, dimensions, light, etc). At present, Essila Paraíso works through the 
absence of the original in order to stress our contemporary anxieties regarding the 
materiality of the work of art. 



The widespread argument – or strategy of ignorance – according to 
which certain intelligent artworks are generally elitist thus undergoes a 
litmus test. The music in the film has been composed by Philip Glass, 
that American identified with the ‘arid’ and difficult New Music 
movement, a sound which is nothing: monotonous, repetitious, dull – or 
so will a mediocre frame of mind have it. But that self-same mediocrity 
will – in the colourful motion picture, in the cosy dark of the screening 
roomroom – enjoy the compelling pleasures of sound. Kinaesthesia wraps up 
the ham, served up for the consumption of the allergic.  Essila Paraíso’s 
“Art History” exhibit (Espaço ABC, 1980) felt like a supermarket to me. 
The most baffling merchandise were there recounting, bit by bit, the 
history of art. And they did, in fact, witness a political moment in art. 
Essila’s work is extremely unpleasant. It had better attain no 
importance; it must not be seen or analysed.  
How trivial, these objects in which works of art were printed! Neither 
kitsch nor pop – inexpressive. Some not tropical at all. Others, 
bordering on elegant. Humour, a nuisance to us living artists, insofar as 
we may ourselves one day come to witness the dilution of our own 
artworks printed onto any old material, haughty or naughty. Who could 
have ever suspected that Sol LeWitt, Genovés, Twombly and 
Oppenheim had already passed onto “Art History”, this anthropophagy 
of economy? of economy?  If art really is no better than ham (Mario Pedrosa), is 
critique then nothing more than a marketing ploy like any other? The 
answer belongs neither to artists nor critics.  The phenomenon is no 
one’s privilege. The Argentinian dulce de membrillo, or the pack of 
braided cotton, smile to us in the store with Mona Lisa’s enigmatic smile

Da Vinci would have incurred into sound dividends also in the field of 
Japanese fans and African stamps, as well as other geographical 
rubrics.  
TheThe phenomenon is no one’s privilege. The Argentinian dulce de 
membrillo, or the pack of braided cotton, smile to us in the store with 
Mona Lisa’s enigmatic smile. Da Vinci would have incurred into sound 
dividends also in the field of Japanese fans and African stamps, as well 
as other geographical rubrics. The artist replaces the “victims” of the 
art-market ideology. Replaces them for grouches hungry for monopoly, 
for the circulation of their own products, market booms, record breaks, 
reviewsreviews in the specialized press, etc. She places them squarely in the 
capitalist (art) market as such.
 And what are production conditions like in said art market? Dire! 
Non-existent copyright laws, low quality of the national product, coteries 
etc – this according to many. Highly competitive, a cold economic 
analyst might venture. Individualistic producers competing amongst 
themselves all the time. The “Art History” addresses all that. Essila 
mercilessly points out the naivete of any artist who attempts to practice, 
with their work, perversities against the dominant factors of the art 
circuit. circuit.  In the film’s closing scene, someone steals the last piece in the 
exhibition: an Australian dollar bill bearing drawings of Aborigines. 
Whether he’ll spend it of hang it on a wall, I don’t know. If he’s crazy, as 
most people would say, then he’ll tear up the symbol. 



INFINITE BACKGROUND
Paula Alzugaray

If we remove an element from an infinite set, how many elements will be left? 
Contrary to what might be expected, the answer is not infinite minus one, but the same 
number of elements. The concept of infinite was incorporated to Western Mathematics 
in the 17th century as a tool to solve paradoxes such as this, persistent in the fields of 
calculus or set theory. With it, it becomes possible to theorize about limits, speed, and 
acceleration, opening the door for the great Physics theories and the evolution of 
mathematical equations. Before that, in Theology, the notion of infinite already served 
thethe design of the imponderable, of the eternal and transcendent, particularly among 
monotheistic religions. In European art, the infinite would cause the emergence of 
Renaissance perspective and the use of the vanishing point, which is nothing more 
than an imaginary realm located somewhere on the infinite horizon. 
More recently, the notions of expansion, which appeared in the post-war visual arts – 
Gene Youngblood’s expanded cinema (1970), Rosalind Krauss’s sculpture in the 
amplified field (1979), Peter Weibel’s future cinema (2003) and Katia Maciel’s 
transcinemas (2009) –, are ways of questioning the hegemony of the artistic or 
cinematographic form, blurring its boundaries and opening it up to other fields of 
knowledge. In the audiovisual production, the infinite would become less improbable 
after the invention of the loop – a post-production process that leads to the ad infinitum 
repetitionrepetition of a film or sound fragment, causing a time suspension effect –, which 
changed the dimension of the contemporary cinema. 
As artists who investigate the filmic narrative evolutions and involutions, Katia Maciel 
and André Parente invest continuous and persistently towards the overcoming of 
language structures. And they do so by using the loop edition of mono-channel or 
multi-channel videos, as well as utilizing interactivity in their video-installations or often 
resorting to continual and cyclic corporal actions. 
The infinite applies to Katia Maciel and André Parente’s research when they embark 
on potentially repetitive situations that can be either continuous or expanded. These 
operations highlight not only the philosophical, but also the mathematical character of 



their production. Thus, the choice of works for the exhibition +2, at the 
Caixa Cultural de Brasília, point to a convergence of art and 
mathematics both in their individual work and in the cooperation 
between the two artists. 
WhenWhen choosing individual works, but also promoting an intersection of 
two sets of works, the exhibition is organized as an elementary 
mathematical operation. In set A, André Parente; in set B, Katia Maciel. 
In the intersection of two sets (A/B), the works done in partnership 
behave like windows that open up to more advanced Mathematics. 

SET A
InIn Trilhos urbanos [Urban tracks, 2011], the image moves in a 
sequential way, seemingly in accordance with the linear principle of the 
cinematographic language. Nevertheless, this conviction automatically 
crumbles when one understands that the movement of the image is 
activated as the spectator shifts positions before the work.
AndréAndré Parente’s installation has two moments: when it is not being 
physically seen by a visitor, it remains in a “dormant” state. In this stage, 
it consists only in the projection of a still image. But the cinematographic 
project is activated when a body enters the installation’s sensorial field. 
At this moment, the moving image is superimposed onto the still 
projection, revealing the opening of small windows that move in a line, 
as if playfully chasing the visitor.
InIn this interactive installation, the concept of opening windows is 
antagonistic to that of Renaissance painting, where the window 
designated a mimesis of reality. Here, when spectators notice that the 

moving image behaves as a trail of their presence in space, they 
understand that the image experience will never be the same in this 
work. The resulting film therefore reproduces the idea of infinite. 
AA researcher and manipulator of optical phenomena and devices, 
André Parente chose the name Estereoscopia [Stereoscopy, 2006] for 
an installation that muses about the mechanisms of image formation. 
The term denotes techniques that use man’s binocular visual 
mechanism to create a feeling of depth in two or more two-dimensional 
images of a same object, represented from different perspectives. But 
Parente subverts the rule, and this work – the second in set A – 
comprisescomprises two images of different objects, represented from a joint 
perspective. These images consist of a couple (A+B) in shot reverse 
shot photographs.
Although the installation introduces videographic images that initially 
are two-dimensional, the plane on which they are inserted is eventually 
penetrated by a zoom that keeps rapidly moving deeper through the 
faces, to the point of revealing the peculiar matter of which they are 
made. They are made of neither pixels (digital photography) nor grains 
(analogical photography), but of a fractal matter, that is, of multiple 
micro images of the other person’s face. Initially we are on A’s face, then 
wewe dive until we reach B’s face, arriving again at A’s face. And thus we 
go successively from one face to another, without cuts and in a 
continuous fashion, in infinite zooms. 

SET B
Desarvorando [Deforesting, 2005] is a counterpoint to the 



Renaissance window. Here the reference is more evident – as the work 
consists in the image of an open window projected against a wall –, but 
no less dismantled than in Trilhos urbanos. Katia Maciel opens up a 
window not toward the imitation of the real, but toward art’s successive 
attempts to deconstruct/reconstruct the world. 
WhatWhat is unveiled here is a gateway to the abstractionist traditions of 
the 20th and 21st centuries, in which the artistic object is always thought 
as a construction, a concept, or an abstraction, never as a 
representation. That is why Desarvorando – a video-installation that 
features a set of trees that is deconstructed and reconstructed in the 
eight niches of a window – is as close to Mathematics as it is to 
Architecture in regards to its constructive process and abstract 
reasoning.reasoning. As in Russian Suprematism or Carioca Neoconcretism, this 
work, like others by Katia Maciel, uses Geometry to investigate the 
behavioral structure of the image.
The same principle of bewildering, upsetting, disorienting, and 
modifying reality is also present in Arvorar [Foresting], an interactive 
installation in which a still landscape moves as visitors breathe into four 
suspended microphones. 

SET A/B
In addition to the emphasis Katia Maciel and André Parente 
individually place on windows, landscapes, and optical research, the 
intersection of sets A and B contains works they have done together. In 
these works, the mathematical inclination towards abstract reasoning 
becomes even more evident. 

The exhibition +2 (2009) astonishes as it redeems the use of 
perspective (which had been entirely deconstructed in the individual 
works displayed in this exhibit). Perspective is clearly featured in the 
video scenery – an overpass that advances towards the sea –, in the 
camera framing – which emphasizes the pier in the center of the frame 
–, and in the artists’ action – which evidence field depth, as they 
successively lay down towards the infinite backdrop.
Here,Here, the video acquires the dimension of a sheet of paper, where 
Katia Maciel and André Parente carry out, with their own bodies, the 
experience of drawing. The same happens in other works within set 
A/B, which always offer themselves as sketches of graphic patterns. 
InIn Pontes de árvores [Tree bridges, 2012], the Renaissance infinite 
drawing disappears in favor of a form simplification. The corporal 
pursuit of the vanishing point is abandoned, and the element that stood 
out towards the horizon (the overpass) is replaced by two lines that are 
drawn on the frame in parallel fashion (coconut palm trunks). Activated 
by two bodies that use them as bridges, these semi-straight lines 
connect the earth and the sea, pointing to geometrical abstraction 
research,research, which has the point, the line, and the simple geometrical 
shape as constructive elements.  
The triangle is the graphic pattern evoked in Céu de telhas [Roof tile 
sky, 2012], in which the couple joins forces to keep balance on top of a 
roof; and the circle is the graphic pattern drawn in the 
video-performance Dança das cadeiras [Musical chairs, 2006], both 
filmed from above, so as to evidence the geometrical intention of the 
actions. Although it performs a simple mathematical operation – the 



video Dança das cadeiras becomes an intensely complex and abstract 
situation as the chairs disappear and the two artists continue their 
circular trajectory around the nothingness.
InIn this succession of blind but intuitive movements, the two artists 
arrive at the interactive performance Contorno [Contour, 2011], which 
registers the precise instant when reality loses its materiality to become 
image. In the pencil that chases two bodies moving through space, the 
impermanence of the real is compensated by the drawing.
If,If, as Jean Pierre Bourguignon states, “A mathematician, like a painter 
or a poet, is a producer of patterns,” Katia Maciel and André Parente 
dedicate themselves to studying their variations and formulating 
conjectures about the permeability and malleability of these patterns in 
contemporary life.



Five Sides to the Coin
Kátia Maciel

1.
Cunha, coined. The kinship between words is resolved on the other side of the coin. 
Temer, Temeritatem. Two sides to the self-same coin: the currency of the Brazilian 
coup. Flipping it does not alter the ultimate results of an exchange system which has 
eventually led the frigate to shipwreck. It is up to us to gather the coins as clues for a 
history still to come. 

22
Far into the Brazilian shore, pirates encounter trunks and barrels. Pried open with 
sticks and stones, eyes jump at the shuffled glow emanating from the pieces. 
Between silver and gold, the contours of two lost faces, very close to one another, 
haunt the imagination of those who hunger for riches. The coins, bound to the hands 
of the celebrated pirate, are now spread into a reading of the Temeritaten curse, 
known for having ended a paradise – currently lost – called Brazil.  

33
Unreal is not the other side of Real. Here in Terra Brasilis, other metals were used in 
the cast. From Ouro Preto to Brasília, architectures conspire between the 
perspective of the ideal of usury for other and plenty for those charmed by gradations 
in metal. Between them, two master goldsmiths have coined Temeritatem as proof 
that the unreal is actually the real.   

4
TheyThey say that the real is always one half, always rent in the middle. That is why there 
must be two sides to every coin, so that there can be a place both for decision and 
chance. Tossed in mid-air, they spin between dual possibilities before finally coming 
into contact either with the ground or with a hand. A stroke of bad luck may lead them 
to land standing upright, at the corner of a hand, on the ground, wherever they might 
fall. And then we see no sides. The same occurs to coins that perhaps boast two 
sides that are different, but the same.



5 
Dizem que o barqueiro cobra uma moeda para a entrada no outro 
mundo. Entre as flutuações do mercado e as artimanhas dos piratas 
brasilis, aqui foi criada uma moeda que não é deste mundo



THE “1 IRREAL”, FROM 
ANDRÉ PARENTE: SILENT 
ACTION AND PERMANENT 
OBJECT

Ana Avelar

The purpose of this text is to offer some entries to reflect about the “1 irreal”, work of 
André Parente, which is traveling around art spaces all over the country. Such entries, 
as the own word indicates, should not offer definitive readings or interpretations about 
this work in progress, but they should promote a wider discussion from what Parente 
proposes, sewing it with a resistant line and uptight stiches to the political and 
economic situation of the present. 

1.1. iT IS INTERESTING TO NOTICE THAT ANDRÉ PARENTE’S PRODUCTION 
FOCUSES MAINLY ON THE CINEMA AND THE NEW MEDIA
Therefore, the first entry that I place is this: how does the “1 irreal” talk to Parente’s 
artistic research as a whole?
TheThe tradition of coin minting is related to the history of culture. First, because the 
coins have a long duration in time, given their material. Second, because they offer 
themselves as a symbolic object - the inscriptions they contain relate to the cultural 
environment in which they are forged. They constitute small portable universes.
ButBut thinking of Parente's coin, it seems to me that it makes sense for a scholar of 
moving image to get involved in the production of objects, since it is an object that is 
not unique - currency, something produced on a large scale, in a long line of production, 
whose value is, in the case of "1 irreal", of the order of verisimilitude and, thus, of fiction.
AmongAmong Brazilian artists, money is a constitutive element of the poetry of several 
contemporaries, constituting paradigmatic works/actions in the history of local art. Cildo 
Meireles' "Zero Cruzeiro" (1974-78), and Jac Leirner's "Os Cem" (1987), come to mind 
with a decade of difference between them. Undoubtedly, in both cases, the devaluation 
of the Brazilian currency appears as one of the issues on the agenda. In this sense, the 
question would be: what would Parente's work be specific in relation to the others? To 
begin with, I suggest it would have the particularity of being in dialogue with a 
productionproduction of image in movement. Circulation as a concept appears in other works by 
Parente, such as "Circuladô", from 2014.
In addition, the artist creates a credible currency because it would be absolutely 



plausible that it could be created by official departments, given the 
political situation in which we are immersed. This coin is a simile of the 
real one, nevertheless it also has in its assembly an aspect of inverted 
monument. (The monument registers the memory of a great deed, the 
"irreal" records the memory of a powerful "undone").
TheThe currency traditionally has inscribed on its face a heroic figure that 
symbolizes an achievement of some kind - as of new territories -, an 
advance in the conservative sense of progress or something of the sort. 
This silhouette of the human figure functions as a symbol, that is, it is 
there in the place of something else, of a value, as power, but also 
freedom or justice. On the other hand, this figure often has something 
frightening because the character's inscription traditionally occurs at 
deathdeath (since the coin is also a kind of monument). André Parente 
inverts the idea of   monument because his work is not laudatory, but is 
inscribed in the universe of complaint - although it keeps in itself a piece 
of irony and - even - of mockery.

2. THE SECOND ENTRY TO THE WORK WOULD BE A MORE 
ETYMOLOGICAL
Parente produces an object similar to the real object that plays with 
the name "unreal" - it is possible to think that the very name of the 
Brazilian currency seeks to emphasize the "true value" of the national 
money, making use of an adjective that becomes noun. ("Real" would 
suggest that the currency would be in opposition of values   in relation to 
the previous Brazilian currencies, devalued to the limit with chimerical 
economic plans). That's the operation. It is an adjective turned into a 

noun.
ItIt is also worth remembering how the term also evokes a form of 
totalitarian government and whose power is transferred by hereditary 
means: the monarchy. Therefore, the "real" name given to the Brazilian 
currency is absolutely significant - there is an oligarchic structure that 
still governs national politics as if we lived under a monarchy, that is, as 
subjects attending to the commands of royalty, since the popular claims 
have no more space on the negotiating table.
FromFrom this idea, another possible approximation would be the 
extension of the term "real" in the sense of something worthy of a 
treatment like that given to royalty. We would be in the ambience of the 
magnificent and sumptuous.
AsAs is becomes evident, none of these associations suggest anything 
tangible or material; "real" is not a name, but a quality. "Real" also 
qualifies some species of animals, like the harpy-eagle (the name of this 
species in Portuguese would be literally royal-eagle). This association 
with animals, in the Brazilian case, must be carried forward: the paper 
money of the "real" always carry in their verse animals of the national 
fauna. Curiously or not, this data is common in countries that are set up 
asas former colonies and whose natural resources have been extensively 
explored.
In a very brief research of paper money in which animals appear in 
place of architectural monuments or human constructions, we find, for 
example, Mozambican, Argentinean, South African and Sudan 
currency. However, we are surprised by the intellectuals stamped on the 
paper money from Cape Verde and Uruguay. Obviously, this is not a 



study of these paper money, but in the Brazilian case, undoubtedly, the 
animal print resounds the Other's look, the one who sees in the country 
only the natural diversity to be honored, as if our paper money made 
chorus to the national anthem. Nothing built by the nation is taken into 
account, no great breakthrough is worthy of homage.

3.3. THE THIRD ENTRY WOULD BE TO THINK OF THE COINAGE OF 
THE “IRREAL” AS A PERFORMANCE ACTION - AFTER ALL IT HAS 
ALL THE “CANONICAL” CHARACTERISTICS: BODY USE, 
RELATIONAL AND INTERACTIVE ACTION, ETC.
AndréAndré Parente produces the coins and negotiates with alternative 
spaces his launches; travels between different Brazilian capitals with the 
"irreal". He therefore acts as a subversive forger. The subversive action 
is silent. The object is permanent. And the artist's circulation evokes a 
Cold War espionage film: a man with a suitcase, airports, the landscape 
of cities where he exchanges information, objects, and contacts. 
Meetings take place in small spaces, accessible to members of this 
stealthy group.stealthy group.



VERSE OF THE OBVERSE: 1 
IRREAL IN BRASÍLIA

Laila Melchior

The Irreal is unmistakable: Michel Temer on one 
side, Eduardo Cunha on the other.
Or maybe not. Perhaps we can say just the opposite.
Eduardo Cunha on one side, Michel Temer on the 
other: the Irreal coin is duplicity. In the same object it 
mobilizes the veiled and the visible.

With the ancient gesture of putting effigies on the surfaces of the coins, André 
Parente launches both a political commentary and an exercise in which the figures of 
Temer and Cunha, two of the main images in the current Brazilian scenario amidst the 
biggest political-institutional whirlwind since its recent democratic revival, are worth to 
mobilize, in addition to politics itself, the themes of money and art history. If the 
emblematic choices on stamps and coins have always exposed the "association of 
iconography with founding signs of economic life and political institutions in objects 
whosewhose essence is circulation itself," , André Parente seems to play with the two terms 
imbricated in the concept of currency, its both sides, inaugurating a more markedly 
political phase of his work, while taking up other crucial questions of his work, such as 
circularity and narrative in angle and reverse-angle. 
The recent exhibitions at the Oscar Niemeyer Museum in Curitiba, in which works of 
art were shown without a more specific curatorship than the apprehensions of the 
federal police in the context of Operation Lava-Jato, gave evidence of something that 
artists never neglected: fact of which works of art and heritage have much in common. 
Especially since the vanguards of the early twentieth century, many have brought the 
issue to the center of their work by questioning the proximity of the logic of money and 
the art market, an operation in terms of the accumulation of value reserves. Marcel 
Duchamp, in addition to creating the Readymades in 1914, even went so far as to pay Duchamp, in addition to creating the Readymades in 1914, even went so far as to pay 
for a dental treatment with a handmade check (which the dentist did not hesitate to 
frame). Andy Warhol, who took the concept of aura - and therefore also the value of the 



work of art - to the limit with his imagery reproductions, also devoted 
himself to the production of works that revolved around the theme of 
money, among which Dollar Signs 1980-81), images of dollar signs in 
which "pictorial matter is value differential".. Piero Manzoni's Merda 
d'Artista (1961) consisted of 90 cans, each containing 30g of the artist's 
feces that should be sold at the price of gold. Its content remains an 
enigma to this day, since its opening would imply in the immediate loss 
ofof value of the object and that the cans are made of steel, so that its 
interior cannot be seen even by means of x-rays.
In the context of Brazilian artistic production there is also - if not a 
tradition - a certain line of work that addresses, in one way or another, 
the subject of money. In addition to Rubem Valentim, who came to 
create illustrations for a collector's edition launched by Brazil’s Casa da 
Moeda (national mint), Jac Leirner, Lourival Cuquinha, Waldemar 
Cordeiro and Waltércio Caldas, among others, looked at some point on 
the question of value, the representation and the ambivalence of money 
fromfrom the point of view of art. Cildo Meireles, however, is perhaps the 
Brazilian artist who has explored the issue more insistently. A Árvore de 
Dinheiro (1969) by Cildo Meireles is a work composed of 100 notes of 
a cruzeiro that are worth 2,000 cruzeiros. Ouros e Paus (1982-1995) 
proposes objects made of pine wood with 18k gold studs and 
Missão/Missões (como construir catedrais (1987), consisting of 
"symbols", including wafers and bones, and also, coins. Cildo explains 
thatthat the apparent enormous amount of money in the work is, in fact, a 
pool of pennies: "There are 600 thousand coins. But to get 600 
thousand 1 cent coins in the bank, he only needed to exchange a US$ 

5 bill. That pool is US$ 5 at the time. ”.
MoreMore than value, aspects such as universality, symbolic status, the 
question of circulation and abstraction mobilized by money are what 
seem to interest Cildo. An interesting anecdote illustrates the episode 
when the artist attempted to circulate his Zero Cruzeiro paper money 
(1974-1978) through a sales strategy in street vendors in the center of 
Rio de Janeiro:

In Zero Cruzeiro, the initial idea was its In Zero Cruzeiro, the initial idea was its 
circulation, and, in 1978, Meireles decides to 
sell these notes via street vendors. In 
downtown Rio de Janeiro, the artist is in 
contact with these street vendors and arrives 
at his general manager, codenamed Oxóssi, 
who was interested in the "product", but he 
said: "Look, first we have to take a test."said: "Look, first we have to take a test." The 
test went well, and about 50 notes were sold 
to the general public. The quick sale takes 
Oxóssi to get excited about the idea, and he 
calls Cildo Meireles to talk: "This interests 
me. How can we do it? " The artist responds: 
"I have no idea. It's this architecture I'm 
looking for: discovering how we can do this looking for: discovering how we can do this 
business. " Oxóssi offers the following 
proposal to the artist: to manufacture 
1,500,000 of these notes, by means of 
serigraphy, and to sell them through the 
traveling commerce. He asks Meireles to 
return the next day to close the deal. 
According to the pre-established agreement, According to the pre-established agreement, 
the artist would deliver some notes, and the 
peddlers would pay for the product and its 
impression; Oxóssi would be responsible for 
the industrialization and mercantilization of 
the notes. Cildo Meireles approves the idea 
but wants to take precautions and seek legal 



shelter with Luiz Buarque de Hollanda. A day 
later, Meireles looks for the "manager" of the 
street vendors to close the deal, but Oxóssi's 
response is synthetic: "I'm sorry, the product 
sells, but it cannot be marketed." The artist, 
surprised, questions: “But, why?". And 
Oxóssi concludes: "Excuse me, but we 
cannot move on, because the ecannot move on, because the effective way 
to advertise this product to the public would 
be 'See where our money came from,' and 
that can give us problems." According to 
Meireles, Oxóssi's response and action 
meant "exactly the question of inflation in 
Brazil, how the currency was being 
devalued, and I wanted to get away from it. devalued, and I wanted to get away from it. 
The speech was to discuss, above all, the 
expression 'This is not worth anything' ". The 
possibility of circulation of the bills has thus 
come to an end. The artist was concerned 
about being cheated by the street vendors, 
since they had the "product" in hand and 
could quickly manufacture a large series of could quickly manufacture a large series of 
these notes. But this fact did not happen.

The idea of   a circuit that Cildo introduces masterfully in the Inserções 
em Circuitos Ideológicos – Projeto Cédula (1970-1976) and Projeto 
Coca-Cola (1970) turns to a certain community - of more or less flexible 
ties - where something circulates so to construct non-hegemonic 
senses and against the contrary, that is to say, using the system itself. 
The action refers to the monetary logic doubly: in addition to the 
mention of the bill, releases in these circuits objects of everyday life - 
Coca-ColaCoca-Cola bottles! - which, like currencies, will travel across the whole 
territory in the same way that language, laws and people - indeed, in a 
much freer way – do. It is, after all, the reason for the very circular 

shape of the coins which, as Mondzain reminds us, refers to a circuit, 
"(...) the closure of a force which designates, on its disk, both totality and 
infinity”.
InfinityInfinity that also concerns the relation and transit established between 
the very faces of the coin. Returning to André's work, we notice how 
obverse and verse circulate by replacing: heads and tails in the 
perpetual gyre of a coin always thrown into the air, without a final 
decision, without a winner whose terms, incidentally, we do not even 
know fully. Irreal uses irony in stamping the effigies of Temer and Cunha 
to go throughout the national territory, "hand to hand and from place to 
place"place" under the sign temeritatem, singular accusatory form of the Latin 
word temeritās which designates chance in the sense of what is 
accidental, but also temerity. Angle and reverse-angle, so important to 
André's work, become tools of political commentary as if the possibility 
of out-of-field did not exist. They give body to a two-sided being, a kind 
of Janus of Brazilian politics who, from the crisis, looks at the past and 
the future: both the figure and what lies behind it, both the scene and its 
backstage.backstage.
The reference to coinage does not escape the game of the Irreal. 
Coinage, which for many centuries guaranteed weight, purity, and 
hence the value of a certain quantity of gold, silver, or other precious 
metal used in its manufacture, now refers to Cunha. If, moreover, it is up 
to the State to mint its coins, this is linked to the idea of   building a 
common ground - a community and a guaranteeing body - that 
facilitates exchanges, allows credits, etc. This idea is so profound that it 
allowedallowed the economy to operate as boldly as the advent of fiduciary 



money, which transforms the physical commodities of a currency - gold, 
silver, or even commodities that could be exchanged for something 
else, such as gasoline, food, etc. - in something with no intrinsic value, 
that is, whose value in use is due to the so-called forced course .
  A currency is fiduciary - also called fiat money, that is, that money 
that a state creates and transforms into something of value, or even "it 
is made," just as the light was created in the episode of fiat lux, of 
Genesis - when its value, defined by law, is greater than that of the 
metal used in its manufacture. The peculiarities of the fiduciary system 
can lead to a double reflection. In the first place as regards the meaning 
of the word forge, central action in the act of creating coins: forging is a 
wordword that contains its own antonym, since it means both coinage and 
falsification, and this proximity becomes especially exposed in the 
operation that is placed in play by the fiduciary currency system. The 
second reflection that the term refers to us concerns the work of the 
artist, who creates his work, the forge, invents worlds, to the same 
extent that, for him, creates the place of artist through a practice.
As for fiduciary money, the name itself indicates that it refers to a 
series of operations which, first and foremost, are based on a belief in 
the role of the State which must guarantee the "space of exchange and 
obligation". If the Real brings the effigy of the Republic and other 
national symbols on its banknotes and coins, Irreal shows us, on both 
sides, the true symbols of a crisis marked by the very exhaustion of the 
possibility of belief. It is at this moment, when believing does not seem 
to be possible, that we need to create.to be possible, that we need to create.
And if "the field of economics finds its peer in language and writing" , 

as Felipe Scovino points out, the idea of   an asset seems more 
appropriate than ever in the way it appears in the Irreal plan. In this 
context, the asset does not only suggest an economic understanding of 
the term, that is, it does not only refer to the positive part of an asset 
position, but it indicates a form of activism that makes certain 
connections function, or, still, it activates them. While the Real is what 
can be measured, counted, accounted for, the Unreal is of the order of 
whichwhich it has no measure, it concerns the symbolic. The value of André 
Parente's Irreal is thus linked to this peculiar activism that is symbolic 
activism - perhaps the only form of activism truly possible for art and 
artists - an activism of words, gestures and objects that lead the 
language to its limit, call it as a performative act, that is, as a way of 
acting in the world.
To act in the world, that is to say: as much in the real world as for – 
and, mainly – the unreal (Irreal).



UNFURLING THE FLAGS
Rogério Luz

I was surprised when, at the weekly fair of Santos Dumont Square, in Gávea, André 
Parente came to talk to me about a group of artists, of which he participated, interested 
in intervening in the political moment through which the country was going through. 
II had seen some of the group works – the Coup in a powerful media system and, 
particularly, the rewriting of our national flag – without identifying its origin. The surprise 
came from witnessing the eternal return of art to the public scene of the city. Tendency, 
for sure, recaptured by contemporary art and that counts, in Brazil, with a strong critical 
tradition. However, would it be still viable, in terms of the effects of rupture, an art of 
protest not only ornamental, but an art of citizen participation, following a trend of a 
community, of a collective action?
TheThe artist, as the worker, does something: he produces, he creates something. 
Today, the market – not to mention its name, the capital – seeks to organize, direct and 
even determine this production. The number of creative individuals the it calls upon in 
the variety of sectors of activity attest such affirmation. The artist’s production is a bid 
of a game: the player tries to invent his emergency conditions and reverse his/her 
relations with power, although, in proposing his game, his position seems increasingly 
risky. At the present stage, the dominant financial capital, speculative and predatory, 
gave to this scenario the dimension of civilizational catastrophe. gave to this scenario the dimension of civilizational catastrophe. 
André's flags - the “bandalhas”, which make the “bandalheira” a word of caution 
against the “bandalhos”, the brawl without honor or dignity – compose an action from 
the group “Tupinambás”, through street posters. Says the artist:

“From the street poster art, I made two flags in the 
shape of the national flag (fabric, colors, reason, etc.). I 
call them “Bandalha”. They’re made in fabric, with the 
dialogue between Jucá and Machado sewed in it. One 
is yellow with the dialogues sewed in green and the 
other is black with the dialogues in yellow. They can be 
used both on the wall and in performative act of 
hoisting the flag, when two “actors” or performers would hoisting the flag, when two “actors” or performers would 
say the dialogue in its entirety, having in the 
background an instrumental anthem with those 
scratching noises from an old vinyl that sometimes 
hooks.”



The opposition, of moral nature, between those who work and those 
who steal, although it has its importance – nowadays highlighted by the 
publicity surrounding the old collusion between politicians and 
businessmen - occults the fact that human life, today, is structured 
around currency, the universal equivalent. This universal coexists, 
paradoxically, with the defense of the identity of a nation, which national 
symbols represent and summarize. The coincidence between financial 
interests and national interests is increasingly problematic.interests and national interests is increasingly problematic.
 In this century, a tendency of critical intervention of art related to 
beliefs and prejudices, in defense of the body and its possibilities, of 
libertarian behaviors, of exploited minorities, of protection to the city 
and to nature was reaffirmed. Materials, the usage of state-of-the-art 
technology and the art modus operandi have changed following such a 
trend. The return to the specifically political focus may amaze. Art 
crossed by intense social fluxes, harvested in multiple networks of 
provisional configuration.provisional configuration.
 Indeed, it is crucial to counteract actions – every courage is physical, 
Foucault said – the maneuvers that diminish human life. It is 
comprehensible, as well, to use historical experience in order to revive 
slogans and types of protest which symbolic effectiveness proved to be 
useful. 
But the art of the collective intervention, critical art, political, engaged, 
present in the modern history and that is intensified in the ambiguous 
clash between conditions of production and requirements of the market, 
faces the challenge of differentiating itself from the infamous agitation & 
propaganda. The latter, even though always renews its methods, 

remains omnipresent as an instrument of governance. Sad lesson, sad 
legacy left by Nazism and Bolshevism.
  Instead of repeating words of order, words of protest that are, in fact, 
reflections of the weary mood of the citizens, André’s work, by 
reactivating a heritage from modern art, decides to innovate. The 
symbol of the flag, appropriated by the conservative manifestations, 
starts to sustain attitudes of rupture with a mistaken notion of nationality. 
The work also changes itself in accordance with its circumstances: 
political moment, situation in the public space, exhibitions in art 
galleries.galleries. In the Museum of the Republic of Brasilia, for example, the 
national flag integrates an installation with sand, bricks and blue 
canvas. Building material: construction, demolition, mutations and 
metamorphoses very unique of this way of thinking and making art. 
 Different from the word of political order, these inventions destabilize 
the common perception, alter the feeling, request from the public an 
attitude of awkwardness. It is a game, a diversion. A game is a serious 
thing, we know it since we are kids. Thereby, art recaptures the initial 
gesture of new possibilities of life. But it is not easy to read the 
assertions of an indicted senator that follow – memorable writings – the 
geometric shapes of our green and yellow flag…
Hence,Hence, new languages are put in circulation – the context of struggles 
allows it. The posture, necessary to highlight art as that which only 
repeats the difference, implements new waves of sensitization, no 
longer oriented by the tide of tenebrous transactions, without art 
abdicating the freedom of its unstable lunar moods, both rebellious to 
political servitude as to market dictates.



May the flags we defend invade our squares once again, our galleries 
and even the art market. Be realistic: wish the impossible. In the current 
context, localized actions will have primacy, with limited but positive 
effects on very diverse audiences. For now, the squares do not belong to 
the people and the sky is full of birds of prey. But art, history proves it, 
without ceasing to be art, helps to occupy spaces, to conjure dangers.



REFLECTIONS ON A WAY 
OF MAKING

MIlla Jung

Faced with André Parente’s body of work, which address current political issues in 
Brazil, I think of the artist’s precision: one gets what one gets here; all that has already 
been said about the well-played game is pried open for all to see. By giving resonance 
to the shock to which we are exposed daily, André reiterates, in the object and the word, 
the ultimate gesture. A gesture that brings a cycle to an end in order to conclude its 
significative stance, but which, in this case, does not engender its significance 
retroactively, but rather aiming forward, subversively, consigning an already marked 
future. future. 
 A future that appeared to some as landscape, as in Almada Negreiros’ First Morning; 

When I first arrived, it must have been late,
They’d already shared everything,
Among themselves and their descendants

 And which is already a mirror, as in Irreal. 
 What befits an artist in this all too frequent state of exception? What befits an artist? 
Maybe nothing fits, but it can very well overflow, boil over; it would be impossible 
otherwise. Maybe action is a way of preserving one’s mental health when faced with 
such delirium and perversion in everyday occurrences. Faced with the stitching of Jucá 
and Machado’s conversation onto a Brazilian flag – the case of Bandalha – I am quickly 
reminded of Bispo do Rosário, who used to sew in shrouds, flags and banners his more 
prosaic universe: objects, people, professions. Even so, in this infinite inventory of 
realitreality, Bispo spent the better part of his life at Colônia Juliano Moreira Mental 
Institution. 
 What does one do not to go insane? What is the trick? How did we invent the 
meaning of life before the advent of the breakdown?, instigates psychoanalyst Marcelo 
Veras. Because, it seems to him, the question isn’t really how one goes insane, but 
how people contrived to keep sane before breaking down. This seems to be the 



the challenge, the proper question. I return to my interest in Parente’s 
work – not only in what he does, but especially in how: How does one 
go about not going insane?
PresentingPresenting his output in alternative circuits, organizing, in each city, 
encounters, debates, readings, André is generous enough to invite, 
prepare, speak, listen, and in this way, he ends up finding his peers and 
securing transmission. This is not only what the distracted passer-by 
has to gain by walking past the street poster of the collective action 
Tupinambá Lambido, or the more specific patron of some artistic circuit 
facing Irreal, but mainly what those who act and resist, those who 
activate themselves in order not to go mad, have to gain. activate themselves in order not to go mad, have to gain. 
During a break while jotting down these words, I come across news 
that Rodolfo Oscar Estivill, a 91-year-old retired man, committed suicide 
at the Anses (Unity for the National Administration of the Argentinian 
Social Previdence) headquarters in Mar del Plata. Before putting a 
bullet to his own head, he says that he is tired of fighting. Tired of 
fighting the fate THEY have in store for us, for the lot of us. Estivill lays 
bare his limits. Like numerous cases in Brazil and all over the world, 
whichwhich have seen a 60 % increase in suicides during the last 40 years 
and have made it the second cause of death currently among young 
people, he is one more victim of “precarization” of life in the name of 
capital.  
According to Bifo, between the dehumanization declared by Margaret 
Thatcher – in environmental and human destruction, the bankruptcy of 
social institutions, the pauperization and isolation of the ordinary man, 
privatization and absolute power given over to finances – and a socially 

functional, non-affective, communication, neoliberalism has won. Did 
we witness this happening? Perhaps so, we don’t know. Were there 
alternatives? Possibly not, we can’t tell. Even still, we are amazed, 
stunned. Maybe it is shock what keeps us from imagining, from knowing 
what we, in fact, already know – what keeps us from seeing the obvious.    
AndAnd then along comes Parente’s work, laying down the fact: this is it! 
One gets what one gets here; all that has already been said about the 
well-played game is pried open for all to see.



ANDRE PARENTE’S 
IMAGES

Marcus Bastos

There was a time when certain devices radically altered the course of things, and 
generations seemed to not quite comprehend one another for a while. A time when 
cinema stunned people who were as yet unaccustomed with the illusion of movement 
projecting itself outward in rays of light before their eyes. When the gramophone led 
celebrated specialists to mistake pioneers of recorded sound with ventriloquists. 
Nowadays, what stuns most is the rhythm rather than the intensity of the changes. And 
the gaps between generations seems no longer that gaping, because we all share a 
certaincertain vertigo when faced with the speed with which devices acquired not long ago 
become obsolete. Today’s disagreement seems more of a spatial order, a shock 
between places connected by increasingly potent networks, but distant as regards 
differences that persist with each disaccord that keeps them further apart.
André Parente has his eyes fixed on both these times; eyes attached to a brain that 
knows hours progress neither straightforwardly towards a future, nor do they turn in 
circles around themselves. Not by chance, he himself has gone on record to state, in 
reference to an ongoing debate as to whether he was be the first artist to devote 
himself to video art in Brazil: “The way I see it, this is a completely irrelevant question. 
Pioneerism has been an obsession with artists working with new media formats. Maybe 
because, in some cases, the artist invents some given means with which to produce 
theirtheir work (…) [But] who remembers who made the first drawing ever? The first 
painting? The first sculpture? The first gravure? Could they be termed artists?”
To speak about the images created by Parente hinges on a precise understanding 
that he multiplies himself in images – in the same sense we say: so-and-so has a 
bubbly image, so-and-so is trying to change their image. Thus, we presuppose a 
metonymic process between what we see of someone and the rest of their being. 
Parente gives the world latencies that escape in multiple direction. A thought that is 
visualized here, a film that is read there, a Parente that can either be “seen” as 
theoretician or “read” as an artist. To read him as a scholar and see him as artist, on the 
otherother hand, would eventually undo the instabilities that his thoughts (whether in 



installation format, projections, or even book form) so carefully project 
onto a world not always capable of handling uncertainty and breaking 
apart inherited presuppositions (for instance, that the text “thinks” and 
the image “shows”). 
InIn revising relations between art and audio-visual, in an important 
critical effort which allows us to perceive the history of Brazilian art in a 
different light, to organize problems which arise locally parallel to a 
global scenario, Parente locates cracks through which his pieces might 
slip through hypothesis to the questions set forth, in the shape of 
sounds and images in articulated movement around procedures such 
as looping, tensions between temporalities and spatialities and the new 
waysways of seeing that arise due to the different image-machines devised 
by artists or by the industry itself and that are either standardized or 
used no more than once, finally leading up to the current moment in 
which the “plurality of devices is (…) almost as great as the amount of 
discourses created by them”.  So varied are the transits among different 
visual language supports that, at times, genders and practices seem to 
overlap, to fuse, to mix, to accumulate, to subtract, in procedures that 
alwaysalways conduct to places between images, which continually challenge 
everything one might have once deemed capable of enforcing a certain 
ontology of different materialities of technical images. 
One of his most recent pieces, Velo (2015), addresses this zone of 
instability, this world that changes before one can even distinguish a 
“before” and an “after”. In response to these times, the piece explores a 
procedure which shuffles genders and dominances. The click of a 
bicycle trapped inside a block of frozen water. Is this how we protect it 

from the rust running water would eventually stamp on its carcass? 
This contrast between iron curves and their insipid, colourless, 
odourless but no longer liquid shelter, suggests many things. But, 
before we look at them, we would do well to pay a little more attention 
to the reasons which have compelled the artist to term the piece a 
“click”, not a photo or a video.
ItIt is no easy feat to describe an image that – for the most part, fixed in 
a precise framing – displays drops which move over it in differing 
velocities. The slowness which is oftentimes predominant does not 
authorize us to call what we see a photograph, but the movement 
oscillating from unpredictable shapes is not enough to treat it as a 
video. Maybe it is of no consequence, to choose one or the other. In so 
many ways is the non-discernible a part of Velo that it opens up the 
possibilitypossibility of understanding the piece as a double exercise in 
inconstance – in the best sense possible, the sense that assumes that 
trees are not green, but they are currently green because they were 
once yellow; that the world is not unchanging). 
One of the keys to understanding the work is invisible. The drops that 
stroll through the screen are generated by an Artificial Intelligence 
algorithm. Consequently, their trajectory is potentially infinite, and 
predicting patterns proves an impossible exercise. This makes for a 
curious embrace of time and space. Click is also active in this embrace, 
the click of the camera cutting up space before its lenses, during the 
time of its duration. The habit of understating space and time as two 
separateseparate things makes people think of certain types of images as 
photographs, and other types as video. However, in Velo, static image 



is time, and image in motion is space. And its unforeseeable movement 
stretches out for an indefinite amount of time the length of the short 
click, as though its stroll from order to disarray could somehow enlarge 
the limits of the frame.
TTime, in Velo, may be inferred from a frozen image, or from its 
contrast with the frame, the wheel and the seat, which seem, both of 
them, muddy. Through this, we know it is winter, that a stoppage of flows 
is being suggested , that there is an impasse between the organic (a 
time before the artefact) and the industrial, that a forgetting has taken 
place (the bike has been left underwater long enough to end up 
ice-locked), that there is a confusion between states of matter (water 
hashas solidified, the soil has become cold), that we are standing before a 
happening that does not reference where exactly it is taking place (is 
the bicycle in the bottom of a river that cuts a city in half? A country 
brook? A backyard pool?)
Space in Velo may be inferred from the drops which change size (thus 
suggesting some depth) and establish pattern of dislocation (as though 
expressing that bicycle’s longing to escape its sub-zero prison and 
circulate once again?). It would not be fitting to speak of a spatial 
montage, for this is something of a different order, a piece of speed 
which breaks with all that is static about the click. This embrace 
between space and time is important to understand the artist’s earlier 
pieces,pieces, in a Borgesian exercise to start from the present and go back to 
the past which seems appropriate to the complex understanding of time 
which is at stake in Parente’s pieces.
We need look no further than Estereoscopia (1985). This time, 

instead of film or video, we might want to use the term “composition”. 
The zoom into two interchangeable photographs reveals a mosaic that, 
through being blown up, leads from one to the other. A loop, figure of 
short, circular time, set up in space, geometric and fractal. “I want what 
you are seeing of me inside you”, says the female voice covered by the 
image of the man. “I want to see what you are seeing of me of what I am 
seeing of you inside me”, says the male voice covered by the image of 
a a woman. An uneven pair. A recurring trajectory. A return forward. A 
beginning which erupts at the end of the beginning which interrupts. 
On the other hand, Circulado (2010) reframes the meaning of cinema 
in several ways. The piece explores the circularity of movements 
leading up to trance, from Sufis turning on their own bodies, to Corisco 
spinning madly in the sun-flooded backlands. These are scenes from 
films and documentaries taken out of context, which, when pieced 
together, acquire new meanings, and also propose a broader discourse. 
The piece is constructed in turns. Images repeat themselves, 
approximatingapproximating the circle to the loop, probably the main figure of speech 
in digital culture. And the very configuration of the space is circular, 
positing the interactor right in the middle, in front of a mechanism they 
may turn themselves.
 If the magic of a dark room stimulates a trance due to the flux of light 
before one’s eyes, Circuladô is an invitation to transit by contrast 
between light and dark, reiterated with each turn of the bodies around 
themselves. An appointment in broad daylight, this call to vertigo 
distances – also, in the best of senses – Parente’s installation from 
conventional cinema. A set of powerful images, the piece demands 



active participation on the part of the audience. As though, in showing 
how gyrating can lead to ecstasy, it proposed a format in which the 
experience of trance could occur in interface, in a gesture that 
emancipates the participant from the game being proposed. It is a 
sophisticated mechanism, inasmuch as it acts on a sensory terrain on 
the threshold separating representations of actual fugue-states and the 
stimulus to potencies which daily life tends to drown out. Trance has an 
emancipatoryemancipatory sense that is oftentimes looked over by Western culture. 
Even if today rationalism is no longer as pivotal, there is still great 
resistance to acknowledging the role that altered states of perception 
can play in engendering new forms of understanding the world. 
Parente’s piece puts the question succinctly, but consistently, as he 
offers a mechanism through which the interactor turns along with the 
images in the piece, and, in doing so, alters their turning. It is not only a 
formform of interaction, but also – and mainly – an invitation to sharing 
gestures and images which produce haptic thought. If anyone has ever 
dreamt of touching a screen while watching a movie, this is a good 
opportunity. Unlike many digital art pieces, which explore interaction for 
interaction’s sake, Circuladô semantizes in rare fashion its own 
interface, which is not only a device for manipulating the images in the 
installation, but also a key to grasping all the meanings that turn within 
the piece. the piece. 



FIGURES IN A LANDSCAPE
Patricia Mourão

We begin with an absence. Figures in a Landscape is the title of a piece by André 
Parente which is absent from this exhibition. In it, an immersive device simulating 
stereoscopic binoculars enables the spectator to navigate two different spaces – a 
library and a beach --, each housing micro-narratives whispered by a narrator reading 
both from books and landscapes. However, despite the piece’s absence, this invitation 
to read remains, as well as – as a structuring drive of the works presented here – a 
certain sense of separation and distance between seer and that which is seen implicit 
in the idea of observing “figures in a landscape”.   in the idea of observing “figures in a landscape”.   
In the corpus of artworks on display here, the invitation to reading and meditation 
begins with the immersion into a landscape of images. In the two interactive 
installations, Circuladô and O Vento Sopra Onde  Quer, we are thrust into two 
experiences: one immersive and sensory, the other reflexive and contemplative. On the 
first case, we are surrounded by images, as one who, immersing oneself into another 
world, can no longer differentiate himself from what he sees. On the other, we are 
invited to reflect upon our own modes of perception and interaction with these images, 
asas one who, while sleeping, reflects both on their waking hours and the dream he is 
having, or better still, as one who, entranced, separates oneself from one’s own body 
and sees oneself from the outside, as though he were seeing someone else.
As it filters into the centre of an immersion in order to trigger a reflection, distance 
also insinuates itself in the contrast between, on the one hand, technically complex 
installation structures, which oftentimes require specialized knowledge and the 
collaboration of technicians and scientists – and, on the other hand, a universe of 
visual, thematic and conceptual references that harkens back to the 19th and 20th 
centuries. Multiple projections, interactive controls and digital architectures compete 
with evocations and optical devices pertaining to the 19th century, to the works of 
RugendasRugendas and Debret, and the modern filmmaking of artists such as Pier Paolo 
Pasolini, Glauber Rocha and Robert Bresson. These are not arbitrary choices, let alone 
nostalgic one; all of them point to moments of reconfiguration in the relation between 
modes of world representation and the modes of apprehension of such representations 



by the viewing subject. At this transhistorical crossroads of the 19th and 
21st centuries, scholarly painting and digital manipulation, modern 
Post-War cinemas and exhibition, Parente produces a fold of past and 
present, pointing out discursive, historical, political and perceptive 
permanencies and continuities. Neither nostalgia for a time gone by, 
nor euphoric celebration of possibilities implied by new media formats – 
this is about thinking, along with the viewer, about the ways in which we 
perceive and engage with images in motion. perceive and engage with images in motion. 
André Parente has been developing, ever since the 1970s, an 
ongoing systematic investigation on the way we perceive and engage 
with images in motion. In film, video and installations, frequently 
immersive and interactive, the artist reclaims and reinvents 
technologies and optical and screening devices from different 
time-periods in order to generate new modalities of experience from 
which to explore the articulation between devices and belief systems, 
expectationexpectation and observation. In these pieces, the audience is asked to 
reflect and signify its own experience, both physical and subjective, in 
front of or immersed into images. On the thematic or conceptual plane, 
his practice goes against the history of cinema, philosophy and 
literature, which are recombined in essay-like, non-diachronic ways into 
structures that accentuate repetitions and permanencies of the past in 
the present. Circuladô works out motifs of rotation and gyration into a 
chainchain of incarnations that articulate the history of cinema from its 
pre-history to present times. The semi-circular shape of the room with 
its multiple projections suggests a zoetrope, an optical device dating 
from the 19th century which simulated movement by way of a spinning 

drum. The side-by-side projection of the same image makes one think 
of the spiral-shaped strap of film, a device associated both to recording 
and screening up until the advent of video. Last, the gyration of bodies 
in a trance, which we see projected onto the screens, brings us both to 
the loop, a central component in digital culture, and to our own 
experiences of immersion in a wheel of images whose scale surpasses 
and overwhelms us. 
OO vento sopra onde quer takes its cue from close-up shots of hands 
characteristic in the cinema of Robert Bresson. In the film-maker’s 
sober and minimalist economy, the essential is revealed by way of 
minimal, nearly imperceptible hand gestures. Parente collects these 
shots and systematizes them in a scale of themes and usages that can 
be manipulated by the audience by way of a musical keyboard. In this 
choreography of gestures, O vento sopra onde quer connects the 
handshands of the audience with those of Bresson’s, through roads that, like 
those of the wind, cannot be anticipated. 
In A Bela e a Fera ou uma ferida grande demais, the projected 
spectre of a sleeping black man is projected on a mattress placed on 
the floor of the exhibit space. All around it, a multitude of television sets 
returns us to what might his dream be. The work’s title comes from a 
short story by Clarice Lispector which narrates the encounter of a 
high-society lady with a beggar. In the brief exchange between these 
two beings that share in the same cityscapes but inhabit altogether 
didifferent worlds, there reveals itself the abyss of a rent reality in which 
exuberance and human and natural opulence must coexist with human 
and urbanistic misery. This was Clarice’s Rio de Janeiro, and it is also 
Parente’s. 



TURNING IS WHAT WE 
HAVE LEFT

Ricardo Resende

The speech of the speech of the speech: Marinaldo Santos, a Gypsy soul artist from 
Pará, once said to another artist: "The caboclo wants only two things in life: a door to 
enter and a window to see through." "How to endure such rigor in such simplicity," 
thought the other artist.
AndréAndré Parente's exhibition at the Jaqueline Martins Gallery is this open window in the 
speech of the caboclo. Window from inside a safe place. It is also a loosening of the 
knot in the throat of those who today feel muzzled. Unfastening that can help release 
all the anguish caused by the current Brazilian political moment. Through this window 
Parente makes us think, and thinking today can be both solution and problem. We can 
only get out of the rock bottom by cursing and spinning in Nagô. A tremendous 
outburst. Go to the songa of the kabuletê's mironga!
TTo think - even more when the thoughts are exposed, as is the case of André Parente 
- can be considered as a way of manifesting and positioning politically against Brazilian 
normativity. Art can be useless, meaningless. Something timeless and 
incomprehensible, as it may not fit into everyday life. However, there is also art that 
touches, transforms, withdraws from the commonplace, provokes, which is subjective, 
which moves the senses and is therefore subversive. The videos of André Parente do 
not lose the relation of the language with the man when extending to politics. They do 
notnot lose in poetics. He knows how to take risks in politics without losing the poetry of 
image, gesture and speech in an engaged work of art.
This is where the question arises: Can an artist declare himself apolitical? Can an 
artist not become interested in politics and create a bubble in the form of an unreal 
paradise, where he creates without any repercussion in everyday life? Harmless art? 
Well, in the face of the social and political situation that worsens day after day in the 
world, a collapse that seems to have no end, it is common to hear from artists in 
comfortable position a resounding "I am not political"! By dealing with the human, with 
the creation, having - most of the time - keen perception, being creative and thereby 
seeingseeing things more clearly, the artist would have simply to close his eyes and continue 
to create without consequences.



Well, that is not the case with André Parente. The artist is bold to bring 
such an exhibition to the Jaqueline Martins Gallery at such a complex 
social-political period of our History. In some works he has brought to 
the exhibition “Kabuletê: in the tonga of mironga”, the messages are as 
little subtle as the title of the song that inspires the name of that 
exhibition. The composers Vinicius de Morais and Toquinho used the 
Nagô language to say, curse and extravasate the anger they felt at the 
timetime of our last dictatorship imposed by the military. Still, the present 
system of repression is given by different institutional "arms" in a "soft", 
white and suffocating form. There is no one to appeal to higher 
authorities.
Parente imposed a vacuum in the middle of what he exposes, 
intentionally. Thus, he shows us a research coherence that guides a 
trajectory that approaches four decades. Both at his beginning and in 
his most recent works, Parente is looking at the issues of the visible, 
what is seen and what is not seen, what lies behind the flatness of the 
cinematographic image.
TheThe artist explores in his work the poetics of the image and the limits 
of the cinematographic language through drawing, photography, 
performance, video, film and interactive installations.
HistoricallHistorically, art shows are places where artists express and 
denounce, according to their poetics, the conjuncture of things in the 
artistic, social and political fields. The present exhibition - also a 
presentation of the trajectory of the artist - is risky as it shows works in 
which the message is clear, direct and inadmissible, case of 
“Bandalha”, from 2017-2018.

There are four versions of the Brazilian flag, in yellow, green, blue, 
and one in black. This last one, of contumacious political engagement, 
symbolizes in black the mourning.
TheThe contour of the forms in these flags, which aesthetically play a 
political role, is drawn with writing, referring to the power of other 
emblematic works made in the 1960s such as Claudio Tozzi, Gilberto 
Salvador, Anna Maria Maiolino, Antônio Dias, Rubens Gerchman and 
Anna Bella Geiger. Parente's flags seem to date from that time, or, 
better off, to update that same political context.
ParenteParente draws with the format of the Brazilian flag the telephone 
dialogues along which, in vulgar language, all the strategies that were 
behind the removal of the president of Brazil are given. In May 2016, a 
month after the congressional impeachment, the newspapers 
publicized the audios of dialogues between politicians and 
businessmen.

IRREAL
AA work of 2016 consisting of a silver and gold metal coin measuring 
three inches in diameter - expresses the unreality of Brazilian politics by 
bringing in the image of two of the main conspirators who brought the 
action against the president: Eduardo Cunha , President of the National 
Congress and Vice-President Michel Temer, both of the (now former) 
Brazilian Democratic Movement Party.The two sides of the same coin, 
"flour of the same bag". The 1 Irreal of André Parente can also be 
thoughtthought of in relation to the Zero dólar of Cildo Meireles, originated, as 
in the case of the artists mentioned above, in the 1960s. While Meireles 



replaced the values of the certificate of CR $ 1 by the image of an Indian 
and an inmate of a psychiatric institution, portrayed as worthless 
Brazilian heroes in society, Parente replaces the official images of the R 
$ 1 coin by the national anti-heroes.
"It was created a currency that is not from this world", in the words of "It was created a currency that is not from this world", in the words of 
the artist Katia Maciel, fruit of the unreality we live. Perhaps because we 
are a tropical, hot country, this condition makes us Brazilians live in a 
state of fantasy without understanding reality, much less art, and this is 
the objective of the project Escola Sem Partido that is to be voted by the 
higher instances of politics in the country.
WWe have slipped in recent years to the bottomless pit of kabuletê. In 
the tonga of the mironga, you are the other who does not hear and 
speak, you are what you look at and do not see. All you have to do is 
give him a shovel and then you will have to learn. By force. But if you do 
not smoke, do not take a puff and do not pay to see, you have only to 
curse and hope to be sent to the tonga of the kabuletê mironga. That's 
what the two musicians said when they created this classic of Brazilian 
popularpopular music in the face of endless depression, in front of a country 
that was dwindling down the drain of an ill-told story that does not begin 
or end. It is the logic of time. It is circular like the story in this time that 
comes and goes. As in the Möbius tape. We roll and roll, we spin, we 
twist, we pass, but we do not get anywhere physically. However, 
dancing or turning on oneself can be a way to achieve intuitive 
knowledge.
A certain historical passage tells us that St. Francis of Assisi was on 
foot on his way to Tuscany in the company of a disciple, Friar Masseo, 

when they came to a crossroads pointing to three places: Florence, 
Arezzo and Siena. Masseo asked which way they would take. St. 
Francis replied, "the way God wants." Surprised, Masseo asked which 
way this would be. "We will know through a signal sent by him," 
answered Francisco. And he commanded the friar, who had promised 
obedience to him, to turn upon himself, as the children do, until he had 
him stopped. The man spun, twirled, twirled himself to the floor. Still 
dizzdizzy, he rose and, at the saint's silence, whirled again. With the 
dizziness fell again, but now with the feeling of having rolled his whole 
life. Suddenly he heard the words: "Stop! And tell me which direction 
you're facing? " " Siena!" He said, still feeling the earth spinning around 
him and without the ground beneath his feet. "Then we go to Siena!" 
And so they went to Siena.
Once upon a time and now. The present is past. The now is also the 
future that never arrives, because we always lived in the once upon a 
time era. Like a fable told by fairies. It gets the feeling that the problems 
that plague us have nothing to do with us. We are always in the process 
of regression. The now is always the same, what insists, the insistent, 
the repetition, the insistence. It's like walking in circles. It is the 
circularity, it is to rotate in the same place, like a top. It is to revolve 
around oneself. It is to have no way out. around oneself. It is to have no way out. Vertigo can give us direction.
We live in a surreal country, that does not leave the place, it has been 
running for centuries in the colonial cradle in which it was born, cradle 
of greed, ignorance and pettiness. Adjectives would be countless. A 
country that self-destructs daily, to the pride of its people.
This is the tonic of another work, the book-object Escola Sem Partido, 



from 2018. An open book on a table, a book in which the lines that 
divide the pages to support the writing, are multiplying until the sheet 
whole is covered in black. Between the lines that begin well spaced, 
letting the paper's whiteness protrude to give way in its repetition, with 
narrower and narrower spacing, disappear in the void left by the spaced 
lines until they completely overlap, becoming a sheet covered by black. 
Here we have again the black symbolizing abyssal mourning, a 
bottomlessbottomless hole to which we are addressing with this proposal that is 
processed in the National Congress and which is aimed at censoring 
the critical development of the student and young in formation by 
eliminating humanistic disciplines of the school curriculum. It is 
obscurantism as a proposal.
André Parente opens this notebook on a table made of easels. In a 
certain way, it is precarious in its support, like what is proposed by 
politicians for this new category of society, that of the alienated who will 
live in the dark.
FacedFaced with the somber picture "painted" by Parente in these three 
works - Bandalha, Irreal and Escola Sem Partido - what alternative is 
left but to curse in Nagô? Now, again, in the face of all this nonsense, 
we have to turn and turn and turn, to bring the body into a trance that 
takes us out of the commonplace.
TTake the world into trance. Trance by twirl. Leave cursing in Nagô. 
The video Circuladô, from 2007, is nothing more than this twist without 
end. To circulate on the limit and rotate and rotate and rotate. It is men 
who spin, spin, or circle. It is the circular in the image that repeats itself. 
That restarts, begins, ends and restarts in the same place, on the same 

axis. It is insist on the same movement. In the repetition of the spin, the 
circular displacement leading to the trance. It is to make the head and 
the thoughts go into trance, that is, to lose consciousness of the real. 
Also, it can be a way of gaining knowledge in another brain dimension. 
The trance is the circular repetition of thought. The same thought that 
does not leave the head. Even wanting, does not leave, does not leave 
you. It is this insistent thought that leads to madness.
ThisThis is what can be understood from this videographic installation, 
made with archive images, which depicts the twirling movement, as well 
as other works by Parente in which the repetition of gesture, speech 
and image seem to lead to a hypnotic state: desire to stop in the time. 
To stay in the same place. To do not leave the place. Like a bolt to be 
observed in the drawing resulting from the whirling dervishes, Turkish 
religious who, for meditation and prayer, rotate for hours in a continuous 
movement,movement, harmoniously choreographed in space. Also in the whirlwind 
of Oedipus, Corisco, the musician Thelonious Monk and the 
Franciscans of Pasolini. They turn and turn in a limit situation with 
destiny to death, to the trance in search of the lightness of the spirit and 
of the knowledge.
It is the high stage of madness: to circulate, to circulate, and to 
circulate. In the video, the background music continues in the sonority 
that repeats itself and transcends the body by hearing in its guttural 
sounds, hollow, strident and apocalyptic. It is when Corisco appears, 
shot and enraged, whirling before his enemy with a weapon in hand, like 
an animal that with abrupt gestures tries to confuse its predator. He 
swings as if to exorcise the devil who dwells in us even as he faces 



impending death. He does not tip over, he swirls endlessly in the 
endless movie.
For the exhibition at the Jaqueline Martins Gallery, Parente also 
cursed, as did the Kabuletê poets. in the Tonga of the mironga! It is the 
desire to "break out of your mold”.
InIn Curto Circuito, of 1979, film in 35 mm, the circularity happens of 
another way. There is no dialogue or plot, so there is no beginning or 
end. It is only cinema, a moving image that tells of an alleged infinite 
persecution. The situations are repeated, have similarity, the escape 
continues in the scenes in the streets of the city of Rio de Janeiro of a 
man running. Only at the end does he give the clues that he has a 
pursuer that never approaches, he gives the clue when looking back 
andand to both sides as if looking for those who persecute him, until 
entering through a door and disappear in a residential neighborhood in 
Rio. Just as he appeared on a street in the docks of the port region, he 
appears, disappears, behind the image. Continuous escape, escape 
without being known who is chasing him through the streets of the city. 
The image of the fugue is repeated in the whole movie, in scenes 
containing streets, cars, buses, sheds, gates, walls, doors, sidewalks, 
asphalt.asphalt. At some point, the initial scene is exposed again; the man 
stops running and starts driving a car in the same direction as the 
escape. You can see it from the back window of the car. Then he runs 
back into the streets, crosses people who startle the man running, 
without knowing what he is running from. It is also a circular shape. The 
end may also be the beginning. Black and white images show how 
much time has passed. It is time that seems to persecute man.

There is a communion between work and artist in this exhibition. 
Parente is an artist who is well aware of his role within society and the 
training of other artists at the university where he teaches. His work, 
seen in this exhibition, is fundamental to understand and decode his 
speech. There is no way to conceive the work without the complement 
of the artist's consciousness and its principles.
AnotherAnother work, A Cachaça Decisão, of 2018, that is made and bottled 
in its city of birth, Sabinópolis, in the interior of the state of Minas Gerais, 
has a suggestive name to give itself a label of alcoholic beverage. 
According to the artist himself, the circularly arranged bottles also 
function as a “despacho” where brandy is offered to the saints of 
Candomblé and Umbanda. There are 12 bottles of “cachaça” that form 
an order - again - in a circle. Parente says he used to play a game: take 
a sip every time he had to make a big decision. Nothing more symbolic.a sip every time he had to make a big decision. Nothing more symbolic.
Kabuletês is a wheel of men and women in typical Portuguese 
costumes on a tray of table-top cake. They all look at the same place, at 
the center, with no expression on their countenance. The only exercise 
pictured in these little pottery sculptures, arranged on this crystal tray, is 
the arrangement of the clothes in a gesture of lowering them to 
defecate. And they shit collectively. As thumbnails, they require the 
viewer to approach the scene. The "loads" are huge and 
disproportionatedisproportionate to the cards. A tremendous collective defecation. It's 
defecating to relieve. It is defecating to purify. With the act, all the 
impurities go. Expelled, they leave a good void in the body. No wonder 
the gesture is also known as purging.
The small installation of little men and women is a network of 



mentalization. Like a collective suicide inside out. It does not die, it 
purifies itself. They are Portuguese shitters in their typical clothes. 
Multiple readings: It can also be a meeting for a “despacho”. Space is 
circled again. The same as that seen in the disposition of the bottles of 
the “cachaça” Decisão.
ParenteParente performs his work with photography, super-8 films, 
installation, visual poetry, among other supports and languages to 
narrate cinematographically his way of thinking.
DonaDona Raimunda, from 1977 - 2015, was a great storyteller who 
became an allegorical narrative of herself. In the late 1970s, in Canoa 
Quebrada, Dona Raimunda, who was then about 82 years old, was 
already blinded by the sun reflected in the sand as she fought against 
the dune that invaded and covered her house. He repeated the same 
daily gesture, infinitely, trying to remove the moving sand from the 
surroundings of his house, which he insisted day after day, to cover it. 
SheShe came up with the force of the Aracati wind that sweeps the sand 
dunes making her life circle in time on the verge of a state of dementia, 
of the small gestures repeated hundreds, thousands and thousands of 
times throughout the day, under the inclement sun of Ceará.
Matapu - zunidor, from 2018, are the Mehinako tribe “zunidores”, 
used in performances and pastel drawings that explore the shape of the 
sound wave generated by the sound of these instruments and the 
gestuality of the spin. When rotated, the small instrument produces a 
low-pitched bass sound. Sounding travels extremely long distances 
through forests and fields, clearly audible as the strident, rhythmic 
sounds of cicadas. The spins can be made horizontally, overhead and 

or vertically, alongside the body and are used in activities most 
primordial to the natives, such as communication, hunting and 
harvesting or in religious, magical and orgiastic rituals.
AA bela e a fera ou a ferida grande demais..., from 2014 (in partnership 
with Lucas Parente) is the documentation of the video installation in 
which a young ragged black man sleeps on a mattress with motifs 
stamped with images and scenes by the German artist Rugendas , who 
came to portray colonized Brazil of the 19th century.
DazzledDazzled by the warmth and exuberance of his landscape, the German 
depicted a fantastic and fanciful place blending dream and reality. 
Voices mingle with images. Disconnected, scenes of a pornographic 
film appear where a man is penetrated by an electronic console. 
Dreams of a dreamer stunned and thrown into the midst of a city that 
does not conform within the myriad of mountains that surrounds it, are 
like gigantic inert shadows sleeping in the landscape. Vultures fly in the 
youngyoung man's dreams. Speech goes back and forth, the images repeat 
themselves. We are one. Intestine and sewage are the same thing. 
Data, historical reports, cries, moans, military, sinister crowd, men with 
arms in their hands, demonstrations, torn flags, dead, arrested and 
deported who go to Acre. Disconnected history of a disaster that mixes 
the Portuguese colony with the present country. It's like roulette; wheel 
and wheel, and time - which does not end - seems to be in the same 
place.place. The installation is composed of projection and television. The 
sound of breathing and urban chaos. Together, they produce a climate 
of terror and irony, of eroticism and hypnosis. It is a hybrid character in 
the multiplication of meanings. Hence appears the dialogue between 



these three supports, the elements to compose the installation.
Reflexo, from 2018, is a specific photograph of the site. A 
photographic image of the reflection of space merges with a mirror 
image of the spectator in the gallery, in an endless game. The moving 
image of the viewer merges with the mirror photograph.
InIn the video Mulher Maravilha, from 2015, a woman turns, turns and 
turns. As if in magic, she changes her clothes as well. The gesture of 
turning repeats itself over and over until she becomes the wonder 
woman, the icon of the idealized woman of mass culture. The 
representation of the motherland in the woman dressed with the colors, 
lines and stars of the American flag. The good heroine is an advocate 
of that country's morals and ethics.
ParenteParente is one of these artists with history. He comes from a line of 
artists and intellectuals. In turn, he developed as an artist initially in 
Fortaleza, then came to Rio de Janeiro where he began to study and 
experience cinema. He goes to Paris, where he researches and 
develops an experimental and deep work of the filmic image by 
deconstructing it in its cinematographic conventions. 
II have been accompanying the work of André Parente for a long time, 
albeit at a distance. We have Ceará in common and there, many friends 
with whom we share stories and experiences of art. But we never had 
the opportunity of this encounter that the text and exposition allow. I, out 
of pure fear of dwelling on the work and not accounting for its erudition, 
for I have a habit of seeking poetic understanding in art. First realize 
and then feel the other vibrations.
ThisThis reading allows multiple paths, contradictory paths, because the 

artist slides through the limits of photography, film and video with his 
very simple narratives. It is imagination beyond what you see. Not 
intended to dissect, but to question the devices of film and video and the 
moving image.
ItIt is circulating and whirling on oneself. To repeat without end, in the 
tonga of the mironga. It is with these values and in the window of André 
Parente, who seems to have lived 120 years, that I thought this text to 
reflect the current moment, seen in this exhibition.
Turning is what we have left.



POEM
Arnaldo Freitas Filho

Para Katia e André
who likes to mess with the water

 

In the middle of the impossible, the sign

the river passes, parked, paradoxical.

River on the contrary of Rosa’s river

With no descent or ascendencWith no descent or ascendency.

I do not fell, I do not know Heraclitus.

I always enter the same water

though it looks different, but it is only

a ruse of fast thinking

which can not resist speculation.

It is the same water that returns, identical

(like the ocean(like the ocean’s, in the open sky)

in denouement, dead bull, flood

stream: nothing more, nothing less; not

a drop or glass of difference.

This still water reveals me and rest



ARM OF MAN
Ismar Tirelli Neto

To André

              The difference lies in that man tires

The difference lies in that he questions which elements of a given scene can 

actually die if they are so tired

The trait is that he tires

The gift is that he tires

Long before changing into a sign, he tiresLong before changing into a sign, he tires

The difference is that man tires long before neon concludes it’s round

The difference lies in his mouth where no one peddles vitamines

The difference lies in his concluded eyes, his mouth pending over a shriek

In the pearl clasped between the teeth

in a vitamine

in a cyanide capsule



LANDSCAPE WITH TWO
Daniela Bousso

Katia Maciel and André Parente are artists whose investigations are geared towards 
the history of cinema’s evolution, as well as new Medias and visual arts. Both their 
Works, contemporary par excellence, develop from a hybrid practice between theory 
and art, either publishing books, either curating exhibits, either elaborating videos, 
installations or interactive pieces. As professors, both maintain a relation of proximity 
and exchange with young people interested in arts and coordinate the Image 
Technology Hub at Universidade Federal do Rio de Janeiro (N-imagem).
  André Parente has published books which are now referece in the field of cinema 
and new medias:  Imagem e Máquina (1993) and Narrativa e Modernidade (2005), 
among others; Katia Maciel, for her turn, has published the book Transcinemas (2009), 
which brings together several authors dealing with the problems of new forms of 
reception and audience participation which are redesigning traditional cinema. Some 
artists term these forms “cinema of the future”. Other authors refer to the same as 
expanded cinema or post-cinemas. 
  Since the turn of the millennium, several Brazilian artists have developed software 
and devices which broaden filmic possibilities and fuse cinema and video. Other than 
Katia Maciel and André Parente, artists such as Giselle Beiguelman, Lucas Bambozzi, 
Rejane Cantoni and Leo Crescenti, Daniela Kutschat and others of newer generations 
lead significant researches on devices, including Internet-based ones. 
  Transcinema is the term Katia Maciel has created to define the expansion of classic 
film devices, so the pieces accrue new layers of technology, opening up a wide field of 
possibilities and variations that confer to cinema an interactive quality. From the 
international art circuit, Katia has observed experiences developed by experimental 
filmmakers and artists such as Jeffrey Shaw and Michael Snow. From Brazilian Art, she 
has extracted conceptual experiences that have involved audience participation and 
marked local conceptual art from the 1970s onwards. 
TheThe experiments developed by artists such as Hélio Oiticica and Arthur Barrio in the 
1960s and 1970s have been an object of study for Maciel. A profound knowledge of 
Oiticicica’s work, especially when it comes to the researches that led him to make the 



“quase-cinemas”, which proposed immersion and audience 
participation, compelled Maciel to craft her image-relations, which 
presuppose bodily and mental involvement on the part of the visitor 
immersed in the installation. 
  Maciel and Parente work precisely on the point of convergence of 
complex operations involving cinema, literature, video and visual artists. 
They create interactivity devices that challenge the spectator to become 
a participant. It couldn’t have been otherwise, since the artists have 
dedicated themselves so extensively to the study of a strain of art 
history that involves experiences in traditional film and Modernist 
experiences, particularly Surrealism and Dadaism, traversing 
evolutionsevolutions in the domain of performance arts and urban interventions 
from groups such as Fluxus, in the late 1950s and the 1960s, not to 
mention the Brazilian artists we have already cited. 
Their work immediately places us face-to-face with some of the 
struggles and tensions typical of the 21th century. The first one is 
whether art can still be considered a possible space for the laying of 
expression. And freedom; next, if it can be understood as game, 
capable of operating transformations in us, by transporting us to mythic, 
dream-like or fictional universes. Yet another struggle has to do with the 
problem of the passing of time, that is, the friction between each 
personperson’s inner stopwatch and the compression of entropic global time. 
In this sense, they inquire what contracts can we still propose to time, 
when this inner time-measuring leads us to an ontological density which 
inscribed into the pieces aspects relating to the fabric of new 
subjectivities arising in the 21th century. 


