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Silvia Rivera Cusicanqui, Sociologia de la imagen
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PREFACIO

Profa. Dra. Nara Takaki
Universidade federal de Mato Grosso do Sul

Simone Gonzalez
Universidade Paulista

COMO SERIA UMA EDUCAGAQ PELAS
IMAGENS? QUAIS OS SENTIDOS
DELA PARA A FORMAGAO DE
PROFESSORES E PESQUISADORES
DE LINGUAS/LINGUAGENS?

A profusdo de imagens em livros didaticos, na imprensa, nos
espacos publicos outros e nas redes sociais suscita preocupagdes
em torno da formagdo de professor e pesquisador de linguas/lin-
guagens. Uma sociedade que difunde imagens diariamente pelos
canais de comunicagdo deveria orientar as pessoas de que forma
e por qué? As pesquisas da contemporaneidade revelam que ima-
gens poderosas, de grupos sociais poderosos sdo usadas como
instrumentos de prolongamento de opressao direcionado a outros
grupos (Silva, 2019). Cumpre observar, no entanto, que nao sao raras
as imagens que remontam raizes epistémicas que ultrapassam os
aspectos econémicos e politicos. Se produzidas nos escombros da
radical colonialidade europeia ou estadunidense, com missao civi-
lizadora na formacéo do leitor de imagens, um Latino-Americano
poderia e deveria evocar literalmente O grito, de Munch, para dar
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relevo a sua capacidade de, pelo menos, reconhecer aquilo que o/a
oprime? O que essa pessoa precisa para conseguir identificar tal
violéncia simbdlica no sentido de Bourdieu (2001) ou, genocidio na
visdo de Grosfoguel (2016)? Estando na escola, uma alternativa é
se aglomerar com professores que trabalhem com livros como este
em tela. Mas, a realidade brasileira mostra que muitas pessoas estdo
fora da escola. Como fazer, entdo? Uma possibilidade é encontrar
uma pessoa ou buscar um material que traga pistas de problematiza-
¢Oes para uma leitura mais significativa, amplificando o espectro na
construcdo de sentidos. Existe um vasto horizonte de pesquisas que
compreende a leitura de imagens como textos, disponibilizados, por
exemplo, em filmes, fotografias, televisdo, jornais e revistas, mate-
riais didaticos online/off-line e em outros veiculos. Essa perspectiva
respeita o senso comum, mas busca enfatizar o potencial de quem
as vé e interpreta. Em decorréncia, sugerimos duas lembrancgas:
uma orientacéo de leitura para a construcéo de rigorosidade (Freire,
2005) e, portanto, de educacgao critica que transforma o senso
comum na interpretacdo (Takaki, Ferraz, Mizan, 2019) e apoio na
subjetificagdo (Biesta, 2010, Fortes, 2018), a capacidade de modificar
as normatividades que nao mais fazem sentido. Essas reflexdes ddo
o tom desse prélogo.

Apreendemos que a imagem oportuniza uma forma de
intimidade com a “realidade’; com o sonho, com a imaginagdo. Daf
emerge uma perturbacdo que se enreda com as praticas filosdficas,
educacionais e sociais em meio as linguas/linguagens e transcultu-
ralidades. A dimensao critica e a perspectiva decolonial podem dar
uma sacudida no exercicio da docéncia, sendo indispensaveis para
grupos de professores e pesquisadores que se dedicam a redugao
dos impactos da desigualdade social. Nessa reflexdo, mecanismos,
estratégias e processos de construgdo de sentido, frutos de suces-
sivas discussoes e teorizagdes no d&mbito dos estudos de imagens,
dispararam outros desdobramentos, culminando no que viria a com-
por caminhos para o pensamento critico nos letramentos visuais,



assinalando a situacionalidade das diversidades. Eis o grande desa-
fio: o compromisso educacional, filoséfico e (auto)critico reflexivo,
Takaki (2020) apreende, para nao deixar que visdes da modernidade
regulamentem a conduta das pessoas e das instituigoes (familia,
escola, empresa, igreja) e, das proprias imagens, muitas vezes sob a
rubrica decolonial.

Os significados diante de uma imagem viajam para se anco-
rarem em outros contextos. Desprendem-se novamente para se
revisitarem em outros espagos e tempos e, assim por diante. Desse
modo, apostamos que uma exploragdo/expedi¢do, cuja agenda
contempla ambiguidades e incertezas de conhecimento, revitaliza
as experiéncias de interpretagdo como um trabalho complexo e ins-
tigante. Isso porque as imagens sédo sentidas, ouvidas, respiradas,
tocadas, saboreadas, experimentadas, vividas e, se/quando aborda-
das verbalmente, podem se sentir colonizadas.

Neste predambulo, nosso grito é de pontos de contato, imi-
tando uma sinapse viva, hibrida, com vérias aberturas. Nessa, uma
relacdo intrinseca entre palavra, sonoridade, gestualidade, espacia-
lidade, afetividade, ndo permitiria que a imagem fosse subjugada e
designada ao status de objeto de estudo, tampouco deixaria para
trds seus companheiros, acima figurados.

Uma imagem vale mais do que mil palavras. O ditado (quem
o ditou e com quais interesses?) segue inquestionado hd décadas.
Afinal, se vemos, estd tudo 1a. E, além disso, o tempo endossa o
discurso que se repete. Mas é justamente aqui que devemos pro-
blematizar: precisamos de espagos de ensino e aprendizagem, e
obras como esta, que desmistifiquem essa crenga, fazendo enten-
der que uma imagem faz parte de um contexto e esta inserida em
um universo rico de interpretagdes e nenhuma dessas interpreta-
¢oes deve ser silenciada pela suposta obviedade de uma imagem.
Mizan (2019, pl190) alerta que "nossos olhos sdo culturalmente
treinados a receber certas imagens sem questionar as visibilidades



e, consequentemente, as invisibilidades que ndo tém a ver com a
incompeténcia da nossa visdo, mas com uma classificagdo prees-
tabelecida da realidade” Em outras palavras, vemos aquilo que nos
ensinam a ver e raramente enxergamos além do convenientemente
ensinado. Nesse sentido, existe uma tendéncia a acreditar, por exem-
plo, que as escadarias de Escher levardo o personagem a um destino
certo e que os relégios de Salvador Dali, derretidos ao sol, j& ndo
conferem ao tempo sua linearidade. Todavia, outro percurso de lei-
tura e interpretagdo dessas obras mostra-se possivel: contemplar as
imagens para além de sua superficie, identificar os signos visuais e
as mensagens que deles emanam e examinar o impacto social que
podem causar (Bamford, 2009). E este o objetivo deste livro: mostrar
que “afastamentos e aproximagdes da representacéo do real as ima-
gens mentais que constituem o imagindrio conceitual levam tanto a
confirmagéo do status quo quanto a novas formas e significagdes”
(Mizan, 2019, p.198). Eis que, a luz do letramento visual critico, eviden-
ciam-se as (im)possibilidades de ascensdes e quedas dos degraus
de Escher, bem como as (a)temporalidades dos relégios de Dali. E
disto que se reveste esta obra: de carater multifocal, multicultural e
interdisciplinar. Mais do que simplesmente langar um olhar diferen-
ciado sobre as imagens, o que se busca é retirar o “forro invisivel do
visivel” (Merleau-Ponty, 2004, p. 22) e questionar as representagoes
visuais tidas como naturais para criar rupturas e deslocamentos a
fim de problematizar o que é veiculado como homogéneo, comum,
6bvio e "ja-visto”

Publicar uma obra requer delicadeza e coragem, pois ela
pode permanecer nas estantes das mentes de seus leitores, por
algum ou muito tempo, e impacta-los de alguma forma, transfor-
mando-os e os levando a reconstruir sentidos. Uma obra como esta,
no entanto, exige que seus autores estejam preparados para efeitos
ainda maiores: os capitulos nos convidam a transgressao e imanén-
cia em relagdo ao modo como fomos ensinados a olhar imagens.



Na certeza de que o empenho para a produgao deste livro
terd valido a pena, desejamos aos/as leitores(as) uma riquissima e
agradavel viagem! Parabéns, professores e pesquisadores!
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PREFACE

Profa. Dra. Nara Takaki
Universidade federal de Mato Grosso do Sul

Simone Gonzalez
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HOW CAN ONE ENVISION AN EDUCATION
THROUGH IMAGES? WHAT ARE ITS
MEANINGS FOR TEACHER EDUCATION
AND FOR RESEARCHERS OF LANGUAGES?

The profusion of images in textbooks, in the press, in public
spaces and on social media raises concerns in relation to the field of
language teacher education. Should a society that spreads images
through communication channels on a daily basis guide people in
what ways, and why? Contemporary research projects reveal that
powerful images spread by powerful social groups are used as
instruments of prolonging oppression towards the other (SILVA,
2019). It should be noted, however, that images that go back to
epistemic roots and go beyond economic and political aspects are
not uncommon. If produced in the rubbles of radical European or
American coloniality in a civilizing mission in the formation of the
image reader, could a Latin American literally evoke Munch's The
Scream in order to highlight his ability to recognize what oppresses
him? What does this person need to be able to identify such symbolic
violence in the sense of Bourdieu (2001) or, genocide in the view of
Grosfoguel (2016)?
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In relation to schooling, getting together with teachers who
work with books like this one might be an alternative. However, the
Brazilian reality shows that many people are out of school. How
can we do it, then? One possibility is to seek colleagues or look
for materials that bring problematizations for a more meaningful
reading, thus expanding the spectrum of meaning making processes.
There is a vast horizon of research projects that investigates the
reading of images as texts, such as the ones available in films,
photographs, television, newspapers and magazines, online/offline
teaching materials, amongst others. The perspective we present here
is in accordance with common sense but seeks to emphasize the
potential of those who see and interpret these images. As a result, we
offer two reminders to the reader: there must be a reading orientation
for the construction of rigor (Freire, 2005) and, therefore, of a critical
education that transforms common sense in interpretation (Takaki,
Ferraz, Mizan, 2019) and supports subjectification (Biesta, 2010,
FORTES, 2018), that is, the ability to modify normativities that no
longer make sense. These reflections set the tone for this prologue.

We understand that the image provides a form of intimacy with
“reality’; with the dream, with the imagination. Hence, an image might
provoke a disturbance that emerges and becomes entangled with
philosophical, educational and social practices in the midst of languages
and transculturalities. The critical dimension (of reading images) and
the decolonial perspective can destabilize the practice of teaching,
something indispensable for groups of teachers and researchers who
are dedicated to reducing the impacts of social inequality.

In this reflection, mechanisms, strategies and processes
of meaning making are a result of successive discussions and
theorizations in the scope of image studies. They triggered other
views in relation to image studies and culminated in paths for critical
thinking in visual literacies, signaling the situationality of diversities.
This is the great challenge: the educational, philosophical and
reflexive (self) critical commitment, as apprehended by Takaki (2020),
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so as not to let visions of modernity regulate the conduct of people
and institutions (family, school, company, church) and, of images
themselves, often under the decolonial rubric.

The meanings of an image travel and anchor themselves in
other contexts. These meanings detach themselves in order to revisit
themselves in other spaces and times, and so on. Thus, we believe
that an exploration/expedition, whose agenda includes ambiguities
and uncertainties of knowledge, revitalizes the experiences of
interpretation as a complex and thought-provoking work. This is
because the images are felt, heard, breathed, touched, savored,
experienced, lived and, if approached verbally, they can be colonized.
In this preamble, our outcry is for contact points, those imitating
a living, hybrid synapse, with several openings. In this sense, an
intrinsic relationship between words, sounds, gestures, spatiality,
affectivity would not allow the image to be subjugated and assigned
to the status of object of study.

A picture is worth a thousand words. The saying (who
said this and with what interests?) has remained unquestioned for
decades. After all, if we see, it's all there. In addition, time endorses
the discourse that it is repeated. But this is exactly what we must
problematize: we need spaces for language education that demystify
this belief, provided that an image is part of a context; it is inserted in
a universe rich of interpretations, and none of these interpretations
should be silenced by the supposed obviousness of an image. Mizan
(2019, p190) warns that “our eyes are culturally trained to perceive
certain images without questioning the visibilities and, consequently,
the invisibilities that have nothing to do with the incompetence of
our vision, but with a pre-established classification of reality”. In other
words, we see what we are taught to see and rarely see beyond what
is conveniently taught. In this sense, there is a tendency to believe, for
example, that Escher’s staircases will take the character to a certain
destination and that Salvador Dal's watches, melted in the sun,
no longer grant time its linearity. However, another way of reading
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and interpreting these works is possible: contemplating the images
beyond their surface by identifying the visual signs and messages
that emanate from them and examining the social impact they can
cause (Bamford, 2009). This is the objective of this book: to show
that “distancing from and approaching the representation of the real
to the mental images that constitute the conceptual imaginary lead
to the confirmation of the status quo of images or to new forms and
meanings” (Mizan, 2019, p.198). Here, in the light of critical visual
literacy, the (im)possibilities of the ascending and falling Escher steps
are evident, as well as the (a) temporalities of Dali's clocks.

This is what this work is all about: multifocal, multicultural
and interdisciplinary. More than simply taking a different look at
the images, what is sought here is to remove the “invisible lining
of the visible” (Merleau-Ponty, 2004, p. 22) and question the visual
representations considered natural in order to create ruptures and
displacements in what is conveyed as homogeneous, common,
obvious and "already-seen” Publishing a work requires delicacy
and courage, as it can remain on the shelves of the minds of their
readers for some time or for a long time. A book can also impact
readers in some way, transforming them and leading them to
reconstruct their senses. A book like this, however, requires its
authors to be prepared for even greater effects: the chapters invite
us to transgression and immanence in relation to the way we have
been taught to look at images.

In the certainty that the effort to produce this book will
have paid off, we wish our readers a very rich and pleasant trip!
Congratulations, teachers and researchers!
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APRESENTACAO

Eleicdes americanas de 2016: Trump eleito. Eleicdes brasi-
leiras de 2018: Bolsonaro eleito. Independentemente de cada posi-
cao politica, no caso, politico partidaria, ja que hd muitas formas de
entender politica (por ex., para Ranciére, para quem politica pode ser
entendida como policia e ou partilha de sensiveis, ou para Monte Mér
para quem politica tem a ver com a pdlis, ou seja, a cidade, o viver
em uma comunidade), ha de se admitir que as imagens foram decisi-
vas em ambos os contextos eleitorais supracitados: fotografias com
legendas, sem legendas, videos curtos e longos, memes, fake news
acompanhadas de imagens, fake news imagéticas, enfim, todos, em
seu conjunto, colaboraram enormemente com o espalhamento de
noticias, demonizagdo do Outro, promessas de um Brasil ou EUA
melhores. Acredita-se que quem mais convenceu e mais espalhou
nas redes os seus ideais e ideologias (mesmo que um dos lados
acredite nao existir ideologia), venceu. Segundo Peters et al (2018, p.
vii, traducdo nossa), “A criagcdo de opinido e dissenso estd inacredita-
velmente mais rdpida do que antes. O que se inicia dentro das redes
sociais pode ser cooptado por interesses outros que ndo somente o
potencial eleitor confuso Os autores chamam a atencéo, ainda, para
o fato de a criagd@o de opinido e dissenso poder ser “ampliada pelos
lobbies e pela imprensa popular, que ocupa uma posicéo interme-
didria entre os partidos politicos e a opinido publica” (Peters et al,
2018, p. vii, tradugé@o nossa). Assim é que, segundo Grigera e Webber
(2019, p. 2), "A vitéria de Bolsonaro encerra uma série de manobras
e manipulagdes politicas da direita e do centro brasileiras, destina-
das a reverter o legado modestamente reformista do governo do PT
e, particularmente, dos dois governos de Luiz Inacio Lula da Silva,
ou Lula (2003 -10)"
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No caso do Brasil de 2019-2021, presenciamos, assustados,
uma “nova” proposta para o Pais, colocada como liberal no campo
econdmico, conservadora no tocante aos conceitos de familia, géne-
ros e sexualidades, militarizante, anti-ideoldgica, anti-freireana e auto-
ritdria no campo educacional g, claro, negacionista a anti-cientifica no
enfrentamento a pandemia da Covid-19. Acontece que infelizmente

E improvavel que Bolsonaro seja capaz de resolver os
determinantes socioecondmicos e politicos subjacentes
da desilusao popular generalizada com os politicos e ins-
tituicdes estabelecidas do pais. Sua associagao histérica
do PT com o ‘comunismo’ tem se mostrado temporaria-
mente efetiva, mas ele ndo tem uma estratégia politica de
governanga, nem um meio de reavivar a economia bra-
sileira em meio a crescente estagnagdo em nivel global
(Grigera; Webber, 2019, p. 3, tradugdo nossa).

|ll

Vivenciamos esse "novo Brasil” enquanto a Histéria se cons-
tréi, porém, para todos aqueles que sdo da educagao e que acreditam
em justica social e cognitiva, no respeito das minorias (de géneros,
sexuais, os indigenas, os imigrantes latino-americanos, entre tantas
outras), no reconhecimento de algumas maiorias, como é o caso da
raga negra e parda no Brasil e, ainda, na luta de direito de existén-
cia das comunidades indigenas, da ecologia e de Gaia, o Brasil de
2019-2022 se deu mal, muito mal. No brilhante resumo de Fonseca,
Silva e Silva-Reis (2020)

Hoje, no Brasil, ocorre um recrudescimento do autori-
tarismo por parte do governo Bolsonaro, com politicas
discriminatérias explicitas de género, raga e classe. Mais
um golpe estd em curso no pais, cujo poder executivo se
encontra marcado pela presenga massiva de militares. Ha
noticias didrias de violéncia policial, genocidio da popula-
¢do negra, genocidio dos povos indigenas e quilombolas,
violéncia contra as mulheres, além das violéncias contra
o meio ambiente. Tendo o atual governo adotado uma
politica negacionista em relagdo a pandemia de Covid-19,
ele se exime de tomar medidas para proteger a popula-
¢do, combater desigualdades, garantir acesso a salde,
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combater o aumento dos indices de violéncia (étnica,
doméstica, policial..). Promove, assim, uma verdadeira
politica da morte em que diversos corpos e sujeitos se
encontram ameagados: mulheres, negros, pobres, indi-
genas, quilombolas, idosos, criangas estariam todos
relegados a serem meras estatisticas (Fonseca; Silva;
Silva-Reis, 2020, p. 222).

Mas voltemos as imagens: Como podem ter sido tao decisi-
vas? Como e por que foram espalhadas? Tais imagens representam/
representaram a realidade? Manipularam uma parte da populagdo?
Enviesaram seus olhares? Direcionaram suas ideias e pensamentos?
Convenceram? De qué? Embora ndo tenhamos respostas absolutas
para todas essas questdes, acreditamos que esta obra busca respon-
dé-las. Sob perspectiva sobremaneira transdisciplinar (pelo menos
gueremos crer que as outras areas do conhecimento também nos
leiam e nos visitem), os capitulos desta obra problematizam as ima-
gens contemporaneas, tais como fotografias, pinturas, artes de rua,
arte contemporanea, filmes, programas de televisdo, documentdrios,
memes e fake news circulados nas midias de massa e nas redes
sociais, por meio de um passeio pela educagao linguistica, formagao
docente em linguas estrangeiras/lingua inglesa, estudos culturais,
filosofias, filosofias da linguagem péds-estruturalistas, histdria, artes
visuais, estudos de cinema e fotografia e, claro, letramentos visuais.
Esta proposta dialoga com a da Sociologia da Imagem de Cusicanqui
(2015), para quem “la sociologia de la imagen considera a todas las
practicas de representacion como su foco de atencidn; se dirige a la
totalidad del mundo visual" (Cusicanqui, 2015, p. 21), qual seja, con-
sidera “la publicidad, la fotografia de prensa, el archivo de imagenes,
el arte pictdrico, el dibujo y el textil, amén de otras representaciones
mas colectivas como la estrutura del espacio urbano y las huellas
histdricas que se hacen visibles en él” (Cusicanqui, 2015, p. 22).

Em seu conjunto, estes autores advogam a favor de uma virada
visual (Visual Turn, que foi tema da obra "Do grafite ao cinema, letra-
mentos visuais e educacao linguistica dao as maos” - Ferraz e Mizan)
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nos estudos sobre linguagem (visual), letramentos (visuais) e for-
macao docente (que necessita incluir o visual). Nesse sentido, esta
Virada Visual clama por Letramentos Visuais que problematizem as
imagens em multiplos prismas:

. As imagens ndo sdo representagdes miméticas da rea-
lidade (Ferraz, 2014), qual seja, elas ndo somente repre-
sentam realidades (podem representar), mas mormente
constroem realidades;

. As imagens sdo micropoliticas processuais que tém o poten-
cial de construir “"novos modos de subjetividade” (Guattari;
Rolnik, 1996, p. 30) e podem fomentar uma pedagogia de letra-
mento visual e suas micropoliticas (Mizan; Ferraz, 2021, p. 2);

. Asseverar que as imagens valem mais do que mil palavras
como se elas representassem uma realidade exclusiva ou a
parte do mundo fisico (Cotrim Silva, 2017, p.40) significa advo-
gar verdades Unicas, sélidas e transparentes que prescindem
de qualquer construgao de significados por parte do intér-
prete, em um determinado contexto sécio-histérico;

. As imagens constroem a realidade social e sdo dominios da
vida publica (Ferraz, 2014);

. As imagens, na virada visual, sdo um campo de estudo inter-
disciplinar (Mizan, 2011) e multicultural que permite a ané-
lise das maneiras que imagens se referem a realidade;

. As imagens podem colaborar com uma virada epistémica
nas nogoes de "crise” (Mizan; Ferraz, 2021, p. 2);

. As imagens na cultura visual podem contribuir para uma
sociologia das auséncias (Sousa Santos, 2002) descen-
tralizando o olhar e tornando visiveis corpos, narrativas e
linguagens que a modernidade colocou do lado de |4 das
suas linhas abissais (Ferraz; Mizan, 2019);
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As fotografias, por exemplo, como instrumento de documen-
tacao social (MIZAN, 2013) expressam o cumprimento de
um interesse cientifico da parte do fotégrafo e do observador
das fotografias, mas também um reforco de um consumismo
estético a que todos agora somos viciados;

As noticias televisivas (Mizan, 2015) devem fazer parte do
curriculo escolar em tempos de fake news e de desinfor-
magdo pelos grupos de WhatsApp. A andlise das narra-
tivas do noticidrio pode conscientizar os alunos sobre as
maneiras que o visual é usado pela sociedade para justifi-
car as suas ideologias;

O cinema, por exemplo, sendo uma intervengédo sécioe-
pistemoldgica, geralmente em cumplicidade com a ordem
capitalista, carece de ser estudado na sala de aula e pode
desvelar estruturas de poder, bem como a violéncia da
representacdo de grupos nado-hegemdnicos, apontando
para tentativas de re-partilhas de sentido menos desiguais
(Cotrim Silva, 2017, 2019);

O cinema pode ainda, por meio dos letramentos visuais, pro-
mover uma “expansao interpretativa pelo sujeito ao mesmo
tempo em que coloca tais interpretagdes em conflito produ-
tivo/dissenso; pode colaborar enormemente com a fungéo
subjetificadora da educagao” (Ferraz, 2019, p. 34);

Cara leitora, ao encerrarmos esta apresentacdo da obra

Letramentos Visuais / Visual Literacies, decidimos ndo apresentar
cada um dos capitulos como se faz tradicionalmente. Deixamos a sur-
presa da leitura para a responsabilidade de cada titulo. Desejamos, ao
invés, encerrar com algumas palavras sobre este projeto académico,
mas também de vida. Os trés autores desta obra vém pesquisando
sobre as imagens e letramentos visuais hd pelo menos duas déca-
das. Nossos mestrados e doutorados tocaram os estudos sobre a
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imagem, em perspectivas multifacetadas. Além disso, temos incluido
(massivamente) as imagens e a discussao sobre a importancia dos
letramentos visuais em nossos cursos de formagdo em Letras na gra-
duacéo, nos cursos de pds-graduagao e palestras Brasil afora. Dentro
do j& conhecido Projeto Nacional de Letramentos (USP, 2009-2015,
2016-2020, 2021-2025), formamos um Ndcleo de Pesquisas em torno
dos estudos das imagens e letramentos visuais. Temos orientado
pesquisas de Iniciacdo Cientifica, TCC/TGI, Mestrado e Doutorado
em que os letramentos visuais sdo o foco ou adentram tais pesquisas.
Por fim, temos publicado extensivamente sobre estudos imagéticos
e letramentos visuais e este foi 0 "pulo do gato' Em nossas conversas
nos perguntamos: Por que nao juntarmos tudo o que publicamos e
montarmos uma obra Unica sobre Letramentos Visuais? Por que ndo
concentrar em um Unico espacgo (textual-imagético) algo que esté
espalhado pelos espagos-tempos, cada vez mais virtuais/digitais? O
“por que nao" se tornou um projeto em que o primeiro volume “Do
grafite ao cinema, letramentos visuais e educacgéo linguistica dao as
maos” compilou textos de pds-graduandos de estudos de lingua-
gem e o segundo se tornou esta obra que vocé |é neste momento.
Como as nossas publicagdes foram realizadas em lingua inglesa e
lingua portuguesa, este volume foi pensado de forma a incentivar o
bilinguismo/translinguismo, buscando atender monolingues de cada
uma das duas linguas, mas também bilingues (no sentido de bilin-
gualidade de (Salgado; Dias, 2010) que passeiam pelas duas linguas.
Assim, selecionamos artigos publicados por nés, individualmente,
em parcerias entre estes autores e em parcerias destes autores com
outros autores/pesquisadores para a compilagédo do livro (excluimos
dessa selegdo capitulos de livros). Também incluimos, quando apro-
priado, partes de nossas dissertagoes e teses. Em cada titulo, hd uma
nota explicativa referenciando a publicagao original.

A obra estd dividida em 3 partes. A Parte 1- O que sao letra-
mentos visuais / What are visual literacies? é composta por qua-
tro capitulos que apresentam perspectivas sobre o que entendemos
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por letramentos visuais. A Parte 2 - Questoes filoséficas em torno
da imagem / Philosophical inquiry in relation to images é com-
posta por trés capitulos que problematizam as imagens por meio
das filosofias e filésofos pds-estruturalistas da linguagem (por ex.,
Bakhtin, Foucault, Derrida, entre outros), bem como filésofos e soci-
6logos como por exemplo Sousa Santos, de Souza, Mignolo, Lyotard
e Latour. Por fim, a Parte 3 - Investigagdes em torno da fotografia,
televisdo e cinema / Investigating photography, television, and
cinema encerra o livro "com chave de ouro” ao apresentar nove capi-
tulos sobre letramentos visuais entrecruzados com estudos/usos de
fotografia, televisdo e midias de massa e cinema. E antes de desejar-
mos boa leitura, intentamos, com esta obra, o que Cusicanqui chama
de descolonizagdo do olhar:

La descolonizacién de la mirada consistiria en liberar la
visualizacidon de las ataduras del lenguaje, y en reactualizar
la memoria de la experiencia como un todo indisoluble, en
el que se funden los sentidos corporales y mentales. Seria
entonces una suerte de memoria del hacer, que como
diria Heidegger, es ante todo un habitar. La integralidad
de la experiencia del habitar seria una de las (ambiciosas)
metas de la visualizacién (Cusicanqui, 2015, p. 23).

Boas leituras!

Daniel, Andréa e Souzana
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INTRODUCTION

American elections 2016: Trump elected. Brazilian elections
2018: Bolsonaro elected. Regardless of each political position, in this
case, party-political, since there are many ways to understand politics
(for example, for Ranciere, for whom politics can be understood
as police and / or distribution of sensible, or for Monte Mér who
defends that politics has to do with the polis, that is, the city, living
in a community), it must be admitted that the images were decisive
in both of the aforementioned electoral contexts: photographs with
captions, without captions, short and long videos, memes, fake news
accompanied by images, visual fake news, in short, all together
collaborated enormously with the spread of news, demonization of
the Other, and promises of a better Brazil or USA. It is believed that
whoever convinced and spread their ideals and ideologies the most
on the networks (even if one side believes that there is no ideology),
won. According to Peters et al (2018, p. vii), “The ‘creation’ of opinion
and dissent is not only more speedy than ever it has been. What
starts off inside social media may also be taken up by interests other
than the distraught potential voter.” The authors also call attention to
the fact that the building up of opinion and dissent can be “amplified
by lobbies and the popular press, which occupies an intermediate
position between political parties and public opinion” (Peters et al,
2018, p. vii,). Thus, according to Grigera and Webber (2019, p. 2), “The
victory of Bolsonaro brings to a close a series of political manoeuvres
and manipulations by the Brazilian right and centre, designed to
reverse the modestly reformist legacy of the PT government, and
particularly the two administrations of Luiz Inacio Lula da Silva, or
Lula (2003-10).
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In the case of Brazil from 2019-2022, we are witnessing a
"new" proposal for the country, placed as liberal in the economic
field, conservative with regard to the concepts of family, genders and
sexualities, militarizing, anti-ideological, anti-Freire and authoritarian
in the educational field and, of course, denialist and anti-scientific in
tackling the Covid-19 pandemic. It turns out that unfortunately

Bolsonaro is unlikely to be able to resolve the underlying
socio-economic and political determinants of widespread
popular disillusionment with the country’s politicians
and established institutions. His hysterical association of
the PT with ‘communism’ has proved to be temporarily
effective, but he has neither a political strategy for
governance, nor a means of reviving the Brazilian
economy in the midst of worsening stagnation at the
global level (Grigera; Webber, 2019, p. 3).

|II

We experienced this “new Brazil” while History was forged.
However, for all those who are educators and who believe in social
and cognitive justice, in the respect of minorities (of genders, sexual,
indigenous, Latin American immigrants, among so many others), in
the recognition of some majorities as is the case of the black and
brown race in Brazil and, still, believe in the struggle for the right of
existence of indigenous communities, of ecology and of Gaia, Brazil of
2019-2022 did badly, very badly. In the brilliant summary by Fonseca,
Silva e Silva-Reis (2020)

Today, in Brazil, there is a resurgence of authoritarianism
on the part of the Bolsonaro's government, with explicit
discriminatory policies of gender, race and class. Another
coup is underway in the country, whose executive power
is marked by the massive presence of military personnel.
There is daily news of police violence, genocide of the
black population, genocide of indigenous and quilombola
peoples, violence against women, in addition to violence
against the environment. Since the current government
has adopted a denialist policy in relation to the Covid-
19 pandemic, it refrains from taking measures to protect
the population, combat inequalities, guarantee access
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to health, and combat the increase in violence (ethnic,
domestic, police..). Thus, it promotes a true death policy
in which several bodies and subjects are threatened:
women, blacks, the poor, indigenous people, quilombolas,
the elderly, children are all relegated to being mere
statistics (Fonseca; Silva; Silva-Reis, 2020, p. 222).

Now, let's go back to the images: How could they have been
so decisive? How and why were they spread? Do such images
represent reality? Did they manipulate part of the population? Did
they create biases for the gaze? Did they direct their ideas and
thoughts? Convinced them? About what? Although we do not have
absolute answers to all of these questions, we believe that this work
seeks to answer them. From a highly transdisciplinary perspective
(at least we want to believe that other areas of knowledge also read
and visit us), the chapters of this work deal with and problematize
contemporary images, such as photographs, paintings, street arts,
contemporary art, films, television programs, documentaries, memes
and fake news that circulated on social networks, through a tour
of language education, teacher education in foreign languages /
English language, cultural studies, philosophies, post-structuralist
language philosophies, history, visual arts, cinema and photography
studies and, of course, visual literacies. This proposal dialogues
with the Sociology of Image by Cusicanqui (2015), for whom “The
sociology of the image considers all representation practices as
its focus; addresses the entire visual world” (Cusicanqui, 2015, p.
21); it considers "advertising, press photography, image archive,
pictorial art, drawing and textiles, in addition to other more collective
representations such as the structure of the urban space and the
historical traces that become visible in it" (Cusicanqui, 2015, p. 22).

Taken together, these authors advocate for a turning point in
the study of the visual (Visual Turn, which was one of the themes in
the volume "Do grafite ao cinema, letramentos visuais e educagéo
linguistica ddo as maos”). In this sense, this Visual Turn calls for
Visual Literacies that problematize images in multiple prisms:
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Images are not mimetic representations of reality (Ferraz,
2014), that is to say, they do not represent realities (which
they can do), but they mostly construct realities;

Images are procedural micropolitics that have the potential
to build “new modes of subjectivity” (Guattari; Rolnik, 1996,
p. 30) and can foster a pedagogy of visual literacy and its
micropolitics (Mizan; Ferraz, 2021, p. 2);

Asserting that images are worth a thousand words as if
they represented an exclusive reality or apart from the
physical world (Cotrim Silva, 2017, p.40), means advocating
unique, solid and transparent truths that do not require any
process of meaning making by the interpreter, in a given
socio-historical context;

Images constructs social reality and are part of civic
life (Ferraz, 2014);

Images, in the visual turn, are an interdisciplinary (Mizan,
2011) and multicultural field of study that allows the analysis
of the ways that images refer to reality;

Images can contribute to an epistemic turn in relation to the
notions of crisis (Mizan; Ferraz, 2021, p. 2);

Images in visual culture can contribute to a sociology
of absences (Sousa Santos, 2002) by decentralizing the
gaze and making visible bodies, narratives and langua-
ges that modernity has placed beyond its abyssal lines
(Ferraz; Mizan, 2019);

Photographs, for example, can be seen as an instrument of
social documentation (Mizan, 2013) that express the fulfill-
ment of a scientificinterest on the part of the photographerand
the observer of the photographs, but also a reinforcement of
an aesthetic consumerism to which we are all now addicted;
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. TV news should be part of the school curriculum (Mizan,
2015) in times of fake news and disinformation by WhatsApp
groups. The analysis of the news narratives can make stu-
dents aware of the ways that the visual mode of meaning
making is used by the media to justify its own ideologies;

. Cinema can be seen as a socio-epistemological inter-
vention, usually in complicity with the capitalist order, and
needs to be studied in the classroom for it can reveal structu-
res of power, as well as the violence of the representation of
non-hegemonic groups, pointing to attempts of less unequal
shares of the sensitive (Cotrim Silva, 2017, 2019);

. Through visual literacies, cinema can promote “an interpre-
tative expansion by the individual at the same time is places
these interpretations under a productive conflict/dissent;
it can also collaborate to the subjective function of educa-
tion" (Ferraz, 2019, p. 34).

Dear reader, at the end of the presentation of this body of
work on Visual Literacies / Letramentos Visuais, we decided not to
present each one of the chapters as we traditionally do. We leave it to
each title the responsibility of surprising the reader. We wish, instead,
to end with a few words about this academic project, which is also
about life. The three authors of this work have researched images
and visual literacies for at least two decades. Our master’s and
doctoral degrees have touched on studies of image, in multifaceted
perspectives. In addition, we have (massively) included the images
and the discussion about the importance of visual literacies in
our Language Education courses at the undergraduate courses,
in graduate courses and lectures throughout Brazil. Within the
already well-known National Literacy Project (USP, 2009-2015, 2016-
2020, 2021-2025), we formed a Research Group on the studies of
images and visual literacies. We have been conducting research in
undergrad contexts, with our master's and PhD students, in which
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visual literacies are the focus or set foot into such research. Finally,
we have extensively published on image studies and visual literacies
and this was the “breakthrough” of this book. In our conversations we
asked ourselves: Why don't we join everything we've published and
put together a unique work on Visual Literacies?

Why not concentrate in a single space (textual-imagetic)
something that is spread over space-times, which are increasingly
virtual / digital? The "why not” has become a project, in which the
first volume was already published. As we have published in English
and Portuguese, this volume was designed to encourage bilingualism
/ translingualism, seeking to serve monolinguals of each of the
two languages, but also bilinguals (in the sense of bilinguality of
Salgado and Dias, 2010) who wander around both languages. Thus,
we selected articles published by us, individually, in partnerships
between these authors and in partnerships between these authors
and other authors / researchers for the compilation of the book (we
excluded book chapters from this selection). We also included, where
appropriate, parts of our dissertations and theses. In each title, there
is an explanatory note referencing the original publication.

The work is divided into 3 parts. Part 1 - What are visual
literacies / O que sdo letramentos visuais? is made up of four
chapters that present perspectives on what we mean by visual
literacies. Part 2 - Philosophical inquiry in relation to images
/ Questoes filoséficas em torno da imagem consists of three
chapters that problematize images through the post-structuralist
philosophies and philosophers of language (e.g., Bakhtin, Foucault,
Derrida, among others), as well as philosophers and sociologists
such as Sousa Santos, de Souza, Mignolo, Lyotard and Latour.
Finally, Part 3 - Investigating photography, television, and cinema
/ Investigagdes em torno da fotografia, televisdo e cinema ends
"with a flourish” by presenting nine chapters on visual literacies
intertwined with studies and uses of photography, television and
mass media and cinema. And before wishing you a good reading,
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we intend, with this work, to achieve what Cusicanqui calls the
decolonization of the gaze:

The decolonization of the gaze would consist in freeing
the visualization from the ties of language, and in updating
the memory of the experience as an indissoluble whole,
in which the bodily and mental senses merge. It would
then be a kind of memory of doing, which, as Heidegger
would say, is above all a living experience. The integrality
of the experience of inhabiting (the living experience)
would be one of the (ambitious) goals of visualization
(Cusicanqui, 2015, p. 23).

Good readings!

Daniel, Andréa and Souzana
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WHAT ARE
VISUAL
LITERACIES?






THE FIELD OF VISUAL STUDIES'

The visual, as a topic for research in the academic world, calls
for a distinction between the traditional fine arts and the media. This
division "between older art (assigned, by default and preference,
to Art History) and new images and media (appropriated by Film
Studies and other new departments) is one of the main political
reasons why there is ongoing friction between art history and visual
studies” (Elkins, 2003, p. 9).

According to Elkins (2003) visual studies have three different
genealogies as they developed from different sources in the different
contexts they were established: “In the United States, visual studies
departments have grown out of art history departments; in England
and southeast Asia, visual studies is more closely allied to cultural
studies; and on the Continent, visual studies is allied to semiotics and
communication theory” (Elkins, 2003, p. 10).

Sontag (1977) has attempted to express the nature of each
one of these areas: “The traditional fine arts rely on the distinction
between authentic and fake, between original and copy, between
good taste and bad taste; the media blur, if they do not abolish
outright, these distinctions” (p. 149). This blurring of distinctions has
driven many theorists to accuse visual studies on different grounds:
“In Arjun Appadurai's wonderful formula, critics of cultural studies
mistrust ‘its 'theory’ (too French), its topics (too popular), its style
(too glitzy), its jargon (too hybrid), its politics (too postcolonial), its
constituency (too multicultural)” (Elkins, 2003, p. 23).

Mitchell proposes to see visual studies as being about
"everyday seeing" (Elkins, 2003, p. 28-29), a field usually left out by
the disciplines that address visuality. The classical discipline of Art
History and the more modern ones like Media Studies are unable
to cover the interests of Visual Studies that tend to focus on the
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immediacy of visual experiences. Visual Studies should be conceived
as an interdisciplinary field because the seeing of everyday life is
interdisciplinary since it brings into play theories and approaches
from the most different and diverse fields such as literature, social
sciences, history of art, anthropology, film and media studies.

Visual culture should be seen as stemming from a
contemporary culture that mixes the elite and the popular, the fine
and the kitsch. The boundaries between these different forms of art
expression have traditionally been very well patrolled. However, we
are aware that nowadays both high and low art are “impure, mutually
dependent, or susceptible to commodification” (Elkins, 2003, p. 50).
The distinction has become blurry because commercial culture has
come to characterize both high and low art. Moreover, our societies
have become consumerism societies and art has turned into a
commodity to be possessed in the most routine, casual and everyday
environments the human beings find themselves.

In many different ways, visual culture is a discipline that is
constituted by the economic, social and cultural changes in our
society and is considered by some as a continuation of the History
of Art. Theorists, such as Elkins (2003), believe that Art History and
Visual Culture are independent discourses that approach visuality in
different ways (p. 57). Still others, such as Mitchell (2005), propose
a revival of the interdisciplinary study of images across the media,
usually referred to as iconology and call for the end of the value system
that bestows high value to art and a lower one to images (p. 96).

Undeniably, although visual culture draws on approaches
from different fields, it desires to create its own field of study, where
it can break away from notions of high and low culture and from
the principle of ‘'mimesis’ so common in the History of Art. Moreover,
visual culture does not just want to be seen as a supplement to the
traditional disciplines of aesthetics or the newer media studies but
craves to establish and articulate its own field of research.
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It is worth pointing out that the links visual studies have to
poststructuralism and postcolonial studies make it acquire a multi-
cultural profile. And it is multicultural in the following ways: in the
materials it chooses to study (including non-Western), in the theories
it applies (including non-Western) and in its interpretative methods
which accept hybridity and complexity.

Each one of the disciplines that deal with visuality describes
different forms of visual experience and uses different forms of visual
literacy. Visual literacy, in the context of visual culture, should enable
us to analyze the way images refer to the world. Mitchell (2005) cites
Heidegger in order to emphasize the importance of studying images.
Heidegger proposed that in the modern age the world has become
a picture which means a representable object. The wide variety of
interpretation, production and dissemination of images has turned
our world into a picture made up of material and symbolic elements.
In this way, every picture is both concrete and abstract, both a frag-
ment and a symbol of the totality.

Finally, visual culture is interested in the processes we use
when looking at something. The seer tends to rationalize the visual
stimulus and is inclined to construct a discourse about it, turning
the visual representation into a verbal representation. This verbal
representation reveals in words the social aspects of the visual field.
Mitchell (2005) deems that visual culture should “make the relatio-
nality of image and beholder the field of investigation” (p. 50) since
images are part of our mental world.

SOME ASPECTS OF IMAGE MAKING
AND ITS MOST REALISTIC EXPRESSION

It is a characteristic of modern society to produce and consume
images that have become representations of fragments of reality.
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One of the most “realistic” instruments of representing reality is
thought to be the Art of Photography since it uses a machine to
produce the image. Thus, photographs are usually conceived as less
bound to interpretation than handmade visual objects, like paintings
or drawings. Viewers usually attach to photographs the characteristic
of transparency which means that photographs are understood as
realistic, apparently neutral, truth-telling and objective.

In many ways, photography has become a supplement for
reality and in some fashion more important and powerful than the
original itself. Instead of photography reporting reality, it has become
reality itself. Photographs, the “imitations of life" seem to acquire
"lives of their own" (Mitchell, 2005, p. 2). But at the same time, in
spite of offering a view of the real, photographs make us sense the
inaccessibility of the real since photographs make reality and time
come to a halt and represent the passing moment as something
concrete. A photograph both mortifies and resurrects its referent
(Mitchell, 2005, p. 53) or as Sontag (1977) puts it:

Photography does not simply reproduce the real, it
recycles it - a key procedure of a modern society. In the
form of photographic images, things and events are put
to new uses, assigned new meanings, which go beyond
the distinction between the beautiful and the ugly, the
true and the false, the useful and the useless, good taste
and bad (p. 174).

Mitchell(2005)claimsthatpeoplehavea“doubleconsciousness”
towards images and representations in general (p. 7). Viewers believe
that representations are at the same time real and false so they tend
to trust them while rejecting them as false. This double consciousness
"is a deep and abiding feature of human responses to representation”
(Mitchell, 2005, p. 8). Thus, Mitchell (2005) perceives images as
“condensed world pictures, synecdoches of social totalities” (p. 196) that
make and unmake "the various worlds in which they circulate” (p. 196).
Photographs are pieces of reality that package the world and, at the
same time, are packaged inside the book or magazine that frames them.
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Images are potentially a collection of the world and turn the world
into a spectacle.

The context where photographs appear is of paramount
importance since different contexts attach different meanings to
photographs. Images have a life of their own and they live in the media
where they are presented. Thus, the context images are exhibited
is the "habitat or ecosystem” where images become alive. Social
media, new media, magazines, newspapers, galleries or any other
site of demonstration are the media which are constituted by senders
and receivers of images, but, at the same time they constitute them
as well. The relationality can be pinned down in the “play” that is
created between the intentions of the image makers and the critical
interpretations of the viewers.

Images, as it has been said before, work both semiotically
and symbolically, are both signs and symbols and influence people
intellectually, socially, emotionally and behaviorally. However, analysis
only of the signs of images does not reveal what they desire. Thus,
the crossing from the intellectual to the emotional, is a transfer from
the question of power to the one of desire. The process of awakening
desire works on the principle of lack that images create. The presence
of the image provokes a craving because of the lack of the referent.
However, “the photographic image is the object itself..It shares, by
virtue of the very process of its becoming, the being of the model of
which it is a reproduction; it is the model” (Mitchell, 2005, p. 54).

Nowadays, this desire that pictures arouse and the emotional
effects they have on people can plainly be seen in advertisements
that create desire and emotional dependence to the products they
want the viewers to consume. This turn leads to the “feminization of
the picture, which is treated as something that must awaken desire
in the beholder while not disclosing any signs of desire or even
awareness that it is being beheld, as if the beholder were a voyeur
at a keyhole” (Mitchell, 2005, p. 44). Revealing the desire that the
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silence of images emanates has the effect also of revealing human
thoughts transformed into speech.

Besides the distinctive qualities of images already exposed,
image-making possesses the characteristic of being political since it
canraise heated up debates, but at the end of the day, when arguments
simmer down and discussions end, nothing really changes, there
are no immediate adjustments to our visual and political culture. On
the other hand, the verbal involvement with the pictures may have
brought about a more conscious involvement with our social realities.
Mitchell (2005) proposes perceiving “the visual image as instrument
and agency: the image as a tool for manipulation on the one hand,
and as an apparently autonomous source of its own purposes and
meanings on the other” (p. 351).

The claim of truth attached to photography energizes the
relation between power and knowledge. Knowledge that is accepted
as true by our society turns to be powerful. It has been thought that
"power is everywhere, since discourse is everywhere” (Rose, 2007, p.
139). However, if we take this assumption further, we can claim that
power is everywhere because discourse and images are everywhere.
Images are another form of disseminating the ideology of the powerful.

Images form a social collective that has a parallel existence to
the human, spatial and object world they have as referents. However,
their function is not parasitical to the world they represent but a kind of
second nature to them: “They are, in philosopher Nelson Goodman's
words, ‘ways of worldmaking' that produce new arrangements and
perceptions of the world” (Mitchell, 2005, p. 93). Although images are
made things, they acquire a life of their own that recreates the social
formations that they set out to represent.

It is important to state that we are attentive to the social life
of images and not in the ways they privately affect people. Images
have a social life because they are born in a certain period in a
certain place, travel from one culture to the other and depending on
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their kind they have a short or long life span. Their mobility (Rose,
2007, p. 223) makes photographs travel through time and space and
acquire different meanings according to the context where they find
themselves. Globalization, moreover, gives the impression that there
is a free flow of information, capital and other objects in the world.

When images accompany verbal discourse, they are not
something extra that seeks to illustrate the verbal, but they tell a story
of their own, by constructing a narrative through the offering of an
aesthetic experience. In this configuration, the caption of the images
plays, as Roland Barthes has described, an "anchorage” function: "A
caption serves to 'rationalize’ a multidimensional image; it 'loads’ the
image, burdening it with culture, a moral, an imagination” (Barthes,
1977, p. 25-26). The text of the caption directs the reader towards
some meanings and away from others, and thus has an inherently
repressive value” (Lutz; Collins, 1993, p. 77). Moreover, the free play of
the image is limited by the meanings each culture gives to the visual
and verbal representation.

Apparently, visual discourse is made up of symbols whose
meaning is found outside the image. However, images cannot be
framed in just a specific way since meaning-making is always plural
and because of this, they subvert the closure of meaning. Thus, visual
discourse emerges as a field of struggle because images can be
framed in various ways.

Moreover, the value and agency the objects represented
obtain also depend on the cultural context of the audience. One of
the theoreticians who focus mostly on the aspect of agency that art
objects and therefore images have is Alfred Gell (1988). He is not
interested in interpreting objects in a symbolic way but in figuring
out how visual objects mediate social reality and have the power to
change the world (Rose, 2007, p. 217). Images have a social life and
the objects they represent, too. Therefore Nicholas Thomas “argued
that it is what is done with an image, rather than its inherent meaning,
that gives its significance” (Rose, 2007, p. 220).
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The second nature images have to the world they represent
turns them into agents of changing values since images are capable
of emitting collective unconscious wishes and desires. They occupy
a third space position between subjective and objective reality and
as representations have the capacity to intervene in the realities they
create and the social conflicts collective desire craves to resolve.
Pinney (2004, p. 8) even coined the term “corpothetics” to refer to
the process of the visual efficacy of an image which “works only in
relation to an embodied observer” (Rose, 2007, p. 220).

In contemporary culture, images raise in viewers the desire
to consume the Other, their way of living, dressing and facing life.
Viewers, though, are not emotionally affected by these images since
their sole desire is to gaze at the representation of other forms of
human existence and not really get involved with it.

THE INTERPRETATION OF IMAGES

Our social lives are saturated by images. Therefore, learning
how to interpret them should become an important means of
understanding social life. Rose (2007) summarizes strategies for the
interpretation of images:

Looking at your sources with fresh eyes; immersing
yourself in your sources; identifying key themes in your
sources; examining their effects of truth; paying attention
to their complexity and contradictions; looking for the
invisible as well as the visible; paying attention to details
(Rose, 2007, p. 166).

Material aspects of the image lead its viewers to describe it
and interpret it in certain ways and not others. Its “compositionality”
(Rose, 2007, p. 20), the way the elements of the picture are
arranged, is thought to play a great role in the effects the image has.
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Other material elements of images that influence the way they
are seen are the size, color and texture of the image. Rose (2007)
suggests also studying the “internal layout” (p. 181) and the “spatial
organization" (p. 185) of any object in display. The place where any
object is shown and the relations it creates with the other objects also
displayed can help us decipher the strategies any institution uses to
produce a spectacle. Van Leeuwen (2005) calls any kind of display
"framing” (p. 7). Elements that are put together, grouped together for
the purpose of display are connected and seen as belonging together
as complementary, continuous or contrasting. It is interesting to
explore the effects of the visual materials the magazine uses and of
the representations it makes.

Rose (2007) proposes an approach which she calls “a critical
visual methodology":

By ‘critical’ | mean an approach that thinks about the
visual in terms of the cultural significance, social practices
and power relations in which it is embedded; and that
means thinking about the power relations that produce,
are articulated through and can be challenged by, ways of
seeing and imaging (p. xv).

Any institution that visually represents social communities
simultaneously creates an interpretation of the world through
images and produces our world while describing it. This way,
dominant cultures manage the social sphere. Exhibiting the way of
life of different social groups and the spaces they inhabit means also
categorizing these peoples and spaces and seeing some as less
civilized and cultured or more natural and exotic.

Images construct specific views of the social reality as natural
or true through specific regimes of truth. If images are not individually
but socially produced, we are interested in the strategies visuality
uses to persuade its public that the social differences constructed
in images are truthful and the method of categorization natural.
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Identifying key themes (Rose, 2007 p. 151) and recurring visual
categories can facilitate our examination of the codes used to classify
identities and places and the truth value these images acquire or its
effects of truth (Rose, 2007, p. 161).

Accepting or resisting the codes articulated in images has
an impact on social change. Supporting the codes shows a support
for the existing social order. Gramsci termed "“this sort of power,
maintained by culturally constituted norms... hegemony” and “argued
that there would be resistance to hegemony, resistance that he called
counter-hegemony” (Rose, 2007, p. 200).

If researchers of Visual Studies are interested in the relation
between ideology, knowledge and power, they should be aware that
the “real meaning” they attach to photographs is also a construction
of their own cultural, historical and social background. Justifying our
interpretations appears to be of paramount importance since our
justification will reveal the social codes that make us read the image
the way we do. The codes used to talk about our social reality are
impregnated with our culture. Seeing has been equated with knowing
as can be proved by the plethora of images that appear everywhere
there is knowledge construction, even in the scientific world.

The kind of visuality that presents itself as universal, in fact,
produces visual hierarchies of gender, race and class and is the
product of the dominating ideology of capitalism and colonialism and
reflects their interests and their will to maintain the status quo.

We believe that while there are certain aspects of images that
are universal, there will always be particular groups of seers that will
look at images in particular ways. These ways of seeing speak of
the relation that is created between the spectator and the image.
The social context, where the act of seeing takes place, mediates the
relation by recreating in the spectator’s imaginary all the relations
this image has to other images, written texts or modes of thinking.
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In short, the relation one sign has to other signs and the meanings it
acquires because of its relations. Every image makes its seer occupy
a position in relation to it. Rose (2007) makes a stimulating proposal
concerning the understanding of how images work:

An image may have its own visual effects (so it is important
to look very carefully at images); these effects, through
the ways of seeing mobilized by the image, are crucial
in the production and reproduction of visions of social
difference; but these effects always intersect with the
social context of viewing and with the visualities spectators
bring to their viewing (Rose, 2007, p. 12).

If we study the relation that is created between the viewer
and the visual object, we might be able to detect the concepts that
emerge in the viewers' eyes when s/he contemplates the image.
Deciphering the way we look at images is of utmost importance
since it will give us a glimpse at the ideology that saturates our own
locus of enunciation.

Reflecting on our own discourse when describing and
interpreting images exemplifies our perception of any knowledge as
situated and partial. Presenting our position and interpretation not as
universal, but as local will also show how our research is the result
of who we are, our social position and our cultural formation. Any
knowledge produced is the result of the relation the researcher builds
with his/her subject. Moreover, if we, human beings, are always in
the process of constructing our identity, it is important to figure out
how our engagement with images (among other meaning-making
structures) constantly transforms us.

Viewers understand and narrate pictures according to their
knowledge and ideology. Image critics or laypersons have to narrate the
image and thus, they abstract the world they observe by using words
and turning the image into a mental object. Still, they are confronted
with the problem of the thinning of language against the density of
the visual experience. Mitchell (2005) defines every living image as a
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"metapicture” because it is reflexive not only of visual but also of verbal
tropes and mixes vision with speech and thought. So, every image
ends up being "a secondary, reflexive image of images” (p. 10).

Barthes (1973; 1977) talked about denotation and connotation
in relation to images:

Barthes...established that the term connotation can also be
applied to semiotic modes other than language. Images,
too, have two layers of meaning - the layer of denotation,
that is the layer of ‘'what, or who, is represented here?' and
the layer of connotation, that is the layer of ‘what ideas
and values are expressed through what is represented,
and through the way in which it is represented?.. He sees
these concepts not as individual, subjective associations
with the referent but as culturally shared meanings,
‘culturally accepted inducers of ideas™ (Barthes, 1977: p.
23 apudVan Leeuwen, 2005, p. 37).

One of the greatest contributions of Mitchell (2005) is his
transformation of the relation between observer-image from a subject-
object one to a subject-subject. Although images are grasped in the
paradox of being both dead and alive, Mitchell (2005) tends to exhort
their vitality since "the question to ask of pictures from the standpoint
of a poetics is not just what they mean or do but what they want-what
claim they make upon us, and how we are to respond” (p. xv).

Images are living and vital things that stare back at the seers
and want things from them. They ask people to believe in the truth
of the statements they make and acquire the ideology that is implied
through the construction of the image. It is not just people that consume
images but they are also consumed by them. Mitchell (2005) draws on
Marx and Freud to affirm that "a modern science of the social and the
psychological had to deal with the issue of fetishism and animism, the
subjectivity of objects, the personhood of things” (p. 30).

When we attribute to pictures the power to act, we establish a
relationship of exchange between the seer and the seen that generates
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the question of value. When the western world started publishing
images of unknown or “primitive” cultures, these photographs acquired
great value because the West was supposed to bring civilization and
development to these peoples. It is thus undeniable that certain
images in certain historical periods acquire value due to favorable to
them evaluative criteria which vary over time.

ANTHROPOLOGICAL IMAGES
AS THE "FOUND OBJECT"

The various institutions that publish images are somehow
interested in exhibiting: the “found object" As Mitchell (2005) puts it:

Everyone knows that there are two criteria for a found
object: (1) it must be ordinary, unimportant, neglected,
and (until its finding) overlooked; it cannot be beautiful,
sublime, wonderful, astonishing, or remarkable in any
obvious way, or it would have already been singled out,
and therefore would not be a good candidate for “finding”;
and (2) its finding must be accidental, not deliberate or
planned (Mitchell, 2005, p. 114).

Sometimes, for example, the “found object’, when referring to
human identities, can be a subaltern group never represented before
and, that way, fulfill its readers’ demands for knowledge and aesthetic
appreciation of difference. The humble “found object’ in the case of
subaltern groups, rarely leaves its original place but it is elevated through
its representation and becomes picturesque. Readers are, in principle,
more interested in seeing the representation of subaltern groups than
having real and direct contact and interaction with these groups.

Readers desire to consume certain realities represented
in specific ways and not others they would abhor. This makes any
institution that produces images a mediator between the objects
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to be consumed and the consumers themselves. The processes
through which these local objects circulate in the global world turn
these representations into agents able to transform their consumers’
perception of our world.

When the found object is a “primitive” society, a term already
loaded with judgmental prejudice, the institution that creates the
images needs to evaluate how these “objects” are going to be
appreciated, as art or as just primitive. Mitchell (2005) distinguishes
things from objects and helps us realize the strategies used in order
to transform things into objects:

Objects are the way things appear to a subject-that is, with
a name, an identity, a gestalt or stereotypical template, a
description, a use or function, a history, a science. Things,
on the other hand, are simultaneously nebulous and
obdurate, sensuously concrete and vague...So things play
the role of raw material, an amorphous, shapeless, brute
materiality awaiting organization by a system of objects
(Mitchell, 2005, p. 156).

This organization of a system of objects is called “objectivism”
and it involves the existence of a “sovereign subject” capable of
studying the world and organizing its objects (Mitchell, 2005, p. 157).
However, whenever this objectivism tries to pass itself as objectivity,
the "“sovereign subject” masks his/her own cultural categories
as universal and fails to discern the different forms of subjective
expression and objects in the world.

VISION AS A CULTURAL PHYSICAL
ABILITY AND HYBRIDITY

Vision is not just a natural and universal ability of people, but
it is formed by cultural codes as it is practiced in different societies.
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People learn how to read images and thus vision has a different history
in different cultures. For Mitchell (2005) vision "is deeply involved
with human societies, with the ethics and politics, aesthetics and
epistemology of seeing and being seen” (p. 338). The moment we start
perceiving images not as something transparent and objective but
as symbolic constructions that, like language, mediate ideologically
between us and reality, we become aware of an ethical and political
responsibility of studying the ideology and codes that form our vision.

Mitchell (2005) considers that visual culture is caught in the
dialectical relation between the "social construction of the visual
field” (p. 345). What he means is that our natural ability of vision is
constructed by the social realities and codes of the culture where
vision takes place but at the same time our social field is constructed
by the images with which we are inclined to represent it. According
to Sontag (1977) images produced in a society reflect "the ruling
ideology” (p. 179). Therefore, when there is social change, it is
anticipated and then characterized by a change in images.

Interestingly, the visual has its own grammar that in
collaboration with the verbal constructs the reality represented. It
is fascinating, for example, to observe how the West produces and
consumes images of "Other” people and the relationship they have
to their environment. Thus, these images, which construct a narrative
that, necessarily, focuses on certain issues and leaves aside others,
makes a selection that can be seen as a cultural artifact since the
eye that shoots the picture, the eye that selects the images that are
going to be published and the eye of the readers is not a universal
eye but one that has been taught to look at things in a certain way.
An interesting question that can be raised is whether these visual
representations promote shifts in the readers’ conception of the
world or whether they help maintain the status quo.

It would be quite difficult to think of our world nowadays
without taking into consideration the meanings that are created and
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the information that is conveyed in it visually since “the visual has
been dominant in modern Western culture in a wide variety of ways"
(Jay, 1998, p. 66). Undoubtedly, one cannot but agree with Kress and
van Leeuwen (1996) that one of the reasons the visual is an important
code of meaning making is because “we regard our sense of sight
as more reliable than our sense of hearing” (p. 159). Photographs
are supposed to show the event without producing in the viewer the
benefit of the doubt. They are thought to be exact representations
of what the photographer saw through the camera's lens without
any distortion from the "intention” of the photographer. If we see a
photograph of an event, we assume that we are looking at the mirror
image of the reality that took place and that there is no process of
interpretation going on because photography has the reputation of
being the most realistic of the mimetic arts and of possessing the
characteristic of transparency.

Pictorial representations of places and cultures as “found
objects” that have appeared through the years remind us of what
Bhabha (1990) has argued:

In fact the sign of the ‘cultured’ or the ‘civilised’ attitude
is the ability to appreciate cultures in a kind of musée
imaginaire; as though one should be able to collect and
appreciate them. Western connoisseurship is the capacity
to understand and locate cultures in a universal time-
frame that acknowledges their various historical and
social contexts only eventually to transcend them and
render them transparent (Bhabha, 1990, p. 208).

These visual narratives are always hybrid since these
representations are the result of complex negotiations between
cultural systems that carry with them uncertainties, conflicts and
contradictions. When photographers reach “contact zones" (Pratt,
1992, p. 4), or places where different cultural systems are in touch
with each other, they focus on images that tell a story which is pre-
constructed in their minds through the cultural system, beliefs and
political currents of their time. However, this hybridization works the
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opposite way, too. The pre-constructed narrative gets contaminated
by the realities encountered in the “contact zone" The result of this
negotiation is "a mixture of two social languages within the limits of
a single utterance, an encounter, within the arena of an utterance,
between two different linguistic consciousnesses, separated from
one another by an epoch, by social differentiation or by some other
factor” (Bakhtin, 1981, p. 358).

Expanding on the argument, Bhabha (1990) points out that
every culture passes from a process of “cultural translation” since
it has to create symbols and rituals that homogenize the cultural
practices of the members of this culture. Every culture, through its
symbols and rituals, mimics the image that has invented for itself and
excludes rituals and practices that make evident the heterogeneity
that is characteristic of every culture. What is more, this kind of
representation tends to erase differences and heterogeneities and
homogenize the represented culture and its people. The complex,
plural and shifting identities that are product of the cultural,
social, economic, political and racial processes which take place
simultaneously in every place, tend to be grouped together in a small
number of categories.

Furthermore, Bhabha (1990) empties the concept of “original’,
because he defends that there is no “original” culture, because every
culture is hybrid since each and every one of them is plural. “Pure”
and "hybrid” are categories that completely depend on a point of
view of the person or the institution evaluating the categories. As
Brian Stross (1999) claims: “There are after all no ‘pure’ individuals,
no ‘pure’ cultures, no ‘pure’ genres. All things are of necessity ‘hybrid™
(p. 266). Moreover, he adds, “the cultural hybrid..can be a person who
represents the blending of traits from diverse cultures or traditions, or
even more broadly it can be a culture, or element of culture, derived
from unlike sources; that is, something heterogeneous in origin or
composition” (Stross, 1999, p. 254).
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Another aspect of the hybridity that constitutes this kind of
visual representation is the fact that when the Other is represented,
s/he is always absorbed by the cultural values of the institution
that is representing. For this reason, it is important to recognize
the particularities and specificities of the locus of enunciation, the
values and world-view, in general, that permeate the narratives the
producers of images create. There is an obvious need to research if
these representations perpetuate well-known stereotypes or if they
try to corrode stereotypes by showing the Other in a different light.

In addition to what has been said, the visual -anthropological-
narratives are hybrid because the global contaminates the local and
vice versa. The local acquires a dialectic with global political and
social issues, because, nowadays, in every local you can find the
global. The whole world is influenced, in some way, by the same kind
of global designs. For instance, such things as industrialization and
mass production have reached the tropical rainforest. On the other
hand, the local influences the global narratives of preservation of the
environment that are prevalent nowadays.

Moreover, these anthropological photographers have to go
through processes of cultural translation. Bhabha (2000) explains the term:

Cultural translation is not simply appropriation or
adaptation; it is a process through which cultures are
required to revise their own systems of reference, norms
and values, by departing from the habitual or ‘inbred’
rules of transformation. Ambivalence and antagonism
accompanies any act of cultural translation, because
negotiating with the 'difference of the other’ reveals the
radical insufficiency of sedimented, settled systems of
meaning and signification (BHABHA, 2000, p. 139).

While creating a photographic narrative of people that belong
to Other cultures, photographers pass from the experience of cultural
translation. This means that they start questioning their values and seeing
the insufficiency and incompleteness of their own cultural systems.
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As participantsin cultural systems, photographersidentify with certain
ideas, values and groups of people. However, in the “contact zone” or
"third space” where cultures interact, a negotiation of ideologies and
values takes place that contaminates the visual narratives created by
the photographer and at the same time, the subjects represented get
contaminated by the cultural system of the photographer because
they start seeing themselves through the eyes of the ideologies that
permeate the narrative of the photographer. This way, every culture
signifies and resignifies itself through the circulation of experiences.

In this process the photographers and the institutions they
represent together with the culture and people represented, through
the questioning of their values and culture systems can be transformed
into agency. This agency emerges from the understanding that
cultures and identities are highly heterogeneous and complex and
that power is not absolute, but relational.

Finally, hybrid is also the reception of these visual narratives.
Readers receive these visual representations as a reflection of the
reality of the Other. However, they tend to attach to these narratives,
interpretations that are constituted by their own cultural systems
and values. Readers of images interpret them according to their own
cultural codes that might be very different from the cultural codes
that inform the identities and places represented.

We showed in this chapter that visuality and anthropological
photography are hybrid categories and that our understandings and
interpretations of images depend on our socio-historical and cultural
context. We do not know if the hybridity of this genre brings any social,
political or ideological practical changes or if changes can only be
seen in the theoretical level. However, we want to agree with Bhabha
who affirms that hybridity always destabilizes hegemonic structures.
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AN INTERWEAVING PERSPECTIVE



INTRODUCTION?

This chapter investigates how students have interpreted
images in higher education level, in English language teaching con-
texts, more specifically. We analyze visual literacy practices in two
contexts: a private and public university in Brazil. By analyzing theory
and practice regarding the interpretation of images in English clas-
ses, we discuss visual literacy practices in English teaching contexts.
The Master’s thesis "Investigations on Reading through Cinema in
the University: Critical Literacy in English Teaching" and our classes
at the university level comprise the data analyzed in this chapter,
which discusses students’ interpretations of two modes of visuality:
films and comic strips.

We believe that studies on image interpretation through cri-
tical literacy may open up spaces for discussion where traditional
and critical views of education may intertwine. One of our central
hypotheses is that when images (whereas photographs, films, comic
strips, paintings, written texts about these images or a combination
of them) are brought into English classes, teachers seek to apply
the same work they do when dealing with written texts. This work
often focuses only on the linguistic aspects of the language lear-
ning process. This means that the use of images (treated as written
forms of text) is attached to vocabulary enhancement - for instance
when the teacher asks students to write down the vocabulary from
the film, and syntactic analysis when the teacher asks students to
pay attention to the verbs in the past. In this context, an educational
work is sidestepped in favor of linguistic enhancement. In the light of
Menezes de Souza and Monte Mér (2006), we defend the interwe-
aving of literacies (critical literacy, visual literacy), practices (multi-
modal methodologies), and theories (epistemologies which include
linguistic enhancement as well as socio-cultural/critical thinking)
when dealing with images in the classrooms.

63



ON VISUAL LITERACY

We live in a visual world. Images and
graphics have revolutionized the way
we receive and process information,
both within and beyond the classroom
(...) In contrast to the society in which
they operate, schools continue to be
very text-focused places.

Burns, A Thousand Words: Promoting
Teachers’ Visual Literacy Skills

This epigraph by Burns (2006) asserts what many theorists
such as Kress (2003), VanLeeuwen (2008), and Dussel (2009) have
defended visual studies in education: whereas society has become
more and more visual and multimodal, schools tend to operate
within very text-focused paradigms. By the same token, the studies
of Menezes de Souza and Monte Mér (2006) will show that the same
paradigm (education focused on the print-written-text) will operate
in foreign language teaching contexts. In this chapter, we suggest
that it is necessary to unsettle the idea of one role model for foreign
language teaching. Moreover, we contend the idea of “instrumental”
perspective of a toolbox of models (e.g. when teachers claim they
are all "up-to-date” in relation to technology and new educational
proposals when in fact they are applying technology as instruments).
In the light of Monte Mér (2009), we defend that English language
education has to be seen in a three-fold perspective: philosophy-e-
ducation-society. In the words of the author:

Society has been transforming languages, communica-
tion modalities, ways of communication, of interaction,
of knowledge constructing at the same time that it is
dialectically transformed by these new languages, new
communication modalities, ways of communicating, of
interaction, of knowledge constructing. The search for
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knowledge uniformity and for a standard guidance in
teaching should thus succumb to a diversity of pedago-
gical and curricular possibilities which appear to be more
congruent with the described changes. It is noticed that in
this process the predominance and dominance of metho-
dologies have become less important than the necessity
to reexamine practices, with the support of pedagogies
and philosophies of education (Monte Mér 2009, p. 5).

Having this perspective of re-examining English language
teaching under the triad philosophy-education-society means we
need to argue in favor of visual literacy as a possibility of challen-
ging the print-written-text paradigm predominant in schools. For
some decades visuality has been debated for its massive presence/
influence in our society. Many theorists such as Mirzoeff (2002),
Mizan (2004), Manovich (2001), Morin (2004), Gaskell (1992) and Joly
(2002) amongst others have stated that the importance of visual stu-
dies lies in the fact that images are not mere representations of social
reality; they construct it and, as such, play a pivotal role in all social
spheres, including educational contexts. Pink (2001) participates in
this debate by stating that “images are everywhere. They permeate
our academic work, everyday lives, conversations and dreams. They
are inextricably interwoven with our personal identities, narratives,
lifestyles, cultures and societies, as well as with definitions of history,
space and truth” (Pink, 2000, p. 18). We want to explore if this pers-
pective on images, so to speak images as constructing social reality
and as powerful domains of public life are acknowledged by uni-
versity students. In this sense, images can be used within the same
paradigm of the written text: they are used as tools to learn language.
One example is when the teacher asks students to watch the film and
write the plot of the film, or when the teacher asks students to write
down the vocabulary they understand from the film. In one of the
classes we investigate here, the teacher sets the task to be accom-
plished by the students:
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EXCERTT- UNI A - PRIVATE UNIVERSITY

The teacher explains tha activity to be done with the movie
Lilo and Stitch.

P: so number 1., write the name of the characters of the movie and one specific

characteristic of them ...each one of them. What do | want? You will watch

the movie then you get in pairs and trios and you will write down the names of the characters
then we will check and we will add an adjective, a characteristic to each one of them

Then the narrative structure.. the narrative structure is composed of 1,2, 3,4, 5, 6 phases

ol s W o —

This excerpt shows what reading images mean: naming
characters, adding adjectives to these characters, and writing the six
phases of the narrative process. As we have argued before (Ferraz,
2006), this excerpt reveals that the concept of reading images is
given a priori so to speak that reading is recognizing vocabulary
in the visual text. As the focus is only linguistic enhancement, all
the other aspects such as the sociocultural context of the film, its
"between the lines” messages (Morin, 2004) or “inculcations’, and
the students’ interpretations are left unexplored. We do not intend
to depreciate linguistic enhancement. In the teaching of English,
for instance, drilling and repetition are still necessary and are good
tools that lead to memorization and expansion of vocabulary. To the
extent of the linguistic level, they play a pivotal role in teaching the
language. However, we acknowledge that a work based on linguistic
enhancement is still at the linguistic level, meaning that educational
purposes and philosophical underpinnings are left unexplored.
Building on Menezes de Souza and MonteMor's Curricular
Orientations for secondary level education in Brazil (Brasil, 2006), we
point out that there should be a balance between foreign language
teaching and education for citizenship:
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Hence, we reiterate that the discipline of foreign languages
entails the teaching of a foreign language at the same
time it contributes to the education of individuals. (...)
In the new proposals, this vision of citizenship has been
changed. It is acknowledged that the concept is wider
and heterogeneous, and that 'being a citizen' involves
the understanding of his positioning/place in society.
(...) In that sense, foreign language teaching may include
the development of citizenship (Brasil, 2006, p. 91,
our translation).

Another hypothesis we wish to unpack is the fact that, when
still under graduation, many teachers did not study theories such as
critical pedagogy, critical literacy or new literacies in their curricula.
In our view, these new areas should be acknowledged if we are to
discuss any kind of critical work. This reveals what is at stake in
foreign languages teaching: teacher education. If teachers lack these
new proposals of critical literacies in their education, it is unlikely
they will be able to change the print-written-text paradigm in their
pedagogical practices. Furthermore, these practices will also be
reproduced by their student teachers, who think this is “the way" to
teach a language. Many student teachers will require their teacher to
focus on linguistic teaching such as grammar, vocabulary, correction,
and pronunciation. The same students will feel uncomfortable if their
teacher decides to show a movie in another language other than
English. Even if the teacher explains that the purpose of watching
a movie in another language is educational (e.g. discuss gender,
racism, culture), the discomfort lies in the fact that students were
inculcated that the English language has to be spoken and listened
all the time during classes.

Studies about education under the perspective of critical
literacy play a pivotal role provided that they are “concerned with the
development of social awareness and active, responsible citizenship”
(Snyder, 2008). Concerning image and image interpretation, it is
essential, according to Mizan (2004), to investigate other semiotic
systems alongside verbal language since images of any kind
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(films, photographs) cover an essential part of the interpretation. For
years language has dominated interpretations of multimodal texts,
like television, magazines, while the visual mode of meaning making
is, generally, thought to function as a complement and enhancement
of the linguistic part. Undoubtedly, images are an important and
powerful part of multimodal texts provided that they transmit a sense
of ‘reality’ (Mizan, 2004). The author claims that discourses and
images do not merely represent reality, but they construct it. Likewise,
discourses are constructed in films. van Leeuwen (2008) claims that
not only images themselves, but the multimodality - which comprises
images, gestures, movement, color, graphics, design and typography
(Van Leeuwen, 2008, p. 130) - underpins visual competency. By
trying to understand 1. how teachers themselves make meanings
assigned to a certain film, and 2. how meanings attempt to get
readers to accept the film's constructs, we might understand some of
teachers’ assumptions when dealing with images in the classrooms.
In research with Brazilian university students, Carmagnani (1995)
draws attention to the fact that reading is still attached to structuralist
perspectives such as syntactic analysis and the decoding of texts.
We believe this tendency is still transferred to the interpretation of
images in English lessons provided that many teachers use films as
linguistic learning. What also interests us in relation to Carmagnani’s
study is the fact that the research was done more a decade ago. The
guestion remains if this critique on structuralist practices are still the
main practices in contemporary English teaching contexts. Monte
Mor (2009) participates in the debate by dialoguing with Morin's
thoughts on segmentation of knowledge:

He (Morin) explains that conventional epistemology
concentrates on constructing knowledge according
to the principles of reduction - knowledge is reduced
or fragmented from the whole to the parts - and
grading - learning is designed in a pre-established
scale of complexity that starts from an easy bottom
line that gradually advances to more complex levels of
difficulty of the subject to be apprehended by students.
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In the teaching of foreign languages, for example,
the principle of reduction is seen in the planning of
grammatical units through books and classes; grading is
observed in the starting lessons and sequencing of what
should be taught (Monte Mér, 2009, p. 4).

Monte Mor draws attention to the fact that the underlying
principle of language teaching is still attached to the idea that “from
the parts we get to the completeness of language” In this sense,
language is divided into pieces and little by little students will get to
the completeness of language learning. There are two arguments in
relation to this: the first one is that, whereas there must be a "natural”
way of learning the syntactic and morphological categories of a
language so to speak there must some categorization, segmentation,
and "adding” of structures, these aspects cannot be fixed categories.
Each culture, locality, and context will determine which sequence
and which segmentation are more appropriate for them. If we take
Spanish-speakers and German-speakers trying to learn English, for
instance, we will see that some categories will be theoretically easier
for German-speakers (e.g. vocabulary in both German and English
comes from the same origin) than for Spanish-ones, and vice-
versa. The second argument is that even contextualized linguistic
enhancement is not “enough” if we think in terms of education for
citizenship and social change. As we have discussed elsewhere, when
written texts and images are used for the purposes of linguistics and
only, a world of possibilities for discussing culture, identity, agency,
and power is left unexplored. We argue that both play a significant
role in English language education.

Finally, we intend to investigate some of Baker's preoccupa-
tions regarding reading and interpretation (Baker 1991). According to
her, it is important to tackle some questions such as how teachers
characterize what it means to (know how to) read images and what
kind of literacy practices are being constructed when visual literacy
is concerned.
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FREIRE AND BOURDIEU

THE RELATIONSHIP OPPRESSOR
VERSUS OPPRESSED AS A
NATURALIZED DISCOURSE

The Rule of the Expert

Expert regimes regulate semiotic
practices through the authority
of expert advice, and experts
have clearly been instrumental in
overturning the rule of tradition.

Van Leeuwen, New forms of writing,
new visual competencies.

EXCERPT 2 - UNI B - PUBLIC UNIVERSITY

Student C talks to a classmate before the discussion of
the film Truman Show:

| remember when | was young, 19 years old, a long time ago | used to be part

of a group of cinema and then we were studying Eight and a half, Felini's movie, and
there was a situation in which | compared people in a big city with small people, like
ants, and | commented with a friend and she said: why don't you tell the teacher? no, he
will think I am silly

S

Student C above draws attention to a naturalized relationship
that is very often present in education: students who are "afraid”
of expressing their own thinking and a teacher who reinforces this
relationship by assuming the role of the “bearer of knowledge”
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Even though student C had made an interesting connection
between the film and society (lines 2 -4), she would never tell the
teacher her interpretation because "he would think she was silly"
Freire (1996) outlined that some educational practices are based on
the assumption that those who possess power legitimate it over the
ones who are “considered” of not having power. He criticized the
relationship oppressor/oppressed where the oppressed often times
lack agency. According to his words

Students call themselves ignorant and say the professor
is the one who has knowledge and to whom they should
listen to. The criteria of knowledge are imposed upon them
are the conventional ones. "Why don't you’, said a peasant
participating in a culture circle, "explain the pictures first?”
That way it'll take less time and won't give us a headache
(Freire, 1996, p. 45).

The underlying assumption that lies beneath such a discourse
is that thinking is for some people, the “enlightened” ones. It might
be implied that for the “ordinary” ones, thinking is something hard
that "gives headache" In many of our educational contexts, whereas
students are not invited to “think’, teachers maintain the established
state of affairs by reinforcing their roles as oppressors and by not
allowing them to think. It is acknowledged that the relationship
mentioned above by Freire - students as “empty mugs” and
teachers as "knowledge jugs” - has been present from elementary
to university levels in our country for years. This view results in the
banking concept of education, where students are led to memorize
mechanically the narrated content as if they were “containers” to be
filled with knowledge by the teacher.

Bourdieu and Passeron (1977) dialogue with freirean thoughts
when they claim that the teacher usually plays the role of the
mandataire whose arbitrariness of pedagogic action usually leaves
out the possibility of dialogue: “all pedagogic action (henceforth
PA) is, objectively, symbolic violence as it is the imposition of a
cultural arbitrary by an arbitrary power" (p. 5). Still according to
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Bourdieu (1982) the teacher is a mandataire in the sense that it is him
or her who will determine the laws of the marché scolaire. He is the
one who will “declare” if a student is correct or not. Our investigations
show that even though these radical views might be questioned by
the argument that “times are different and people are much more
conscious and critical now’, the relationships between teachers and
students has not changed, and the “depository of knowledge” idea
of education has not changed. It is necessary to unsettle the idea
that, because of constructivist approaches to education, discourses
of authority are not present in our contemporary educational
contexts anymore. Through teachers’ naturalized practices (which
often times goes unnoticed by the teachers themselves) and their
students’ acceptance of those practices (students rarely question
their teachers' pedagogy), PA and PAu (Pedagogical Authority) the
pedagogical action and pedagogic authority are conspicuously
maintained and unquestioned.

In this Master's research we are analyzing, we see the
naturalized pedagogic action and pedagogic authority of the teacher
in the student E's discourse below. At this specific moment of the
class, the teacher left the room and students were supposed to
continue the debate about the movie Dogville. The discussion, one of
the students said (taped data transcribed below):

EXCERPT 3 - UNI B - PUBLIC UNIVERSITY

Student E talks about her interpretation of the film:

Student E: yes, that's what | want him to tell us about because it sometimes mixes, | feel
mixed with it, confused, is this a deconstruction, because they seem like intertwined,
intertwine? ‘mistura"? | don't know . | want him to clear, that's why | came here today
because | have to leave early and 'm very curious to know like, why she ran away?

I S N R
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In this excerpt the student seems to have already internalized
the "rules” of the class: “the teacher knows, | don't" She searches for
the authorized version of the teacher: "l want him to tell us” (lines 3
and 4). This statement reveals an embedded structure of power where
the teacher is the "bearer of the truth” Still in the light of Bourdieu and
Passeron (1977), the imposition of an authorized version by teachers
is an inculcating pedagogical action: “there is no pedagogical action
that does not inculcate meaning of universal principles” Moreover, it
is expected a priori an explanation / authorized reading (as if it were
possible) about the escape of the character: “I'm very curious to know
like, why she run away?” (line 4). For Bourdieu, the power relations
among social groups justify the imposition and the inculcation from
the dominant. These power relations also justify the passive position
of the students when interpreting a text. In our view, these relations still
predominate in many Brazilian educational contexts. When analyzing
the process of reading in universities, Monte Mor (1991) critiques that:

In an English class the possible action is reiteration; the
concept of the world to be developed is the one that the
world is a pre-established fact, where there are patterns,
models to be followed (...) in the world of models the
patterns have a positive connotation. Having the capacity
to reproduce models is desirable (p. 5).

The same author (Monte Mor, 2007) will claim that there is a
need for local research into the kind of literacy used by present-day
Brazilian university level student. Whereas Bourdieu and Passeron
criticize the teacher’s imposition of pedagogieds, Monte Mor focuses
on the need of reflecting upon this present-day education where
teachers view reading as reproduction of pre-established patterns.
These views also echo in Galeano (2004) when he highlights in his
book Patas Arriba: La escuela del mundo al revés that our modern
educational system is “upside down' It is a system where values
are ironically inverted, where reproduction and universal truths are
the aims of education. Gramsci's theory of hegemony would argue
against this system by advocating a resilient and civil society which
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promotes power through ideological struggles. In our view these
theorists add to the discussion of literacy by criticizing modern
education and by challenging its hegemony and its universal power.

Finally, even though we acknowledge the fact that foreign
language teaching does not happen without its linguistic aspects, we
believe that mere linguistic enhancement accounts for the formation
of non-contextual and non-critical agents. In this sense, “non-critical
students” will not question why they are never invited to think, or why
their interpretations of the world are never valid. WE argue that visual
literacy practices are viewed within traditional teaching paradigms
in many Brazilian universities. We also believe there other ways of
approaching visual literacy.

LEARNING SPACES

iLA SOPA ES

A LA NINEZ
LO QUE EL
1 COMUNISMO ES A
LA DEMOCRACIA? /

205

(translation: Soup is to childhood what communism is to democracy)
Mafalda (Quino, 2006)

i

Mafalda is a political cartoon of a "funny and revolted poor
little girl" who was published in Argentina and in Brazil in newspa-
pers' comic strips for many years. In one of the classes of the private
university, the students were invited to interpret Mafalda’s comic
strips (approximately ten cartoons were shown), and a following
discussion was led by the teacher. In this context we explained the
theories we were using for the discussion (critical literacy) and the
historical context in which the cartoon was created. Then, we invited
students to think through the comic strips. After discussing with their

I



classmates, students came up with their own ideas about Mafalda.
The sentences below are parts of written essays produced by stu-
dents when they interpreted the comic strip above (figure 1):

Written comments of students A, B and C of the comic
strip above (figure 1):

Student A: The constructions are about communism and capitalism. | think that was a
hard time for the Argentinean people. In Brazil it” s the same.

Student B: The capitalism and the communism are bad for the people without money
or power. In other words, these political system damage* the people who are in the
weaker side.

Student C: That cartoon compares the communism and democracy. Mafalda doesn't
like the soup just like communism doesn't accept democracy.

We suggest that these interpretations of students are attempts
to break the cycle "teacher as knowledge jugs and students as empty
mugs" provided that students were capable of contextualizing the
comic strips in their own reality. Even though she might have confused
historical facts by associating communism to right-wing dictatorships
in Brazil and in Argentina, student A attempts to construct meaning
by comparing the comic strip to her reality. Moreover, nevertheless
one might also imply that the interpretation of student B above is
out-of-date provided that the division capitalism versus communism
might not an issue anymore, she assumes her agency by critiquing
that “the political system damage” the people who are in the weaker
side" Here, she comments on the uneven power relations in a
country where there are still pockets of coronelismo and where the
social indicators are amongst the most problematic in the world.
Student C states her positioning when she compares communism
to democracy: “communism doesn't accept democracy’ | argue
that these interpretations comprise small changes, like ruptures, in
students’ reasoning. Through the English language education, it was
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possible to operate in the linguistic (written text and the students
papers), visual (images of the comic strips), and socio-political
(discussions and interpretations of Mafalda) spheres. One of the
premises of critical literacy outlines critical awareness. This becomes
possible when teachers provide spaces for dialogue, and when
critique is not sidestepped in favor of mere linguistic learning. What
continues to be at stake is: how can we conciliate foreign language
teaching and education (what we have called EELT - Education
through English language teaching)? Thus, one of the possible
answers to deal with this impasse is what Mattos and Valerio (2010)
claim in their article ‘Critical Literacy and Communicative teaching:
gaps and intersections”. "both approaches, however different in their
proposals, are not incompatible, but complementary"

In his book "The Eye of the University” Derrida (1999) states
that university education is still attached to traditional paradigms
such as positivistic views of what thinking means. According to his
viewpoint the new challenge of the university, and consequently of
ours, researchers and teachers, is to form a community of thinking
where the borders of research cannot be controlled anymore. In
the light of Santos' (2007) ecology of knowledges, we would argue
that not only the borders of research should be questioned, but
also the pedagogical approaches and epistemologies of English
language education. Bourdieu (1996) also participates in the debate
by critiquing that the marchés scolaires and the machés linguistiques
are maintained by the pedagogical action of teachers. This symbolic
violence seems to ground educational practices in many universities
in Brazil (for instance this is how many professors maintain the
relationship teacher-student, and their founding premises are:
control by grading, evaluating, and leaving no space for dialogue).
Giroux (2002) engages in the debate by stating that a vibrant
critical pedagogy needs to address how the issue of authority can
be linked to democratic processes in the classroom that do not
promote pedagogical terrorism and yet still offer representations,
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histories, and experiences that allow students to critically address
the constructions of their own subjectivities as they simultaneously
engage in an ongoing process of negotiation of the self and other (p.
69). In our view the teacher’s work and the students’ interpretations
of Mafalda's cartoons above comprise one example of attempts to
entail English teaching and visual learning practices foisted upon
educational work.

CONCLUSION

In this chapter, we have tried to reflect upon English language
education and visual literacy practices in two university contexts.
Visual literacy (Dussel 2009; Kress 2003; VanLeeuwen 2008), as well
as critical literacy (Muspratt, Luke & Freedbody 1997, Snyder 2008),
new literacies (Lankshear & Knobel 2007, 2008, Gee 2004, 20073,
2007b); and multiliteracies (Murphy 2008, Cope & Kalantzis 2000) are
relatively new in Brazil. Whereas most young students are considered
‘insiders’ with mindsets that naturally deal with digital epistemologies
such computers, games, internet, etc (Gee 2007a), and, in that sense,
have almost no trouble when dealing with multimodal texts, teachers
and schools are the ‘outsiders’ with mindsets that operate within
linear written text-based epistemologies. We have also claimed that
this traditional view of education reinforces a taken-for-granted
relationship where the teacher knows the contents and the students
learn to memorize and reproduce these contents. Finally, we believe
that when appropriate education is provided, students do reflect
upon their reality, and are willing to negotiate and participate in the
meaning-making process. In fact, in relation to digital epistemologies,
for instance, it seems that students are far ahead (O’ Gorman 2006).
In the light of O'Gorman, | reiterate that the gap between young
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learners (insiders) and their school and teachers (outsiders) is getting
"bigger by the minute™:

The Nintendo generation, after all, has just begun to
graduate, and rumours about TV-junkie and Net-addicted
students with poor writing skills and short attention
spans have not yet been treated with the attention of a
widespread and unyielding crisis. We are quick to blame the
shortfalls of the postmodern student on our visual culture,
on television and video games, even on advertisements,
comic books and billboards. In the foreboding words of
Neil Postman, the decline of a print-based epistemology
has had grave consequences for public life (...) we are
getting sillier by the minute. (O'Gorman, 20086, p. 72).

Fiedler (2007) engages this debate by enquiring how should
education change in order to respond to the tensions insiders versus
outsiders, oppressor versus oppressed, and reproduction versus
critique. He highlights the importance of creating “sites of enquiries
and the design of platforms where values and perceptions of the
world and society can be constantly negotiated, questioned, and
challenged” (p. 50). As advocated by Giroux (1999), “critical pedagogy
needs to create new forms of knowledge through the emphasis in
the disruption of disciplinary boundaries and in the creation of new
spheres in which knowledge might be produced” (p. 93). WE have
tried to reflect upon these boundaries and tensions, claiming for
the intertwining of linguistics, applied linguistics, critical pedagogy
and critical literacies. We believe each would play an important role
in students’ education. Finally, this paper has argued in favor of a
pedagogy of interweaving borders where English language teaching,
visual literacy, and education underpin meaning-making processes,
students’ agency, and social change.
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THE INTERPRETATION OF
IMAGES IN ENGLISH CLASSES



INTRODUCTION:
GLOBALIZATION, THE ENGLISH ROLES
AND THE NEW TECHNOLOGIES®

O que geralmente chamamos de
globalizagéo refere-se, de fato, a
diferentes conjuntos de relagdes
socials que ddo origem a diferentes
fenémenos de globalizagéo. Nestes
termos néo ha, a rigor, uma Unica
entidade chamada globalizagdo. Em
vez disso, existem globalizagdes, para
ser mais preciso. Este termo deveria
ser usado somente no plural,

Santos, Globalizations

It seems that studies on globalization have touched every
field of knowledge. In Ferraz (2012) we defended that globalizations
(Santos above) can be seen through multiple perspectives, such
as their social, economic or financial views, but also globalizations
might be problematized in more philosophical ways. In this sense,
the perspectives of Brydon (2001, 2008, 2009), Andersen (2006) and
Garcia-Canclini (2005) suggest that at the same time globalizing
processes influence our daily lives, it might be seen as an imagined
concept, una globalizacion imaginada (Garcia-Canclini, 2005), and
as a possibility for building global democracy and social justice
(Brydon, 2001). For Kumaravadivelu (2008), there are three dominant
narratives of cultural globalizing processes:

One narrative presents globalization as homogenizing
in its forms of powerful cultural and corporate products
such as Hollywood movies and globalized brands (Ritzer,
1993). An alternative narrative depicts globalization
as being heterogeneous inasmuch as local cultural
identities are recreated and renewed in response to the



dominating center (Giddens, 2000). A third claims that
globalization is both homogeneous and heterogeneous
because these processes are simultaneously occurring
(Appadurai, 1996), creating situations in which “the global
is brought in conjunction with the local, and the local is
modified to accommodate the global” (Kumaradivelu,
2008, pp. 44-45).

We argue that studies on globalizing processes are
essential when we teach English provided it is mainly through the
English language that such processes (academic traveling theories,
businesses, traveling people, the WWW) have occurred. Also, having
in mind that globalization can be at the same time homogeneous
and heterogeneous helps us break down the idea that there is one
globalization that influences our lives (such as the mass media TV
channels, or the social media websites such as Facebook, or the
World brands spread around the Globe - McDonalds, Car brands,
Nike, Coke, etc.). Another important aspect is that when we see
globalization in these perspectives, we can also acknowledge
the importance of the local in relation to global such as the local
movements that instantly become global: protests, mobile texting,
flashmobs movements, social media spread in Youtube videos.
For Appadurai (2006) these comprises important movements of
globalization from below (grassroots globalization) where the local
"has a voice'

Intertwined with globalizing discourses are the roles of
English in current times. On one side, English is considered a global
language, meaning that there is one single version of the language,
which is spoken and written throughout the world. This idea of
English taking over the world is as an imperialist/ colonizing view on
how this language has been used and spread. This is usually the view
of those who defend that there are two main “levels” of speakers: a
superior one where the native speakers who determine the standard
(Americans and British have occupied this position); and an inferior
level where the non-native speakers who should struggle to “reach”
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the native standard patterns. Pennycook (1994, 1997, 2007a, 2007b),
Canagarajah (1999, 2005), and Menezes de Souza (1994, 2008)
- authors who belong to the inner circle of native speakers - have
guestioned the myth of English as a lingua franca by defending the
perspective of the World Englishes, a view where the varieties of the
language are acknowledged, and moreover, contextualized.

In relation to the new technologies, it is said that we have
faced more connectivity, more world communication, new mindsets,
and the presence of the “digital natives” The New Literacies and the
Multiliteracies are the educational fields that problematize the new
technologies and education. In the perspectives of Lankshear and
Knobel (2008),

If we extend this argument from literacy to digital literacy
it involves thinking of “digital literacy” as a shorthand for
the myriad social practices and conceptions of engaging
in meaning mediated by texts that are produced, received,
distributed, exchanged, etc,, via digital codification. Hence,
(..) we may add blogs, video games, text messages, online
social network pages, discussion forums, internet memes,
FAQs, online search results, and so on. (Lankshear &
Knobel, 2008: 05).

Kalantzis and Cope (2000, 2008, 2010) participate in the
debate by defining Multiliteracies as a pedagogic project that
emphasizes the new literacies present - sometimes altogether - in
contemporary society. Thus, both authors also expand the concept
of traditional literacy (usually reading and writing) into multiple
literacies. According to the authors, meaning is produced in ways
that are increasingly multimodal - in which written linguistic modes
of meaning interface with visual, aural, gestural and spatial patterns
of meaning (Kalantzis; Cope, 2000).
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FOREIGN / ADDITIONAL
LANGUAGES EDUCATION:
TEACHERS AND STUDENTS' NEW ROLES

Within the contexts above, how can school respond to these
new demands? Have schools changed? Has education changed or
redefined/problematized itself? What about students? Which actions
can the English teacher take in order to contribute to the education of
the students? How does the field of Visual Literacies (VL) contribute
to these educational inquiries? If we agree that there are new roles
that teachers of the digital age should deal with, then we would have
to assume that a test like the one below should makes us rethink our
pedagogic practices. Vanessa, our student of English 1 at the Faculty
of Technology answered:

Image 1- English Test

Source: Personal file, PPT test

Vanessa’s answers show that we, educators, still reinforce
traditional ways of learning. McLuhan critiques that many of us
are still within the typographic society, which characteristics are:
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individualism, centrality, concentration, norms, rules, structure, and
linearity whereas our students are demanding new ways of learning
put forward by a Post-typographic society. In this “new"” society
new characteristics arise: distributed knowledge, collaborative
authorship, sharing, networked thinking, critique (Duboc & Ferraz,
2011). In Vanessa's test above it is clear that we were focusing on
pragmatic and linguistic answers whereas Vanessa was questioning
this kind of test by bringing more social preoccupations (such
as “why are you asking about my telephone number, will you call
me?"”). Hence, new ways of learning probably require new ways of
teaching. Building on Duboc and Ferraz's ideas on how to teach in
contemporary/ digital times, we might assume there are new roles
the English language educator should assume, as well as there are
other realms to be touched:

Image 2 - Teaching in the digital era

Source: Duboc & Ferraz, 2011

As seen in the image above, we have defended that there are
many aspects to be dealt in class. The ones suggested by Kalantzis
and Cope above (the linguistic, but also the cultural, local and global)
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seems to be challenges for English educators. Providing students
with the ability to work collaboratively using distributed knowledge
is also another challenge to be dealt with by educators and students.
Also, positioning yourself in relation to texts and contexts (critique) is
an important pedagogic practice. For Warschauer (2000),

Globalization pushes English as an international
language promoting a change in "authority” of the
non-natives

New trends in the economy and employment will
change the way English is used: non-natives need
to use the language in presenting complex ideas,
collaboration and negotiation in international location
and critical interpretation of the information

The new information technologies will transform
the notions of “literacy’, making navigation online,
authorship and interaction with the new multimodality
are critical strategies in language teaching.
(Warschauer, 2000).

Image 3 - Multiliteracies

Source: Kalantzis and Cope, 2000
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We believe that the Multiliteracies pedagogic project might
be one of the responses to these new demands we have faced as
educators. By bringing this perspective of the multiple, usually
happening altogether, into educational contexts, this project thinks
through and offers other possibilities for language education, and
VL as a sub-category of the Multiliteracies project comprises an
important field of study.

THE CONTRIBUTIONS
OF VISUAL LITERACY:
DOES AN IMAGE SPEAK FOR A THOUSAND WORDS?

Visual language is not - despite
assumptions to the contrary

- transparent and universally
understood; it is culturally specific

Kress & van Leeuwen, Reading
images: the grammar of visual design

As we have seen so far, Visual Literacy is a field of study
which problematizes the study of images (static, movement, mixed)
in order to: investigate their importance in all fields, question the idea
of representation, rethink images as meaning making processes,
expand perspectives, interpretations, and knowledge. The initial
questions we pose are: How do we use/ interpret images in classes?
How have we dealt with multimodality in English classes? Are we
prepared to deal with diversity, different interpretations? | believe
the field of VL, as a kind of sub-field of Multiliteracies or the New
literacies has a lot to contribute to educational discussions through
the studies of images. For example, we can start questioning fixed
or single/mono interpretations usually incentivized by teachers in
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classes. To expand the discussion, we presented the video of the
Brazilian campaign for the Olympic Games in 2016. The video was
considered by many as one of the most important assets of the
Brazilian candidature. The main idea was that "an image speaks for a
thousand words";

Image 4 - Rio 2016 Campaign

Source: Youtube*

This example establishes the very first idea we wish to
problematize when we talk about images or images and education:
the idea of representation of reality or truth. It is widely spread in
mass media that an image indeed speaks for a thousand words,
meaning that an image, like the video above, represents the reality
ipsis literis. However, critical education and visual literacy studies will
guestion this idea of representation provided that: 1. Images not only
represent realities, but construct them (Mizan, 2004; Ferraz, 2010);
2. Mass media images often times manipulate the message to be
sent; 3. Images represent one side of the truth, for they are always
historically, socially and culturally placed and interpreted. In this
sense, Buck-Morss affirms that “The complaint that images are out of
context (...) is not valid. To struggle to bind them again to their source
is not only impossible (as it actually produces a new meaning); it
is to miss what is powerful about them, their capacity to generate
meaning, and not merely to transmit it” (Buck-Morss, 2004, p. 23).

Still about this video, | continued the discussion by critiquing
some of the posts that were published as comments by internet users:
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Image 5 - Comments about Rio 2016 Olympics

Source: Youtube chat

Going against the idea that the video represents one reality,
the posts by Sergio and Arys show the opposite provided that both
do not talk about the campaign itself or how important it was for the
Brazilian candidature. On the contrary they publish their reactions
to the video. It can be inferred that for Sergio, the fact that the video
showed mostly the city of Rio de Janeiro made him critically mention
that “Brazil is not only Rio de Janeiro!" In response, Arys - in a very
stereotyped vision of the regions and peoples of Brazil - wrote: “What
would you expect? Tell me... Would you like a video showing a bunch
of paulistas playing country music and eating pastries? Some bahia-
nos dancing “"axé”"? Some Paraenses dancing "lambada” and the
Maranhenses dancing “Bumba meu boi"? And some mineiros eating
cheese and some Galchos being F...?" In a very ironic and stereo-
typical way, Arys Pereira defends Rio de Janeiro at the same time he
eschews the other people from around the country. His last sentence
reinforces a typical joke made about gadchos, meaning that every
gaucho is gay. What is interesting and sometimes frustrating about
these posts are the discussions themselves. People on the Web -
specially on spaces where it is possible to post comments and pictu-
res - are freer to move into other conversations, sometimes diverging
from the original intention of the published object (in this case, to
show how the video helped Brazil win the Olympics Campaign).
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Thus, going back to the questions we posed in this chap-
ter, we believe that educators have used images in very traditional
ways in classes by emphasizing the one possible interpretation. In
this sense, multimodality and multiliteracies seem to be much more
the reality of the digital native students than of teachers. When we
reinforce this one possible view - usually our view - we are not ope-
ning up for plurality. Rather, we are reinforcing the power-relations
and individualism. We are also not saying they should be excluded,
but we do believe we should provide both conceptualizations where
individualism and collaboration co-exist depending on the context.

SOME ACTIVITIES

In the second part of the lecture we suggested the practice of
some VL activities, as follows:

ACTIVITY 1: INTERPRETING IMAGES
(FROM FLICKR.COM OR GOOGLE IMAGES)

Image 6 - Visual literacy activity

Source: Personal file, PPT
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OBJECTIVE: to discuss possible interpretations of an image,
to discuss different kinds of interpretation of the same image, to
widen students” interpretation habitus, to discuss different views of
the world, to practice and improve speaking, to improve vocabulary.

STEPS:

1. The teacher chooses many images from Google or Flickr and
puts them on Power Point slides.

2, Student may work in pairs or in groups.

3. The teacher explains that students will be shown some
images.

4, For each image students might say a word (bsic level) or a

sentence (pre-intermediate levels up).

For example: Prejudice! or: This image makes me think about
prejudice!

Hints: The teacher has to explain that ANY interpretation of
that image is possible, even the most absurd ones. The teacher might
also previously explain the ideas of common sense (interpretation
habitus), and of more critical interpretations of an image. The teacher
might ask them to go beyond common sense. To close, the teacher
might discuss different interpretations, and how people see the world
in different and varied ways.
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ACTIVITY 2: FILM SCENES - INTERPRETING SHORT FILMS

Image 7 - Did you know?

Source: Youtube®

OBJECTIVE: to expand interpretations, to construct meanings,
to practice and learn English, to improve listening and vocabulary.

STEPS:

1. The teacher brings one video from Youtube.com or Ted.com
or any other. The video must represent the topics the teacher
wants to debate in class.

2. The teacher explains that students will watch the video and
will talk about it. They will also have to position themselves in
relation to that video, and explain their interpretation.

3. After the video, give them some time to reflect (in groups).
4, Open for discussion.

Option: The teacher might want first to talk about the topic of the
class, for example in the video above (Did you know...?) the tea-
cher might want to discuss technology in society and in their lives.

Hints: The teacher might also previously explain the ideas of
common sense (interpretation habitus) , and of more critical interpreta-
tions of a film. The teacher might ask them to go beyond common sense.
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ACTIVITY 3: INTERPRETING CARTOONS/ COMIC STRIPS

Images 8 and 9 - Cartoons

Reprodudiommghtsobtamab\e fram
wwwt CartoanStack com

Source: Cartoon stock®

OBJECTIVE: to expand interpretations, to construct meanings,
to perceive irony and satirical language, to practice and learn English,
to improve reading and vocabulary.

STEPS:
Part 1 - Discuss the educational cartoons:

1. The teacher brings some cartoons or comic strips (according
to the topic of the class). The teacher might also project the site
www.cartoonstock.com and choose the cartoons from there.

2, The teacher asks students to make an interpretation of each
cartoon.

3. Students should connect each cartoon to the topic of the class.

4, Forexample, the cartoons above might bring the discussioninto

education and English language teaching areas. The teacher
might ask which ideas they point out to, also the teacher might
ask if these cartoons represent the student’s teachers. If not,
why not? If so, what are the consequences?
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Part 2 (Optional):

1. The teacher might want to invite students to explore the site,
and students will find cartoons that they find relevant and
interesting in their views.

2. Students surf on the site and choose some cartoons.

3. They present their cartoons to the group explaining the irony,
and the topic that is discussed or critiqued.

Hints: The teacher might want first to talk about the topic of
the class, for example, to discuss English language teaching in Brazil.
The teacher might also previously explain the ideas of common sense
(interpretation habitus), and of more critical interpretations of a film.,
The teacher might ask them to go beyond common sense

CONCLUDING REMARKS

We have discussed the impact or influence of globalization
and the new technologies in foreign/additional languages education.
Provided that these "movements” have changed social, cultural,
and educational paradigms, educators should problematize them
in order to be "more” prepared for this generation of digital native
students which - with accessibility or not - come to our everyday
classes. The English language in this sense has also assumed new
roles. We believe that the new educational movements such as the
new literacies and the multiliteracies have a lot to contribute to these
new roles/ demands. The VL field, for example, is an important sub-
area of multiliteracies provided it discusses the presence of images
in contemporary society. Moreover, it breaks down the traditional
notion that images are mere representations of the truth/reality. In
fact, images around us construct realities and the way we interpret
them will highly influence or determine the way we see the world.
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DESCONSTRUINDO
REPRESENTAGOES UNIVOCAS
E SUAS VIOLENCIAST



INTRODUCAQ

A proposta de Letramento Critico (re)definida por Souza
(2016), com base nos ensinamentos de Paulo Freire (1921-1997), nos
estimula ndo somente a decolonizar o pensamento acostumado a
categorias fixas de significado, impostas por uma visdo ocidentali-
zada, mas também a rever nossa pratica em sala de aula, enquanto
docentes que almejam tanto uma reflexdo critica como uma postura
ética por parte de nossos alunos, diante das adversidades. Segundo
o autor, torna-se um objetivo pedagdgico preparar aprendizes para
confrontos e conflitos com as diferengas de toda espécie. Para tanto, é
preciso sair da sensagao de conforto acalentada por nossas verdades
pretensamente inquestionaveis e, por consequéncia, violentas, posto
gue obliteram outras formas de se ver, sentir e interagir (n)o mundo.

Logo, Letramento Critico é para Souza sendo um processo
constante de reflexdo sobre um texto (verbal, sonoro, visual etc.) que
sabidamente tem origem no contexto de seu autor, interpretado por
um leitor, igualmente, produtor de significados e que precisa se tor-
nar autoconsciente da origem de seus pensamentos e valores como
tendo sido elaborados em uma coletividade sécio-histérica especifica.

Duas das vertentes do Letramento Critico séo o Letramento
Visual e o Letramento Racial. Em se tratando do Letramento Visual
ou aquele que se presta a analise das imagens, partimos do pres-
suposto que nenhuma visualidade pode ser transparente ou incon-
teste; cada intérprete mobiliza sentidos advindos de sua cultura,
experiéncias, valores e crencas para a compreensdo dos dados ima-
géticos que podem, eventualmente, ser reorganizados por um olhar
mais atento do objeto. H4, portanto, uma vontade nossa de analisar o
visual na sua expansao de sentidos e na miriade de indagacdes que
este processo evoca.
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Comecemos pela nogao de real, realidade e representacéo
com vistas a representacdo cinematografica do Outro ndo-hege-
monico, ou seja, o Outro mulher, quilombola, refugiado, negro(a) ou
qualquer um que seja frequentemente figurado as margens, despon-
tando com generalizagbes excessivas e necessitando travar cons-
tantemente uma luta por reconhecimento e dignidade. E, ao falar do
Outro que nos é tao diferente e, ao mesmo tempo, tdo igual, ha de se
refletir igualmente sobre o0 nosso locus de enunciagéo ou o territério
onde e do qual se fala, suas concessoes e vulnerabilidades, subal-
ternidades e privilégios, mediante contextos diversos que sé podem
ser compreendidos por meio da nocado de signo oscilante, conforme
explica Souza (2004), citando Bhabha e Bakhtin:

Contrario a uma visdo abstrata e idealizada do signo
saussuriano que pressupde uma ligagdo direta e ime-
diata entre o significante e o significado, ou seja, entre
a palavra e o conceito/significado, Bhabha postula algo
semelhante ao signo opaco e material bakhtiniano; no
conceito de signo abstrato saussuriano, o signo j& vem
pronto, normatizado e pré- interpretado, ndo havendo
espago para a variagdo e para outras interpretacoes.
Enquanto conceito de signo onde a ligagdo entre o signi-
ficante e o significado j& vem normatizado, ele dispensa,
portanto, o lugar do intérprete e a necessidade do traba-
lho de interpretagéo. Trata-se de um conceito de signo
gue ndo atende a problemética pds-colonial uma vez
que tal conceito ndo d& conta das justaposi¢oes confli-
tantes linguisticas e culturais comuns em tais contextos.
Por outro lado, o conceito sécio-histérico do signo /
bakhtiniano (Bakhtin 1973), prevé que a conexdo entre
o significante e o significado seja feita indiretamente,
mediada por intérpretes ou usudrios da linguagem situ-
ados socialmente sempre em determinados contextos
ideolégicos, histdricos e sociais, marcados por todas
as varidveis existentes nesses contextos (classe social,
sexo, faixa etdria, origem geogréfica etc.). Como tal, o
signo bakhtiniano é sempre material, produto de con-
dicdes determinadas de produgdo e fruto do trabalho
necessdrio da interpretagdo. Tal conceito de contexto
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e de condicdes sécio-histéricas de produgédo e de inter-
pretagdo é chamado por Bhabha de locus de enunciagédo
(Souza, 2004, p. 08).

Deste modo, o signo saussuriano normatiza conceitos,
engessando-0s, uma vez que ndo pressupde o papel do intérprete,
nem as condi¢gdes de produgdo do significado. As epistemologias
gue apostam na fixidez do signo e que ditam, arbitrariamente, o
gue é a verdade acabam por legitimar seu préprio poder (Foucault,
2007), em prejuizo da pluralidade de saberes, culminando no silen-
ciamento do sujeito que, ultrajado em suas opinides, modos de vida
e direitos, ndo dé a ver sua visdo de mundo (Vattimo; Zabala, 2011).
Este silenciamento do sujeito ocorre porque um significante estavel
desconsidera, invariavelmente, o consentimento daqueles a quem
pretende definir, a exemplo do termo "mulher” que transcende a
definicdo de género, dada a sua constituicao interseccional de etnia,
classe social, escolaridade etc., em diferentes contextos geograficos
e histdricos. A categoria “género’, portanto, ndo vem separada de
outras discursividades.

Satya Mohanty (1997, p. 116) corrobora Bhabha, ao explicar
gue a critica ao signo saussuriano esbarra no campo politico jus-
tamente quando destrincha este “social” em coletividades e/ou
subjetividades, nos termos mencionados (género, sexualidade, raga,
classe econdmica, faixa etdria, origem geogréfica, religiosidade) e
seus significados culturais, fundantes da condicdo de exclusdo e/ou
de pertencimento em espagos especificos. Sdo exatamente essas
varidveis as quais Bhabha e Mohanty se referem que fazem do signo
um predicamento movente e nao aleatdrio. Em outras palavras, ndo
existe relagdo univoca entre significante e significado como suposto
por Saussure; a nogao de signo presume, sim, um contexto de onde
intérpretes surgem, estabelecendo elos de sentidos (Silva, 2017). O
processo de significagdo interconecta significante (palavra, imagem,
gesto) e significado (conceito, objeto), mediante um referente cultu-
ral e histérico-social.
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J4, o signo bakhtiniano concebe as nogdes de temporali-
dade e historicidade do significante, exigindo inUmeras releituras do
interpretante, dentro de uma teia de significados possiveis, o que
implica dizer que a realidade ndo é uma sé e a mesma para todos.
O real fisico é, eminentemente, a representacédo da verdade de um
grupo e nao se constitui sendo como um (re)corte simbdlico do real
ou, analogamente e na esteira de Bakhtin, uma contengédo singela
da realidade, permeada por incessantes construgdes sécio-histdri-
cas, como ja dissemos.

Isto posto, ainda que alguns filmes parecam ensejar um dire-
cionamento monolitico para os nossos sentidos ou algum tipo de
controle simbdlico, aos moldes do signo saussuriano, dada uma mon-
tagem criteriosa das cenas e de suas sequéncias, enquadramentos,
iluminagdo, angulagéo etc.,, por parte do esforgo conjunto de direto-
res, roteiristas, atores, dentre outros, percep¢des sequer imaginadas
vém a tona, em virtude do universo particular de cada espectador.

Ainda assim, a questdo do modo dominante de representa-
cao e de seu carater politico necessita de nossa atencgao, pois insiste
em um regime estereotipado de certos grupos sociais, cristalizando
e disseminando preconceitos, ao que demos o nome de "“violéncia
da representagcdo” ou a condicdo mesma de toda e qualquer ten-
tativa que busca visibilizar alguns grupos, sobretudo formados por
pessoas brancas, heterossexuais, euro-estadunidenses e de classe
média, invisibilizando outros, a exemplo de indigenas, latinos, afro-
-americanos, asiaticos, os quais sdo geralmente assinalados como
primitivos, exéticos, tolos, subservientes, caricatos, etc. Seguiremos,
entdo, com uma breve descri¢cdo do Outro ndo-hegeménico, durante
algumas décadas da principal inddstria cinematografica mundial e,
posteriormente, a sugestédo de trabalho destas percepg¢des em sala
de aula, convocando os estudos dos Letramentos Visual e Racial

As representacdes desfavoraveis de certos grupos sociais
nem sempre passaram despercebidas por tedricos que examinaram
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producdes filmicas estadunidenses. Indigenas de aldeias diferentes
chegaram a reclamar de equivocos culturais e histéricos, pois alguns
deles eram retratados como guerreiros quando, na verdade, ndo pas-
savam de fazendeiros pacificos. Os hispanicos também protestaram,
reiteradas vezes, contra o rétulo de preguicoso, membro de gangue,
de “chicano” ultrarreligioso e/ou mal-intencionado, de revoluciona-
rio, toureiro, etc., enquanto suas mulheres eram associadas a danga
e a fogosidade. Representagdes preconceituosas também nao
pouparam os afro-americanos que desde o trafico negreiro sofrem
com o desejo velado, mas sistémico ou ad aeternum de dominagao
(Silva, 2017, p. 76).

Por sua vez, Giroux (1995) sustenta que a representagao do
mundo nas telas coloca o negro em severa desvantagem porque
embora a violéncia parega atravessar designadas fronteiras de classe,
raga e espaco social, a representagao da violéncia na midia popular é
vastamente retratada em termos raciais. Deste modo, a compreensao
generalizada que se tem € de que a vida urbana estd associada aos
crimes cometidos pela juventude negra, uma vez que a estética do
audiovisual assinala, recorrentemente, a desordem dos guetos, das
escolas decadentes, dos professores desanimados, dos arrastoes, do
desemprego e do édio social. Todo esse empenho em criminalizar o
negro afasta da sociedade branca quaisquer responsabilidades sobre
a violéncia e desigualdades enfrentadas por certos grupos sociais:

Como o contexto e as condigdes para a producdo de
representagdes violentas sdo justificados em nome do
entretenimento e dos lucros de bilheteria alta, os jovens se
véem cada vez mais tanto sujeito como objeto de violéncia
cotidiana e brutalidade (..) a cultura da violéncia tratada
com desdém pela televisao, videos e filmes é muito difun-
dida para ser ignorada ou rejeitada (Giroux, 1995, p. 05).

Quando falamos de violéncia da representagdo, ndo nos res-
tringimos ao &mbito cotidiano da agresséo fisica, da verbal ou da
coletiva das guerras; existe uma violéncia simbdlica das relagdes de
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poder que se esconde no apagamento do® outro quando ele deixa de
existir socialmente e ndo tem o direito de narrar-se. Esta questao é
redimensionada por Vattimo e Zabala (2011) quando ambos afirmam
que a violéncia, por si s6, prescinde dos insultos verbais e dos assas-
sinatos sanguinolentos. Bourdieu (1989), ao seu turno, coopera com
a nogao de violéncia simbdlica, exercida como forma de dominacgao:

N&o basta notar que as relagdes de comunicacéo séo, de
modo inseparavel, sempre, relagdes de poder que depen-
dem, na forma e no contetdo, do poder material ou sim-
bélico acumulado pelos agentes (ou pelas instituigdes)
envolvidos nessas relagdes [..]. E enquanto instrumentos
estruturados e estruturantes de comunicagéo e de conhe-
cimentos que os sistemas simbdlicos cumprem a sua
fungao politica de assegurar a dominagéo de uma classe
sobre outra (violéncia simbdlica) dando o reforgo de sua
prépria forga as relagdes de forga que as fundamentam e
contribuindo, assim, segundo a expressao de Weber, para
a "domesticagdo” dos dominados (Bourdieu, 2012, p. 11).

J4, para Ranciére (2005), a violéncia complexifica-se nas par-
tilhas desiguais de sentido, pois ndo temos acesso a tudo; hé verda-
des encobertas, em decorréncia de um mecanismo ao qual o autor
chama de “policia” Destarte, criam-se sentidos que sdo endossados,
em detrimento de outros que sdo ofuscados. Transpondo-nos para o
cinema, os valores dominantes da colonialidade e de suas estruturas
de poder enaltecem, sobremaneira, a branquitude, desfavorecendo
os demais grupos étnicos sutil ou escancaradamente, mas sempre
a exaustao, podendo propagar injustica, édio racial e descaso, ndo
obstante um enredo despretensioso ou aparentemente desvinculado
de alguma ideologia (Silva, 2017).

Constatamos, desta maneira, que a representagéao hegemo-
nica do Outro vem, desde o inicio de Hollywood, na chave essencialista
dos sujeitos subalternos, embora tenha havido algumas tentativas de
desestabilizagéo. Via de regra, o homem negro dos filmes das décadas
de 1910 e 1920 era caracterizado como lascivo, perigoso e causador
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de intrigas. Tomemos como exemplo O nascimento de uma Nagéo
(1915), de D. W. Giriffith, o qual apregoa, tenazmente, um arsenal de
falsidades ideoldgicas, a comegar pela inscrigao grafica, ja na primeira
cena: "O carregamento de Africanos para a América plantou a primeira
semente de desunido’ Inverdades como esta sdo agravadas pela atu-
agao jocosa de atores brancos que utilizavam uma técnica chamada
blackface, a qual consistia em pintar seus rostos com cortiga queima
da para encenar pessoas negras de indole duvidosa. Abaixo, o dese-
nho mostra a representacao caricata da populagdo negra, até meados
de 1940, quando ainda ha uso de blackface. O esquema é uma relei-
tura nossa do signo saussuriano nos sets de cinema, pois relaciona o
homem negro a significados restritos, ora como ameagador, ora como
o “preto velho” e servil, de acordo com sua compleigao fisica para uma
plateia, majoritariamente, branca. Concomitantemente, a mulher que
se consagra nas telas é a “Mammy’ reconhecida como boa cozinheira,
mas rabugenta, ao passo que a mulher negra magra era destinada a
papéis que ressaltavam sua sensualidade.

Esquema:

Fonte: SILVA (2017 p. 141).

Nos anos posteriores, 0 negro era extenuantemente estam-
pado como vitima e observador passivo de sua prdpria saga, ao
passo que a representagao da mulher negra persistia em atribuigoes
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estereotipadas, relacionadas a sua sexualidade exacerbada ou a sua
arrogancia, supostamente, nata.

Reiteramos que ao longo dos séculos, diretores afro-ameri-
canos apostaram incessantemente em produgdes independentes®,
as quais ndo contavam com o investimento de Hollywood. Houve,
no entanto, uma re-partilha do sensivel, em meados dos anos 1950,
guando despontaram atores glamurosos, sofisticados, inteligentes e
amaveis como Poitier e Belafonte, responsdveis pela sistematizagao
positiva da negritude, em uma época de militdncia (nédo) violenta
pelos Direitos Civis. Nos anos 1970, por exemplo, o movimento bla-
xploitation, inspirado pelas lutas antirracistas dos Panteras Negras e
de lideres como Martin Luther King e Malcolm X, da década anterior,
havia rearticulado a imagem do homem negro como viril, inteligente
e "descolado’, atuando nos espagos de poder e reconhecimento
como um detetive ou transitando por lugares de contravengdo com
relativo prestigio e glamour. A mulher negra, no entanto, persistia
na figuragcdo sexualizada, embora também ganhasse mais poder
e autossuficiéncia. J4, nos anos 1990, o desafio de diretores como
Spike Lee era o de retomar a temética do racismo e de seus efeitos
nefastos, enquanto a maioria dos filmes, a despeito dos levantes
populares e de outras lutas sociais, sublinhavam o afro- americano
como coadjuvante, na chave do "melhor amigo” do branco prota-
gonista. Alguns atores como Eddie Murphy, Wesley Snipes, Whoopi
Goldberg e Denzel Washington assumem maior destaque, ocasio-
nalmente, resvalando a estereotipia do negro cémico, atrevido, fan-
farrdo ou excéntrico.

Mas, a constatagdo de uma mudanga expressiva, deu-se, de
fato, durante a Era Obama (2009-2016), em que uma profusdo de
filmes realca a participagdo da negritude na causa abolicionista dos
séculos XVIII e XIX e na militancia pelos Direitos Civis, das décadas
de 1950 e 1960. Coincidéncia ou nao, foi durante o governo do pri-
meiro presidente de pele escura nos Estados Unidos que a temética
negra torna-se enredo tanto em produgdes timidas, como aquelas
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de orgamento mais robusto. Filmes, séries e documentarios ganham
as telas. O mordomo da Casa Branca (2013), Doze anos de escravidao
(2013), Selma - uma luta pela igualdade (2015), Os oito odiados (2016),
O nascimento de uma nagéo (2016) e Estrelas além do tempo (2017)
perfazem o rol de produgdes do grande circuito’, desde a posse de
Barack Obama, em 2009. E natural cogitarmos que o contexto politico
contemporaneo estivesse entrelagado com a feitura destas obras, de
alguma maneira, e que este tivesse mobilizado um campo de senti-
dos especifico. Afinal, é a primeira vez que a narrativa negra avanga
e pode ser contada como um épico, uma histéria com suas feridas,
porém, exitosa, uma vez que alcanga, concomitantemente, na vida
real, o cargo mais alto do governo. Neste sentido, hd o que Ranciere
denomina como politica ou re-partilha dos sentidos, isto é, o que

rompe a figuragéo sensivel na qual se definem as parcelas
e as partes ou sua auséncia a partir de um pressuposto
que por definicdo ndo tem cabimento ali: a de uma par-
cela dos sem- parcela. Essa ruptura se manifesta por uma
série de atos que reconfiguram o espago onde as partes,
as parcelas e as auséncias de parcelas se definiam. A ati-
vidade politica é a que desloca um corpo do lugar que lhe
era designado ou muda a destinagdo de um lugar; ela faz
ver 0 que ndo cabia ser visto, faz ouvir como discurso o
que sé era ouvido como barulho (Ranciere, 2005, p. 42).

Em outras palavras, a imagem convencional do negro como
lascivo, preguigoso, tolo, hipersexualizado, ingénuo ou passivo, pelo
viés homogeneizante do signo saussuriano assume, resultante de
um periodo sécio-histdrico diverso e de seus novos paradigmas, um
caréter politico que redistribui saberes, neste caso, por meio da arte
como forma de deslocamento, incémodo, deslumbramento e, sobre-
tudo, ressignificacdo. Nos filmes citados, tem-se uma temporalidade
de protagonismo para os afro-americanos, em uma esfera diametral-
mente oposta a anterior.

Pode-se dizer que este processo ininterrupto de construgao
de sentidos imbrica o esquema signico bakhtiniano, o qual concebe
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o significado como categoria subjacente ao contexto sécio-histérico
do diretor/produtor/roteirista/espectador, etc. Em nossa pesquisa,
notamos que se o filme sobre a trajetdria negra é realizado por uma
pessoa negra, ha énfase na coragem e na resiliéncia de seu povo,
guer durante as rebelides abolicionistas, as marchas pelos Direitos
Civis, os segregados do Jim Crow, os confrontos com a KuKluxKlan,
quer no combate a qualquer outra sorte de opressao. Em contrapeso,
quando o realizador é branco, hd uma exaltagado da valentia de um
personagem branco, na defesa da causa negra, pois ele acredita na
conciliagdo do povo estadunidense (Silva, 2017, p. 141-144). A guisa
de ilustragdo, apropriamo-nos do esquema de Souza (2004, p. 119)
sobre o signo bakhtiniano, ao seu turno, uma reinterpretagdo do
signo de Saussure, acrescido dos referentes contextuais (intérprete,
sujeito e seu locus de enunciagao):

Fonte: SOUZA (2004, p. 119).
SILVA, 2019

De acordo com a nossa interpretacdo do diagrama de Souza,
a desconformidade na narrativa de diretores negros, em relacdo as
mesmas histdrias contadas por brancos é evidente, mas vale a res-
salva de que a maioria dos filmes dirigidos por negros ainda conta
com o dinheiro de produtores brancos, a exemplo de Doze anos de
escravidao de Steve McQueen, na direcdo e Brad Pitt, na produgao
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(Silva, idem). Em filmes assim, o branco também aparece para ajudar
0 negro nos conflitos raciais, como explicitamos abaixo:

Fonte: SILVA (2017 p. 144).

Resta-nos saber se a proeminéncia de diretores negros e suas
tematicas pedagdgicas e reivindicatérias persistirdo no governo de
Donald Trump. Se depender das redes sociais, sim, visto que a pouca
representatividade destes filmes nas premiagdes de 2015 e 2016 oca-
sionou manifestos de grande repercussao, a exemplo do #oscarsowhite.

O rompimento da representagdo hegemdnica visa uma
redistribuicao de sentidos estéticos e politicos mais equanime e, por
consequéncia, menos desigual no mundo vivido. Quando voltamos
nosso olhar para questdes de género, por exemplo, constatamos que
a desigualdade é mais abrangente, pois intersecciona opressoes
como explica Collins:

Primeiro, o pensamento feminista negro promoveu uma
mudanca paradigmatica fundamental na maneira como
pensamos sobre as relagdes injustas de poder. Ao abragar
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um paradigma de interse¢do de opressdes de raga, classe,
género, sexualidade e nagéo, bem como de agéncia negra
feminina individual e coletiva dentro deles, o pensamento
feminismo negro reconceitualiza as relagdes sociais de
dominagao e resisténcia (Collins, 2000, p. 273).

A socibloga brasileira Sueli Carneiro, por sua vez, nos atualiza
com mais um tipo de violéncia interseccional, a "estética’, posto que
impde padroes étnicos de beleza a mulher negra:

Em relacdo ao tépico da violéncia, as mulheres negras
realcaram uma outra dimensdo do problema. Tem-se
reiterado que, para além da problematica da violéncia
doméstica e sexual que atingem as mulheres de todos
0S grupos raciais e classes sociais, hd uma forma espe-
cifica de violéncia que constrange o direito a imagem ou
a uma representagdo positiva, limita as possibilidades
de encontro no mercado afetivo, inibe ou compromete o
pleno exercicio da sexualidade pelo peso dos estigmas
seculares, cerceia 0 acesso ao trabalho, arrefece as aspi-
ragOes e rebaixa a autoestima. Esses sdo os efeitos da
"hegemonia da branquitude” no imagindrio social e nas
relagdes sociais concretas” (Carneiro, 2003, p. 122).

Por fim, as praticas de Letramento Critico envolvem sempre
uma relacdo eu- outro. Como sustenta Souza (2016), ao procurar
redefini-las, é preciso que o aprendiz aprenda a "“ler se lendo” e
descubra que seu mundo, seus valores e seus significados se origi-
naram na coletividade:

Isso significa que j& ndo basta entender o letramento
critico como um processo de revelar ou desvelar as
verdades de um texto construidas e tendo origem no
contexto do autor do texto. Entendemos agora que o pro-
cesso € mais amplo e complexo: tanto o autor quanto o
leitor estdo no mundo e com o mundo. Ambos - autor e
o leitor -sdo sujeitos sociais cujos “eus” se destacaram
de e tiveram origem em coletividades sécio-histéricas de
“nao- eus”; isso nao apenas cria um sentido de identidade
e pertencimento para o sujeito social, mas também uma
consciéncia histérica (Souza, 2016, p. 03).
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Em consonancia com Souza, Vattimo e Zabala (2011) propdem
o enfraquecimento de qualquer metafisica ou fundamento nocivos
sobre o Outro, reforgados pelos sistemas de produgao simbdlicos,
a exemplo da midia audiovisual. Se a violéncia da representagao
contra os afro-americanos deu-se, mormente, pela figuragao estere-
otipada de personagens irrelevantes ou que apenas ancoravam pro-
tagonistas brancos, tal regime hegemdnico sofre, com o passar dos
anos, rupturas que suscitaram representagdes mais positivas. Isto sé
é ou foi possivel, em decorréncia de contextos sécio-histdricos que
ressignificaram verdades pré-estabelecidas. A fim de realizarmos um
trabalho com o letramento critico (visual e racial), reiteramos Souza
(2016), para quem uma poés-critica sé pode ser aguela que busca a
origem sdcio-histérica dos significados que atribuimos aos textos.

O estudo do cinema, em sala de aula, pode se configurar
como territério decolonizador, a partir do momento que tanto cren-
cas totalizantes como conceitos bindrios de “centro e margem’, ‘mais
civilizado e menos civilizado’, ‘igual e desigual” etc. sdo problemati-
zados (Monte Mor, 2018), diminuindo distancias e injustigas sociais.
O professor de cultura, lingua e literatura estrangeira, cuja praxis se
alinha a uma proposta social, transdisciplinar e transversal e que
pretende analisar filmes com os seus alunos, tem de se inteirar de
contelidos outros que ndo somente os da sua area especifica de
atuagdo. Além de pedagogias educacionais criticas, € importante
estudar Histéria dos Estados Unidos, histéria da representagao
filmica, epistemologias decoloniais, de género e de raca e, mais
especialmente, o cinema e suas convenc¢des enquanto linguagem
multimodal. Logo, sugerimos que o aluno (re)pense como as rela-
¢Oes de poder sdo firmadas, a relevancia dos papéis, de acordo com
a raga, o género, a classe social, econdmica, cultural, religiosa, etéria
etc. dos personagens; o quanto esta figuragdo é ou nao estereoti-
pada, discriminatdria, subalternizada, bem como a questao inevitavel
sobre a importancia da representatividade de determinados grupos

no audiovisual. Por fim, podemos tragar um paralelo com o que é

|II
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dominante em nosso pais, em que instancias ha racismo, machismo
e demais hierarquias de desigualdade e com qual frequéncia estas
discursividades aparecem nas midias. Tal investigagdo ultrapassa o
espaco escolar, ou seja, implica também em sondar o que a(s) comu-
nidade(s) pensa(m) sobre o assunto a ser discutido, em um exercicio
de expanséo interpretativa, como prescreve Monte Mér (2018).

Espera-se que o resultado seja a multiplicidade de percep-
¢oes, de si e do outro, re-partilhas mais igualitarias dos sentidos,
em um espaco dissensual; porém, sempre em prol da formacao de
identidades menos violentas.
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PHILOSOPHICAL
INQUIRY

IN RELATION

TO IMAGES



VISION AND RE-VISION OF
REPRESENTATION THROUGH
GENEALOGY AND CULTURAL

TRANSLATION




INTRODUCTION:
PHILOSOPHICAL AND SOCIOLOGICAL APPROACHES
T0(VISUAL) LANGUAGE AND CULTURE™

Why should one insist on philosophical and sociological
perspectives in order to think of social relations and education?
Why would anyone attempt to, deliberately, eliminate philosophy
and sociology from school curricula? In times of overabundance of
hegemonic mass and social media communications - ever more
present and virtually prodded -, how does one make sense of social
relations? In times of conspicuous presence of glocal relations
(Robertson, 1995) and communications - all of which being politicized
-, how can one deal with superdiversity and pluriversality intrinsic to
these realms? In times of extremisms, fascisms, neoliberalism, and
so many other isms more and more present in many nation states
(Brazil included) in the world, how does one acknowledge their own
roles within the placement of such isms? Moreover, what are the
roles of language (visual language) and culture (cultural translation)
within these contexts, especially in times of political clout and
polarization, of non-dialogue and violence? By the same token, what
does language education, philosophy and sociology have to do with
all this? Too many whys, hows and whats.

Albeit complex and multifaceted, these questions are at stake
for everyone who wishes to ethically respond to, and collectively
unpack the challenges every citizen faces every time she gets
reluctant, surprised, shocked, frustrated, coerced and/or shaken by
the religious, racist, homophobic, anti-environmentalist, pro-guns,
market-driven + corporate + neoliberal, and authoritarian decisions
the present Brazilian government has taken. Let us face the facts
through some of the most recent (shocking) snapshots:
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- How Bolsonaro's Chaotic Foreign Policy Worries the Rest of
South America. Diplomats across the region have begun to
regard Brazil as a source of instability™.

- An Official In Brazil's New Right-Wing Government Said
“Boys Wear Blue And Girls Wear Pink™ It's a new era in Brazil:
Boys wear blue and girls wear pink. Brazil's new minister for
women, family, and human rights tweeted™

- Brazil's Bolsonaro ridiculed after tweeting explicit carnival
video. Brazilian president tweeted pornographic clip repor-
tedly filmed during carnival in apparent attempt to hit back
at criticism®,

- ‘Exterminator of the future’: Brazil's Bolsonaro denounced for
environmental assault. Jair Bolsonaro is transforming Brazil
into an “exterminator of the future’) the activist and politician
Marina Silva has warned, as she and seven other former
environment ministers denounced the far-right president's
assault on rainforest protections™.

These are some of the recent projections of Bolsonaro's
government; unfortunately, the list is endless. This political clout is not
new in our history, neither are political corruption and the maintenance
of social inequality and disenfranchisement. Nonetheless, what is
unbeknownst in our history is the positive support given - by many
millions of Brazilians - to snapshots such as the ones aforementioned.
Thus, how can one find laughter in racist and homophobic jokes?
How can one even try to minimize the effects of such attitudes by
calling them mi mi mi®? How can a Brazilian possibly discriminate
LGBTQIA+ communities and often times kill them just because they
are not framed within the heterosexual matrix? How can one support
misogyny? How can a Brazilian stand in favour of deforestation and
destruction of its own land? How can anyone support the insanity of
this misgovernment? Many more hows.
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At this point, it becomes crystal clear why education in
general, and philosophy and sociology specifically, are being not
only demoralized, but also vanished from the agenda. For philosophy
makes one think, rethink and think through perspectives other
than theirs, and for sociology provides the analytical tools for one's
understanding of society and human relations, it is safe-bed to
assume that an authoritarian government would rather seek citizens
who passively agree with its unsustainable, anti-human rights
decisions. Isn't it easy to understand why Marx and Freire have also
been eliminated from the educational agendas?

As manipulation and massification have been basically
promoted and spread through mass and social media by this
government - images have played a pivotal role within this scenario
- this paper summons the reader to help us not only find prompt
answers to the questions posed in the beginning of this section, but
also to philosophically and sociologically position them(our)selves in
relation to such grim political/educational scenario.

Based upon Foucauldian and Derridean post-structuralist
philosophy of language, Sousa Santos and Menezes de
Souza's sociological approaches to language, Hall's productive
conceptualization of culture and on Mirzoeff, Stam and Shohat's
visual studies, this paper seeks to engage with discussions on visual
culture, cultural translation and language education in an attempt to
tackle some of the questions posed in this chapter.

Moreover, visual culture is related to culture since it refers
to the images a culture produces and consumes in order to teach
subjects how to fit into dominant ideologies and, thus, turn them
into legitimate members of specific cultural groups. In the age of the
digital, imagetic language has become central to the representation
of culture since there is a predominance of visual forms of media,
communication and information. In fact, nowadays, we experience
culture predominantly based on visual experiences mediated by
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technology that similarly to verbal language create a visual culture
that is not natural but social and cultural.

Of qualitative/interpretative nature, this reflection is divided
into five main sections: section one problematizes visual culture other-
Wise by means of the genealogy of invisible bodies. Next section
evolves from the grammar-translation model to cultural translation
in visual culture. Then, it revisits and deconstructs dominant literacy
models through cultural translation. Finally, this genealogical
perspective towards the visual shows how the traditional historical
formations have taken over back again the political and educational
scenarios in our country, and thus sadly promoted a politics of
manipulation and alienation. Therefore, genealogy has the potential
to lessen the alienation provoked by the invisibility of certain bodies
and the narratives they create to tell their stories. Moreover, the
re-readings of the world through cultural translation can subvert
hegemonic representations and reveal the mechanisms that a culture
uses to mold and even manipulate our perceptions of “the real”

VISUAL CULTURE OTHER-WISE:
TOWARDS A GENEALOGY OF INVISIBLE BODIES

In this section, we briefly discuss the new roles visual culture
assumes in contemporary language education. We also point to
the need of cultural translation. In a few words, we define culture in
accordance with Stuart Hall (1997, p. 2) for whom

Primarily, culture is concerned with the production and
the exchange of meanings - ‘the giving and taking of
meaning' - between the members of a society or group.
To say that two people belong to the same culture is to
say that they interpret the world in roughly the same
ways and can express themselves their thoughts and
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beliefs about the world, in ways which will be understood
by each other. Thus culture depends on its participants
interpreting meaningfully what is happening around
them, and ‘making sense’ of the world, in broadly similar
ways” (Hall, 1997, p. 2).

In relation to language and culture, the author goes on to
argue that “culture is about shared meanings and language is the
privileged medium in which we make sense of things, in which
meaning is produced and exchanged. Meanings can only be shared
through our common access to language” (Hall, 1997 p. 1). By
juxtaposing language and culture otherwise, Hall not only questions
this dichotomy by claiming their interdependence, but also doubts
many of the divisions put forward in relation to culture: higher (elite)
x lower (popular) language and culture, Big C x little ¢ culture, global
x local languages and cultures.

That being said, Hall rightly contends that culture and represen-
tation are intimately connected in what he calls The Circle of Culture:

Image 10

Source: HALL, 1997 p. 1.

115



Culture is a complex and intricate web of social dimensions
in which representation, regulation, identity, consumption and
production walk hand in hand with language and contexts in order
to produce meanings, cultural meanings. We agree that “things in
themselves rarely if ever have any one, single, field and unchanging
meaning” (Hall, 1997, p. 3) thus meanings are intertwined within this
complex circle of culture:

Our whole conception of ourselves as a people,
individually and collectively, is based on those pictures
and images which may or may not correctly correspond to
the actual reality of the struggles with nature and nurture
which produced them in the first place. But our capacity
to confront the world creatively is dependent on how
those images correspond or not to that reality, how they
distort or clarify the reality of our struggles. Language as
culture is thus mediating between me and my own self;
between my own self and other selves; between me and
nature. Language is mediating in my very being. And
this brings us to the third aspect of language as culture.
Culture transmits or imparts those images of the world
and reality through the spoken and the written language,
that is through a specific language (Ngugi, 1986, p. 15).

Therefore culture (intrinsically connected to language) in
this vein questions some naturalized views, so to speak: 1. Culture
as a synonym of Nation-state and as Edward Said (1993) puts it, this
vision can bring severe consequences (for example, some nations/
cultures are more prestigious and recognized as superior to others);
2. Culture is necessarily seen within binary oppositions (for example,
high culture versus low culture, developed vs underdeveloped,
modern vs primitive); 3. Culture as the representative of the civilizing
mission of llluminism in the sense that there are some peoples who
consider themselves more developed and cultured thus it is their
duty to illuminate the ‘primitive’ barbarian' peoples; 4. Culture means
material artifacts as the one presented in museums, crafts, fairs, etc.;
5. We experience a global culture (in this view, local cultures are
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taken as inferior or have to surrender to global imposition). These
hegemonic views of culture need to be problematized provided
that they influence social relations at global and local levels, often
times supporting racisms, misogyny, sexism, and homophobia,
amongst others.

Conversely, the debates on visual culture contend that
"The emergence of visual culture as a transdisciplinary and cross-
methodological field of inquiry means nothing less and nothing
more than an opportunity to reconsider some of the present culture's
thorniest problems from yet another angle” (Rogoff 2002, p. 26). In
the views of Shohat and Stam (2002, p. 37), “visual culture' as a field
interrogates the ways both art history and visual culture have been
narrativized so as to privilege certain locations and geographies
of art over others’, and later claim that this happens “often within
a stagist and ‘progressive’ history where realism, modernism and
postmodernism are thought to supersede one another in a neat and
orderly linear succession Thus, the authors are willing to address
"visual culture in a way that does not always assume Europe as the
normative culture of reference” (Shohat; Stam, 2002, p. 37).

An example is the complex racial representations in social
media in Brazil which create juxtapositions and ask us to position
ourselves in relation to representations made in mass media, social
media and other contexts. Following Schwartz (1996, p. 25), since
the colonial period, "these distinctions based on color, occupation
and status produced a complex system of multiple hierarchies of
honor and esteem”. Still according to him, “this tended to reduce the
complexity to contrasting dualisms” This means that up to today,
mesticos, mamelucos, blacks and pardos have all been categorized
within the non-white side. What we see here is the historical structure
of the modern/colonial world that, as Mignolo and Schiwy (2002)
defend, assumes that “the colonial difference is the logic of colonial
dichotomies” (p. 252). Therefore, to negotiate colonial difference, the
social position of black bodies has to be

17



compulsively told and retold repeatedly, since every time
more and more the retellings are perceived as being
simultaneously rewarding (convince the narrator of his/
her own supremacy) and terrifying (since they remind the
narrator of the fictional and tenuous qualities of his/her
own supremacy (Menezes de Souza, 2004, p. 124).

On the meme below, taken from a post made on Pinterest by
a friend of the researchers on a national holiday, the visual language
uses symbolic language to represent the expectation/reality
dichotomy. The “expectation” scenario for the holiday is constructed
by an image that shows two white feet seemingly relaxed on the
beach (suggesting vacation), whereas the photograph on the right
reads “reality’; while the image is reconfigured with two black feet, a
broom, and a floor being washed (suggesting housework, cleaning
and work). The juxtaposition of both images, as we have indicated so
far, retells again and again the white man’s story about black bodies,
by positioning them in the base of the social pyramid and does this
in naturalizing ways. Moreover, it repeats colonial images of black
bodies "washing away” their color (and race) by using a white soap
and therefore, reproduces the Victorian allegory that “the magical
fetish of soap promises that the commodity can regenerate the
Family of Man by washing from the skin the very stigma of racial and
class degeneration” (Mcclintock 1998, p. 310).

Along with the subtitle “The social and racial contrast in two
images’, it portrays and delates two very different realities. On the
top there is the graduation of the Faculty of Medicine of the Federal
University of Rio de Janeiro and below we can see street sweepers
who work for the Rio de Janeiro City Hall participating in a strike
against the delays in the payment of their wages. Both pictures were
taken in 2015.
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Image 11 - Expectation and reality

Source: Pinterest'®

These memes raise questions that relate race to social class
and lifestyle in Brazil. White people can occupy positions of prestige
in our society, such as becoming physicians and consequently can
afford expensive vacations near the sea. On the other hand, black
people in our country are caught in the legacy that was inherited
from the historical process of slavery and these power relations are
inherent in such visual representations and made explicit.

Besides that, those memes reflect and reinforce stereotypical
perspectives on the black/white dichotomy. For Hall (1997) “(...) we
need to reflect further on how this racialized regime of representation
works. Essentially, this involves examining more the set of
representational practices known as stereotyping” In the words of the
author, "So far, we have considered the essentializing, reductionist,
and naturalizing effects of stereotyping (...) as a signifying practice,
it is central to the representation of racial difference” (Hall, 1997, p.
257). Still according to Hall (1997, p. 258), stereotyping is part of “the
maintenance of social and symbolic order. It sets up a symbolic
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frontier between the 'normal’ and the ‘deviant; the ‘normal’ and the
‘pathological; the ‘acceptable’ and the ‘unacceptable; what belongs
and what does not or is Other, between ‘insiders’ and ‘outsiders™ and,
eventually, “"Us and Them" “This racialized discourse is structured by
a set of binary oppositions. There is the powerful opposition between
‘civilization’ (white) and ‘savagery’ (black)" (Hall, 1997, p. 243).

Image 12 - The social and racial contrast

Source: Site de Midia Ninja"”

In order to understand what is at stake in both images,
Menezes de Souza (2009) calls for the need of critical self-reflexivity:

What the approach indeed proposes is that the
frameworks which produce the fundaments on which
community truths are based (and in terms of which
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readings and interpretations are deemed valid) need to be
seen as contingent (historically variable and contextually
dependent). This perception of the contingency (and not
the lack) of socio-historic frameworks of fundaments of
truth and ethics and social justice requires what Hoy calls
‘critical self-reflexivity’ or more simply, the understanding
that one's truths and fundaments are the products of
one's own history and community (Menezes de Souza,
2009, p. 88).

It is, therefore, critical self-reflexivity that can create a space
for visual supplements to come into existence and create a play
(Derrida, 1978) to the already existing structure making it suffer a
displacement. In the next visual example, the Vitruvian man (image
13), Leonardo da Vinci's symbol of the Renaissance that places the
man with the perfect proportions in the center of the universe is
displaced by Harmonia Rosales’ Black Vitruvian woman (image 14)
from her collection B.IT.C.H - Black Imaginary To Counter Hegemony.
As Harmonia Rosales reveals in her website, in this collection this
displacement is achieved by “replacing the white male figures
(the most represented) with people | believe have been the least
represented. By contemporizing the meaning behind these iconic
paintings we can begin to recondition our minds to accept new
concepts of human value."®
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Image 13 - The Vitruvian man

Source: Leonardo da Vinci's page®

Image 14 - Black Vitruvian Woman

Source: Harmonia Rosales on Pinterest?®
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If the Vitruvian man is the structure, the center that opens up
and closes off the play it makes possible, this visual center, which
is unique, "while governing the structure, escapes structurality”
(Derrida, 1978, p. 279). The Black Vitruvian Woman, on the other hand,
with her repetitions, substitutions and transformations brings other
human bodies with their own histories into play. This visual revealing
of bodies and discourses that have been kept invisible and silenced
repeat master narratives while substituting the dominant perspective
with the view from "below’, from the margins of dominant narratives.
This would be the “event’, according to Derrida, that causes “a rupture
and a redoubling” (p. 278) to the structure, transforming our beliefs,
influencing our values and changing the way we see things.

By all means, the event rethinks the visual structure by
repeating some of its structural aspects and critically expanding and
reviewing others. The authors of visual utterances use digital media
as active, agentive participants

who speak in the given language, who structure
utterances in that language and who therefore introduce
into the potentialities of language itself their own
actualizing language intention. Thus, there are always two
consciousnesses, two language-intentions, two voices and
consequently two accents participating in an intentional
and conscious artistic hybrid (Bakhtin, 1981, p. 359-360).

The dialogic relation created between the images contrasted
above establish a negotiation of cultural difference while meaning
emerges from those sociocultural and ideological tensions. Centrifugal
and centripetal forces operate in this dialogical meaning-making
process since the Black Vitruvian Woman is not just a rupture, but also
"aredoubling” (Derrida, 1978, p. 278). The re-interpretation by Harmonia
Rosales above, “Instead of avoiding the black body’ because "“it has
been so caught up in the complexities of power and subordination
within representation” (Hall, 1997, p 274), the artist positively "takes the
body as the principal site of its representational strategies, attempting
to make the stereotypes work against themselves” (lbid.).
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The black, female body dialogically and symbolically displaces
the default Vitruvian Man, his masculine, white and European
Modern epistemologies and their scientific rationality and objectivity.
Colonization, in this sense,

provided a model for the subalternization of knowledge,
which was then reconverted after the eighteenth
century and inscribed onto the nation-state ideology.
At the end of the twentieth century, we are witnessing
a desubalternization or, if you wish, a decolonization of
knowledge that places translation/transculturation in
a different epistemological level and structure of power
(Mignolo; Schiwy, 2002, p. 21).

At the same time that visually the body of the Vitruvian Woman
is caught up in Western epistemologies and systems of thought, her
subaltern position enables her to question the dominant masculine
cosmo-vision by not submitting herself to processes of integration or
assimilation to the hegemonic values. Therefore, Menezes de Souza
(2007, p. 11) reminds us, that this emergent subjectivity as

a social subject, passes from being a mere character
in a modernist story told by someone else (unknown),
politically, in the postmodern context, to be the narrator
of their own history. It is important to remember that in
this process of telling your own story, one is no longer
in the totalizing modernist context of a concealing
homogeneity, of a single story or master narrative; in
the context of postmodernity, on the contrary, the social
subject is invariably found in the crossing of multiple and
heterogeneous histories, cultures and ideologies that
contribute in varied and complex ways to their formation
(our translation).

De-centering and différance (Peters & Biesta, 2009), or
engaging with other forms of looking into life is what this image
invokes. “As saying something, not just about the people or the
occasion, but about the Otherness, their difference. Difference has
been marked (...) Difference signifies. It speaks” (Hall, 1997, p. 230).
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Moreover, just like cultural, digital and linguistic turns, the
visual turn can be understood as "the crisis caused by modernism
and modern culture confronting the failure of its own strategy of
visualizing. In other words, it is the visual crisis of culture that creates
postmodernity, not its textuality” (Mirzoeff, 1998, p. 4). Modernity
created its own code of visuality and turned invisible bodies and
languages that didn't conform to the male, white, heterosexual and
middle class dominant visibilities.

There is no doubt that images as signs are here to stay and
call on us to theorize on them as language, since “While print culture
is certainly not going to disappear, the fascination with the visual and
its effects that was a key feature of modernism has engendered a
postmodern culture that is at its most postmodern when it is visual”
(Mirzoeff, 1998, p. 4). However, we resist structuralist models of
analysis and interpretation that seek to establish the grammar or
syntax of the visual mode of meaning-making and try to reiterate, in
the next session, the cultural aspect present in the construction and
interpretation of visual language.

FROM THE GRAMMAR-TRANSLATION
MODEL TO CULTURAL TRANSLATION
IN VISUAL CULTURE

Modernity cultivated the culture of Enlightenment by seeking
the legitimation of the human sciences, since there was a need to
relate science to Truth and nurture the belief that there is only one true
way of reading reality and this would be the reading science makes
of the real. Therefore, the disentanglement between knowledge and
what is considered religion, opinion, ideology and myth (Seidman,
1994, p. 3) was necessary and, more importantly, “the distinction
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between mind and world and the view that language functioned
as a neutral medium for the mind to mirror or represent the world"
(Seidman, 1994, p. 3). The scientist, the central figure of the process
of purification of the mind from the social conditions in which it was
formed (Latour, 1993), is a modern artifact with the ability to read the
world from nowhere (Menezes de Souza, 2011).

This "process of mathematization and professionalization”
(Seidman, 1994, p. 4) of the human sciences organized knowledges
around an ideology of scientific Enlightenment and social progress.
Modernity taught us to believe in the abstract, generalized and
objective truths science “invented” since western knowledge was
unable to recognize that these scientific truths have been historically
constructed in the midst of a wave of veneration of western reason.
This embodied reason though belonged to subjectivities of the global
North and had a certain gender, color of skin, religion and sexuality,
came to be seen as universal. Postmodernity seeks to expand
this fictional center where all wisdom emanates and introduce
knowledges that emerge from “Other” subjectivities whose identities
don't necessarily fit the model of modern humanism:

In other words, the postmodern turn in the human studies
is linked to the rise of a social condition of postmodernity.
A postmodern reconfiguring of knowledge is thus
crucial to understand the contemporary west and to
preserve a connection between the human studies and
its emancipatory aims. Proposals for a human study
that is deconstructive or genealogical and that imagines
altered relations between knowledge and power and
between knowledge producers and citizens are intended
to preserve the critical spirit of the Enlightenment in a
postmodern culture (Seidman, 1994, p. 4).

Seidman (1994, p. 4) defends that the postmodern turn in
human sciences demands a reconfiguring of knowledge and society.
In this epistemological shift, knowledge is perceived as related to
guestions of power attributed to certain subjectivities (ontologies) and
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their ways of knowing the “real” while they turn invisible and oppress
other kinds of knowledges that have been “suppressed, silenced,
and marginalized” (Sousa Santos, 2018, p. 8). These knowledges
“rather than abstract universality, they promote pluriversality” (Sousa
Santos, 2018, p. 8). In the words of Seidman (1994):

The shift from metanarratives to local narratives and
from general theories to pragmatic strategies suggests
that in place of assuming a universal mind or a rational
knowing subject, we imagine multiple minds, subjects,
and knowledges reflecting different social locations and
histories. (Seidman, 1994, p. 5).

In the introduction to his groundbreaking collection of thinkers
of the postmodern turn, Seidman (1994) mentions that “Foucault
speaks of dominant and subjugated knowledges, multiple subjects
or producers of knowledges, and the interconnection of knowledges
to various axes of domination and resistance.” (p. 6). On the other
hand, Rorty (1994) openly declares philosophy’s failure to take into
consideration the pluriversality of human thinking:

Philosophy assumed the role of legitimating science
as knowledge. Toward this end, philosophy assumed
a separation between the knowing mind and the
world; language was viewed as a neutral medium of
representation and knowledge was framed as a mirroring
between word and world (apud Seidman, 1994, p. 6).

This mirroring between word and world is the founding
stone for the approach to language teaching known as the grammar
translation method of language teaching, the most traditional teaching
methodology for studying Ancient Greek and Latin, that focuses on
the translation of classical texts using grammar and vocabulary not
in order to speak and communicate meaning, but for the need of
translating. This approach to teaching languages, not only foreign
ones but also mother-tongues, became dominant during modernity
and promoted its legitimation of science since in linguistics the
standardization of language by studying syntax, grammar, phonetics
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and phonology sought to create areas of study that would study
linguistic phenomena in a synchronic manner. Variations were put
aside, forgotten and silenced since the desire to be accepted as a
science demanded the mathematization of how languages work.

Yet, this structuralist and transparent way of perceiving
language does away with the imagery, the visual representations or
images that come to mind when verbal language is used. Inevitably,
the cultural context where verbal language is employed influences
the imagery of those who are engaged in constructing meanings.
An example of this cultural aspect of languages can be observed
when we google a New Year's wish in two distinct languages: Happy
New Year in English and wan vin in Hebrew. Linguistically the
happiness aspect is missing in Hebrew that wishes “A good year"
in literal translation.

Image 15 - Happy New Year

Source: Page of Times Now News?

Image 16 - win OIdN

Source: Page of Brachot?
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The images that appeared on Google show that the Christian
visual imaginary on New Year is differently constructed from the
Jewish one. Visually and symbolically, the New Year in most parts
of the world, influenced by the dominant Christian imaginary is
represented with colorful fireworks going off on the turn of the
year suggesting an explosion of happy feelings. On the other hand,
win vian, or Happy New Year, in the Jewish imaginary, is represented
with different symbols of “sweetness’, such as apples, honey and
pomegranates while wishing for a sweet year. In this culture, a good
year is measured by its sweetness.

In a modern conception of language, the sign “New Year"
is not perceived as constructed, but as a given, a reality. The
displacements that occur in the space that is opened between the
signifier (the word) and the signified (the meaning) are silenced and
there is a tendency to homogenize the meanings for all producers,
consumers and interpreters. However, as Menezes de Souza (2004)
explains this view seeks to disengage meaning from its social and
historical context that produces both language and the referent. On
the other hand, when a sign is culturally and socially perceived, a
process of disentanglement between the signifier and the signified
occurs that admits the induction of the producer and interpreter of
meaning in the meaning-making process.

In the example presented above, a postmodern analysis of
the different images that the other languages and cultures bring
to mind when they represent visually the “New Year’, can point to
the absence of a fixed reality that is represented in a transparent,
unmediated manner. As Menezes de Souza (2004, p. 115) discusses,
this view of reality and representation suspends the historical and
social dimension of the perception of language. Therefore, the
process of cultural translation is “not just inter-language but inter-
cosmologies” (Mignolo; Schiwy, 2002).
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Ngugi (1986) in his groundbreaking, though controversial
book Decolonizing the mind, associates language to culture and
image-forming:

Language as culture also has three important aspects.
Culture is a product of the history which it in turn reflects.
Culture in other words is a product and a reflection of
human beings communicating with one another in the
very struggle to create wealth and to control it. But culture
does not merely reflect that history, or rather it does so
by actually forming images or pictures of the world of
nature and nurture. Thus, the second aspect of language
as culture is as an image-forming agent in the mind
of a child (p. 15).

In the example of the images that are brought to mind when
the wish for a Happy New Year is made in the two languages bespeak
the cultural aspect of languages and their imagery and assume that
not only verbal languages need cultural translation, but also visual
ones. This would create a rupture in the structuralist notion of the
"grammar” of visual design and make us explore other possibilities of
meaning-making through the fascinating maze of cultural translation.

Alas, grammatically oriented teaching methods are of interest
to academics or dilettantes fascinated with languages in a linguistic
or intellectual manner. This view defends that the use of a language
that obeys the standardized (and invented) rules of language reflects
a superior way to describe reality and has become dominant in
modernity in our teaching practices. Yet, the dichotomy between
semantics and pragmatics points to this misconception of language
that exists out of context and is neutral and objective in the way it
constructs its meanings.
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REVISITING AND DECONSTRUCTING
DOMINANT LITERACY MODELS
THROUGH CULTURAL TRANSLATION

The dominant literacy models have basically fostered a
language education that focuses on memorization, linearity and
normativity. Often times this leads teachers to concentrate on
the teaching of grammar rules and vocabulary, thus reinforcing
hegemonic views of language and neglecting language variation.
The question we raise here is the thin line that separates what is
considered creativity from the concept of "mistake” To illustrate our
point we bring three examples of phonetic spelling of words. In the
first case (images 17 and 18), we refer to the Brazilian landscaper
Lindomar Lourengo Martins, popularly nicknamed Jaburd, employee
of the Jaciara City Hall in Mato Grosso who wished to bid Merry
Christmas to his fellow citizens in a bed of grass. He spelled “Felis”
instead of Feliz, spelling the word in a phonetic manner, since what we
hear is /felis/. Still, an uproar occurred on the social media. Someone
who was passing by took a picture of the message Lindomar was
mowing, causing the linguistic bias and language police to laugh
at the good intention of the landscaper. The City Hall itself came to
the defense of the employee by denouncing the reaction that turned
Lindomar's good intention into a laughing stock.
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Image 17 - Felis Natal Image 18 - City Hall's Pronouncement

Source: Portal do Amazonas® Source: Portal do Amazonas

Image 19 - Visual contrast between Brazil and Brasil

Source: Reddit page Brasif*

On the other hand, in image 19 we can see an outdoor that
reads "O Brazil t& matando o Brasil, a verse taken from Mauricio
Tapajos and Aldir Blanc's famous song “Querelas do Brasil’, a title that
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makes reference to Ary Barroso's "Aquarela do Brasil' While "Aquarela
do Brasil” glorifies the natural beauties, culture and people in Brazil,
"Querelas do Brasil’, or "Brazil's squabbles” denounces a Brazilian
elite that oppresses and turns invisible the popular cultures in this
country. In the verse "Brazil is killing Brasil’, the simple substitution of
the letter s, makes the spelling of the word in English in opposition to
the Portuguese spelling.

As a response to the reaction in the social media, the
landscaper immediately mowed his message on the lawn and his
written mistake led to its erasure, became a kind of “non-writing"
This leads us to reflect on how we can think critically about the
linguistic phenomenon of the “mistake” in digital times when texting
has created new language varieties characterized by their written
informality, but also completely separated from written language
outside the technological spaces. These digital languages are
abbreviated because of the accelerated forms of communication in
digital times. Shlowiy (2014, p. 458) states four forms of abbreviation: 1,
Initials and acronyms (“LOL" for “Laughing Out Loud); 2. Substitution
of “a letter by another letter, a group of letters by a letter, or by a
number. This reduces redundant letters and makes substitution to
improve correspondence with the spoken word. It attempts to get
rid of difficulties of current spelling” (“thnx" for “thanks"); 3. Letter
omission (“abt” for "about") and 4. Emoticons and other pictograms

(&, =)

This abbreviated and economic written language register,
used in the digital, has penetrated our lives, however users of this
language are contextually sensitive and employ it only when they're
involved with digital media. Nevertheless, although the phonetic
spelling of words is common on social media, outside the digital
world the "incorrect” substitution of any letter is seen as a mistake.

What should our toolbox be in this analysis? On which
basis, does the first manifestation receive an outcry from people on
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social media? And on which grounds is the second one accepted
as artistic and innovative language, a sort of translanguaging
(Garcia; Wei, 2014, p. 21)? How does the context where languaging
(Garcia; Wei, 2014, p. 8) takes place influence the meaning that is
attributed to linguistic variation and change (BAGNQO, 2006)? How do
sociocultural aspects influence our appreciation or not of innovative
forms in written language?

In the digital era, verbal language has been undergoing
innovative shifts, becoming more and more phonetically and
economically represented in its written, thus visual form and therefore,
challenging us to make sense of this proliferation of visual signs. At
the same time, critical applied linguistics has become disenchanted
with teaching and learning practices that limit the play of fantasy and
imagination. Certain linguistic expressions have gained such symbolic
power that inhibit people from freely and creatively using language to
express their identities and realities. However, even the most traditional
linguists wouldn't be able to deny the constant language shifts that
introduce innovative features to language that can make it accessible
and a tool for voice for people that previously used language mainly in
its oral form. Still, issues of social class, education, culture and power
are involved in the interpretation of linguistic expression:

In contemporary society, writing in a dominant language
is seen as 'the sine qua non condition for education and
culture’ (Menezes de Souza, 2007: 155), although this
is not so in all spaces and has not been this way for all
times. Because of the interest in writing as a technology
or code for dominant languages and not as a series of
ideological social practices (Street, 1993), the study of
written multilingual discourse has been underresearched
(Sebba, 2012) (Garcia; Wei, 2014, p. 26).

The examples discussed above somehow show us that
socioeconomic inequalities penetrate writing practices inscribed in
material urban spaces, so that different interpretations are attributed
to linguistic repertoires displayed in those spaces. The role language
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plays in giving some sense to identity and the use of unfamiliar
linguistic forms to help the Self voice their individuality is usually
highly discouraged.

In the case of the English phonetic spelling of eyes, the
substitution of s by z might be considered a benign transformation,
as in the movie “All Eyez on me" (image 20) whose spelling can even
gain the status of a political intervention. The movie that tells the story
of rapper, actor and activist Tupac Shakur, does something similar to
what the Brazilian city hall employee did by adopting the phonetic
spelling of s in eyes /a1z/. Moreover, in 2Pac's album "All eyez on
me’, Tupac Shakur’s singles “2 of Amerikaz most wanted” and “The
outlawz” repeat the same phonetic substitution of s. However, in this
case, the effect in the reception is completely different from the one
Lindomar's "Felis” received and more similar to “O Brazil td4 matando
o Brasil” The 'Z'in boyz, eyez, Amerikaz and outlawz exposes a stylistic
choice that promotes "an anti-establishment identity in rap music"?,
Something similar happens also in the film “Boyz n the Hood" by
John Singleton, a movie that "expanded the Los Angeles film canon”.

Image 20 - Cover of the album Image 21 - social media

Source: IMDb site? Source: The New Yorker”
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Philosophy questions power and points to the need to improve
our doubts. What are the similarities and differences in the three
aforementioned categories of substitution of the letters s and z with
their phonetic equivalent? Modernity established that behind each
linguistic expression there is a mind that can be evaluated according
to the use this mind makes of language. Postmodernity calls for the
need to start reading language and culture from a decentralized
point of view that will allow the inclusion of realities and literacies
considered peripheral, marginal, or not as refined or sophisticated as
the ones that occupy the center, introducing, thus, Derrida’s (1978)
notion of decentering.

Postmodernity also makes a critique of the standardization of
nationallanguages that sought “to create a uniform and homogeneous
pattern that rose above regional and social differences to become an
instrument of political and cultural unification” (Bagno, 2006, p. 22, our
translation). Yet, this supposed unification is something constructed
to serve the interests of a nation in relation to other nations. Inside the
national territories, the centrifugal forces create power relationships
among the users of language:

With this, any use that escapes this idealized model, any
option that is far from the consecrated literary language, is
seen as a mistake; every pronunciation, every vocabulary,
and every syntax that reveals the discredited social origin
of the speaker; all that does not consist of the uses of
urban literate classes with access to formal schooling
and legitimized culture. Thus, the great majority of people
are excluded from “good talk” - a type of exclusion that
is largely perpetuated to the present (Bagno, 2006, p. 24,
our translation).

This substitution in Brazilian Portuguese of a fricative voiced
consonant by its unvoiced pair, such as /z/ - /s/ is quite common
in speech, like in the case of "Feliz" Still, in written language, the
substitution of /z/ by /s/ is taken as an open declaration of low social
class status, illiteracy, poverty and socially unprivileged citizens.
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Literate societies with their graphocentric orientation recognize the value
and importance of writing and its norms that praise “correct” spelling.
Pedagogically speaking, the “mistake” has to be explored, studied
and explained may it be of a phonetic, semantic, syntactic, pragmatic,
discursive or cognitive order (Bagno, 2006, p. 27). Being aware of the
sociolinguistic profile of the students, the educator enhances and
expands the students’ verbal repertoires and communicative skills:

One of the tasks of language teaching in the school would
be to critically discuss the social values attributed to each
language variation, drawing attention to the burden of
discrimination that weighs on certain uses of the language,
in order to make the student aware that their linguistic
production, oral or written, will always be subject to social
assessment, positive or negative. For example, by finding
non-standard forms of oral and written production of our
students, we can offer them the option of “translating”
their utterances into a form that is prestigious, so that they
can become aware of the existence of these rules (Bagno,
2006, p. 29, our translation).

Sharon Todd (2009), the educational philosopher, is building on
Arendt when she invites us to revisit education in more humanitarian
and pluralist ways: “Thus, | read Arendt's concern with the renewal of
the common world as specifically not rooted in idealized conceptions
of intrinsic goodness or even the universality of humanity, but with
the complexities of the human condition, in all its plurality” (Todd,
2016, p. 16). These complexities can be seen below (image 13), in a
meme created by photos taken in Walthamstow, North of London.
There have been many racist incidents in the last years in the USA
and UK with people getting outraged when others don't speak in
English. According to artist Chris Walker, who transformed the racist
graffiti, “"whoever was responsible clearly has no idea where they are
living, | was born in Walthamstow and have lived here on and off for
40 years, it has always been a vastly multicultural community and
that's what makes it so great”?8, His artwork, in this case, seems to
pluralize the way we think about Great Britain, the languages spoken
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there and the cultures and races that for decades or even centuries
have been calling this place “home”

This resistance to languages and cultures that break with the
imagined homogeneity of a uniform national language and culture
are seen as threats to the stability of the nation-state and seek to
suppress manifestations of linguistic and cultural expressions that
are categorized as non-national elements (Blommaert; Rampton,
2011). The fear of being taken over by what is considered "foreign” can
also be seen in the next image, which exposes xenophobia inside the
educational system, this time in the University of Lisbon. A wood box full
of stones was put in the corridors of the Faculty of Law with a sign that
reads: Free if you throw them on a “Zuca" (who overpassed you in the
Master's). “Zuca’, in this case, means Brazuca or Brazilians. The Faculty
of Law reacted by “contextualizing” the incident that took place during
election time in the faculty when “student-organized campaigning is
underway in a space of freedom of opinion and encouragement of
responsible civic participation, living with self-criticism, humor and
satire” Such a feeble and unconvincing response of the faculty to the
expression of hatred towards Brazilians in an educational space that
should promote diversity and plurality in all its levels.

Image 22 - Racist graffiti in Britain

Source: Taj Ali's Facebook page®
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Image 23 - Xenophobia in Portugal

Source: Newspaper Piblico’s page®

Wrapping up our visual narrative that seeks to denounce
racism, linguistic imperialism and cultural invisibility, we consider
important to reiterate that visual culture has to do with “doing
interdisciplinary work, following in the footsteps of such fields as
cultural studies, queer theory and African-American studies” (Morra
& Smith, 20086, p. 121). Regardless of the fact that visual culture draws
on approaches from different fields, it desires to create its own field of
study, where it can break away from notions of high and low culture
and from the principle of ‘mimesis’ so common in the History of Art,
Visual studies have close ties with poststructuralism and postcolonial
studies that make it acquire a multicultural identity. The more the
human experience is becoming more visual and visualized, the more
the fields of visual culture and studies will gain heightened visibility.

We surely desire to distance ourselves from universal truths
and generalizations in visual representations and wish to read the
world locally through the images that each culture produces to
express its local reality:
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To be international is not to be universal, and to be
universal is not necessary to be in the centers of the
world. It can even be universal being confined to its own
language, that is, without being translated. It is not about
giving the back to the reality of the world, but to think of it
from what we are, enriching it universally with our ideas;
and accepting to be, in this way, submitted to a universalist
criticism and not properly European or American (Sousa
Santos, 2002, p. 52).

FINAL CONSIDERATIONS

This reflection started with many whys, hows and whats. By
claiming that one sees Visual culture other-Wise, as a genealogy
of invisible bodies, it insists on philosophical and sociological
perspectives in order to think of social relations and education.
We cannot accept the attempt to deliberately eliminate philosophy
and sociology from school curricula. In times of overabundance of
hegemonic mass and social media communications - ever more
present and virtually prodded; in times of conspicuous presence
of glocal relations, one needs to challenge extremisms, fascisms,
neoliberalism, and so many other isms more and more present in
society. Moreover, the roles of language (visual language) and
culture (cultural translation) within these contexts are at stake,
especially for those who believe that language education, philosophy
and sociology have a lot to contribute to the visibility of excluded,
disenfranchised and non-hegemonic bodies. With this in mind, we
cannot find laughter in racist and homophobic jokes, we cannot
discriminate LGBTQIA+, black, poor, immigrant communities, as we
cannot support or give voice to misogyny.

We have also suggested that we move from the grammar-
translation model to cultural translation in visual culture, in which
our toolbox of analyzing language is expanded, and on which the
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second one is accepted as artistic and innovative language, a sort
of translanguaging amongst languages and visual languages, of
contexts where languaging influences the meaning that is attributed
to linguistic variation and change. Finally, we have suggested that
we revisit and deconstruct dominant literacy models through
cultural translation, so that the snapshots and memes discussed
here (especially the ones which subjugates and inferiorizes the
Other) are not seen as taken-for-granted naturalized forms of human
relations; so that language education and language educators take
a stand against every form of inequality and social injustice in their
language classes.
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JUXTAPOSITION, DIALOGISM,
AND THE SUPPLEMENT IN
CONTEMPORARY VISUAL CULTURE




INTRODUCTION:
S THERE A CRISIS OF REPRESENTATION?*

In times of extreme violence of all kinds - symbolic, but also
physical - towards those who are different, simply for being different
and for not belonging to the white heteronormative upper/middle
class, the Turkish artist Ugur Gallen (2019) incites us with his very
shocking, but also provocative photographic works of art. According
to Menezes de Souza (2019), Gallen imposes “painful comparisons
by juxtaposing two photographs, deliberately portraying two con-
tradictory universes’, and by doing this, delivering “a third margin of
the river’, to borrow a fruitful metaphor by Guimaraes Rosa (1962).
Gallen reveals "the horror of our torn-apart world; a world that is
schizophrenic and blind” (Menezes de Souza, 2019):

Image 24 Image 25

Source: Instagram® Source: Instagram®
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Image 26

Source: Instagram™

Ours is a digital era propelled by new technologies that create
the network society which, in its turn, permits everyday users of the
digital to become prosumers (Tapscott; Williams, 2007), a concept
that merges the words producer and consumer. This new role people
assume in the interactive digital networking makes them produce
and consume images simultaneously. Prosuming images, therefore,
describes processes that take place when images are produced
and consumed in digital/virtual spaces, such as our producing and
consuming our own Instagram photos. As Kalantzis and Cope (2008)
show, in this process the observer becomes the user, for instead of
being a passive recipient of mass culture s/he becomes an active
designer and a developer of new images.

The process of juxtaposition used by Gallen produces virtual
“contact zones” (Pratt, 1992, p. 4), since the visual approximation
of very distinct realities and unquestionably distant creates a
space where cultures meet and interact. The privileged and the
underprivileged are brought close to each other in order to devise a
fruitful aspect of Gallen's art, the fact that images are powerful tools
which instantly dislocate our “eyes” by forcing us to embrace other
meaning makings: we are called to envision other possibilities of
critically looking at/with the Other.
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Rogoff (2002, p. 25) contends that “In today's world meanings
circulate visually, in addition to orally and textually. Images convey
information, afford pleasure and displeasure, influence style,
determine consumption and mediate power relations" Still in the
words of the author, "who we see and who we do not see; who is
privileged within the regime of specularity; which aspects of the
historical past actually have circulating visual representations and
which do not” are some of the questions to be problematized when
one thinks of images and their circulation in contemporary times
(Rogoff, 2002, p. 2).

In Brazil, the wave in favor of gun liberation, dictatorial
governmental decisions, and the elimination of minorities of all kinds
are the hallmarks of contemporary public policies. Fake news is said
to be the main apparatus used to either convince one side was right
(the Right-wing parties) and refute the other side (the Left-wing
parties) in 2018 presidential elections. From both sides, Brazilians
witnessed a dispute based upon accusations, and lack of dialogue
(we actually elected a president who did not show up for the main
mass media TV debates) unprecedented in our history. Sadly, this
lack of dialogue continued to be the case after the elections since
supporters of the Right and the Left have been using social media
"bubbles” to construct their realities. In all of these contexts fake
news and images have been intrinsically connected to purposefully
represent the truth, leading to a crisis of representation in which
the citizens are not able to either check the sources of those news
or make up their mind in relation to them: images and fake news
swallowed the naive elector.

Thus, is there a crisis of representation in relation to images
that circulate - mostly online - nowadays? According to Hall (1997,
p. 1) one should ask: "How does language construct meanings? How
does it sustain the dialogue between participants which enables
them to build up a culture of shared understandings and so interpret
the world in roughly the same ways?" In order to answer these
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guestions, we need to discuss what we mean by visual language,
meaning making, and representation. In visual representations,
“meaning is what gives us a sense of our identity, of those who we
are and with whom we 'belong’ - so it is tied up with questions of
how culture is used to mark out and maintain identity within and
difference between groups” (Hall, 1997, p. 3).

Meaning, for Bakhtin, is established through dialogue, and
is the result of the interaction and interplay with another subject.
In the words of the author, “the word in language is half someone
else’s. It becomes one's own only when the speaker appropriates the
word, adapting it to his own semantic expressive intention’, meaning
that “prior to this, the word does not exist in a neutral or impersonal
language...rather it exists in other people’s mouths, serving other
people's intentions it is from there that one must take the word and
make it one’s own" (Bakhtin, 1935, p. 239-240 apud Hall, 1997, p. 235).
Thus, meaning, for both Hall and Bakhtin, is not only tied to one's
culture(s), but also produced within the dialogic interaction of the
subject with the context. This goes for visual meanings.

Hall (ibid.) goes on to argue that language operates through
representational systems, which means that “in language, we
use signs and symbols - whether they are sounds, written words,
electronically produced images, musical notes, even objects - to
stand for or represent to other people our concepts, ideas and
feelings” (Hall, 1997, p. 1). For Hall (1997), “the relation between things,
concepts and signs lies at the heart of the production of meaning in
language. The process which links these three elements together is
what we call representation” (Hall, 1997, p. 19)

Language is then “one of the ‘media’ through which thoughts,
ideas and feelings are represented in a culture” (ibid.). This means that
language is produced by the meanings that communities and their
individuals share in specific contexts and historical times; these meanings
together create the representational systems of these communities.

146



Nation States and nationalism are good examples of how
representational systems are put forward by language: Because
representation is closely attached to identity, knowledge and context,
it is difficult, for example, “to know what ‘being English; or indeed
French, German, South African or Japanese, means outside of
all the ways in which our ideas and images of national identity or
national cultures have been represented” (Hall, 1997 p. 5). Returning
to Gallen's images, the gaze and thus the relationships are led to
the differentiation between two opposing representational systems:
those who are wealthy and belong to higher culture, and those who
are miserable and belong to the so-called "lower primitive culture”

Perhaps this is why these images are so uncontestably
powerful. In the words of Mirzoeff (1998, p. 3), “this newly visual
existence can be confusing. For observing the new visuality of culture
is not the same as understanding it" For him,

Indeed, the gap between the wealth of visual experience
in contemporary culture and the ability to analyse that
observation marks both the opportunity and the need for
visual culture as afield of study. Visual culture is concerned
with visual events in which information, meaning or
pleasure is sought by the consumer in an interface with
visual technology (Mirzoeff, 1998, p. 3)

Hence Gallen summons us up to do something in relation to
this humanity we belong to. Though Gallen's images account for a
critique of a global economic capitalist world which splits wealthiness
on one side and disenfranchisement by millions of others on the
other, it is perhaps the local character of his critique that needs to be
problematized: What have we done - in our local communities - in
face of disenfranchisement and social differences? Foucault's claims
(1994, p. 40) for the local character of criticism might shed some light
in our quest for answers:

So, the main point to be gleaned from these events of
the last fifteen years, their predominant feature, is the
local character of criticism. That should not, | believe,
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be taken to mean that its qualities are those of an obtuse,
naive or primitive empiricism; nor is it soggy eclecticism,
an opportunism that laps up any and every kind of
theoretical approach; nor does it mean a self-imposed
ascetism which taken by itself would reduce to the
worst kind of theoretical impoverishment. | believe that
what this essentially local character of criticism indicates
in reality is an autonomous, non-centralised kind of
theoretical production, one that is to say whose validity is
not dependent on the approval of the established regimes
of thought (Foucault, 1994, p. 40).

Therefore, in this article we defend that there is an
overabundance of visual representation in which the new technologies
and social media span to those who have access to those goods.
The local character of criticism, Foucault defended, can be produced
by the bricoleurs who deploy visual signs easily accessible to
recycle ideas, introduce ruptures to dominant conceptual systems
and make silenced voices emerge. This decentralized production
of knowledge can be considered as a crisis only by those that opt
for dominant, historically "true” and centralized constructions of the
“real" Complementing the debate, Tagg (2016, p. 4) affirms that

The concept of spatial repertoires helps to explain how
individuals select resources from their repertoires in any
one situation, and suggests that individual repertoires
cannot be understood inisolation; as Rymes (2014) argues,
repertoires constantly shift and develop to accommodate
tointerlocutors. As such, repertoires constitute ‘constraints
and potentialities’ (Busch, 20144, p. 14) which are realised
in interaction; in Busch's words, they are ‘formed and
deployed in intersubjective processes located on the
border between the self and the other’ (Tagg, 2016, p. 4).

As bricoleurs, the prosumers develop agency by participating
actively in the meaning-making processes. Through the recycling of
images users of digital media produce, many times collaboratively,
new meanings that emerge, and are shared instantly on the internet.
In a way new technologies have multiplied, diversified and pluralized
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the subjectivities that seek to acquire their own voice and perspective
on the realities they live in. Without a doubt, this is also the kind of
diversity of voices that should emerge in our educational system, in
our classrooms and in the corridors of our schools.

Thus, this article theorizes on the diversity that the postmodern
visual turn has produced by discussing, in the introduction, questions
of language, representation and visual meaning making and exploring
the dialogic nature of language that seeks to juxtapose visual narratives
in the second part. After that, the third part focuses on the Postmodern
and the Visual turns, and suggests that concepts of cultural translation
and supplementation are paramount in visual studies. In the fourth
section, visual culture - intertwined with cultural translation - is
analyzed through the concepts of supplements and ruptures. To
conclude, this paper advocates for more critical ways of understanding
the so-called crisis of representation in (post) modern society and, in
order to connect this discussion with language education, it leaves the
reader some problematizing/provocative questions.

THE DIALOGIC NATURE OF IMAGES
IN CONTEMPORANEITY:
CONSTRUCTING CONCEPTUAL WORLDS
THROUGH VISUAL JUXTAPOSITION

Ugur Gallen's images in the previous section highlight
the bricoleur tendency in producing images in the social media in
contemporaneity. Digital technologies supply affordances that allow
us to define the internet era as the moment of the remix (Rojo; Moura,
2012) of an infinite number of images available in the new media. The
Turkish artist, situated in a country that is a “contact zone"% (Pratt,
1992, p. 4) of the West and the East, has acquired this “double vision”
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(Alcoff, 2010, p. 85), simultaneously being conscious of the different
takes on the social.

Gallen's juxtaposing of visual narratives exposes the complexity
of human experience: The peaceful and the wardriven, the fully fed
and the starving. The visual narrative created by the artist reveals
the heteroglossic nature of visual language in postmodern times that
produces the visual “languaging” As Wei and Garcia (2014) elucidate:

Becker (1995) explains: All languaging is what in Java
is called jarwa dhosok, taking old language (jarwa)
and pushing (dhosok) it into new contexts' (185). For
Becker, language can never be accomplished; and thus
languaging is a better term to capture an ongoing process
that is always being created as we interact with the world
lingually (Wei; Garcia, 2014, p. 8).

The dialogic relationship that is produced uncovers fresh
aspects of the concept represented and reveals the agency of the
producer of the visual message in an ongoing process of interactive
meaning-making. The visual resources are selected and deployed in
order to make visible aspects of reality and, hence, induce alterations
in our perception of the “real’

A more critical take on the realities depicted and juxtaposed
by Gallen would question if the nations portrayed as civilized "are
unproblematically democratic and free” (Steinberg, 2010, in Kincheloe
et al, 2017, p. 163). There is some kind of distance and, at the same
time, closeness that the approximation and interaction of the different
sociocultural visual languages, which Gallen portrays juxtaposed,
cause. This interaction constructs a dialogism.

Dialogism is the characteristic epistemological mode of
a world dominated by heteroglossia. Everything means,
is understood, as a part of a greater whole-there is a
constant interaction between meanings, all of which
have the potential of conditioning others. Which will
affect the other, how it will do so and in what degree is
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what is actually settled at the moment of utterance. This
dialogic imperative, mandated by the pre-existence of the
language world relative to any of its current inhabitants,
insures that there can be no actual monologue. One may;,
like a primitive tribe that knows only its own limits, be
deluded into thinking there is one language, or one may,
as grammarians, certain political figures and normative
framers of “literary languages” do, seek in a sophisticated
way to achieve a unitary language. In both cases the
unitariness is relative to the overpowering force of
heteroglossia, and thus dialogism (Bakhtin, 1981, p. 426).

The concept of heteroglossia and the pre-existence of
the language world relative to any of its current inhabitants lead
us to question what the difference is between the scientific and
the ideological? Is it possible to teach or to use language to make
neutral representations of the world? This is a question being
raised by the present Brazilian government, since students are
encouraged to denounce teachers who “make use of teaching for
political, ideological and partisan purposes (Escola sem Partido,
2017). University professors and schoolteachers are being accused
of indoctrinating students and contaminating teaching with leftist
ideologies. Escola sem Partido (School Without Party Program) is a
Bill of Law that seeks to be implemented as part of the guidelines for
a National Education Plan (PNE) free of ideology. The position of the
government is incongruous with Bakhtin's perceptions on language.
The author felt that there is no such thing as a neutral word, free
of the intentions and points of view of its authors. In this sense,
Tagg contends that

A large body of work has explored the complex ways in
which individual linguistic repertoires are drawn on to
index identity and signal alignment across contexts...
Such studies highlight how people use linguistic resources
in dynamic, contextualised, purposeful processes
of meaning-making in which 'signs’ (Pierce, 1953) -
resources deployed in interaction to convey meaning -
are co-constructed and temporarily shared but open to
negotiation and change (Tagg, 2016, p. 4).
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This means that

In (re-)using signs, speakers engage with these resonances,
confirming, challenging or extending the meaning of signs,
and anticipating future responses (Bailey, 2012, p. 499). In
this sense, all languaging is dialogic: signs gain meaning
through accumulation of past usages and change with
subsequent use (Tagg, 2016, p. 5).

Competing voices emerge in a dialogical conception of
language while fixed truths that are considered non-ideological
silence the voices of such groups as black people, women, LGBTQIA+
groups whose identities make other realities and histories visible.
Doing critical literacy in the educational context means expanding
the ways we construct meanings by listening to voices other than
the dominant ones. Katherine Schulz (in Sousa SantOS, 2018, p.
176) sees teaching as listening: “Locating listening at the center of
teaching works against the notion that teachers talk and students
listen, suggesting instead that teachers listen to teach and students
talk to learn” Still this opening up to other narratives as a means
of educating for difference has been translated into indoctrination.
According to such translation, in spite of narratives and history being
constructed dialogically, their representation in the classroom should
be monological, so to speak, encouraging the movement towards
homogeneity, standardization, and traditionalism as has been put
forward by Brazilian bills such as School without Party, National
Common Core Curriculum and the High School Reform.

Digital technologies permit a much more interactive,
collaborative and pluralist virtual reality. The visual texts discussed
below, for instance, juxtapose realities and bodies and make them
interact while emphasizing that things don't exist in themselves,
but only in their relations. Prosumers of visual texts make use of the
internet and the social media in general, in order to produce voices
on top of voices on top of voices, reshaping meanings by revisiting
two or more voices or views in one text. The re-readings, additions
and ruptures in the memes below testify on this proliferation of voices
that seek to make themselves audible.
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Image 27

Source: Marta 0 meu canto®

Image 28

Source: Pinterest’

Image 29

Source: Me Me®®
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The ecology of perspectives on the issue of “equality”
that participate in the memes breaks the neutrality and apparent
objectivity of the meanings we attribute to the concept. The
supplements expand notions and understandings by pluralizing
meanings while developing practices for political intervention
based on the dialogic nature of images in contemporaneity. Besides
constructing conceptual worlds through visual juxtaposition, visual
texts help us dislocate/relocate/critique our own understandings
of the world.

THE POSTMODERN TURN
AND THE VISUAL TURN:
SUPPLEMENTS AS INFINITE EXPANGIONS
OF VISUAL AND CONCEPTUAL LANGUAGE

In the words of Seidman (1994, p. 2), “The assertion that
the west is shifting to a postmodern terrain need not presuppose
the end of modernity. The terms ‘modern’ and ‘postmodern’ refer
to broad social and cultural patterns or sensibilities” Corroborating
Bauman, Seidman acknowledges that Modernity is characterized by
the "dominance of a culture of control. In the sphere of knowledge, a
‘legislative’ reason intent on designing and imposing order through
categorizing, classifying, and regulating nature and humanity
prevails" Yet, there is a search for general principles, and the quest
for certainty and foundations. Postmodernity, on the other hand,
"features a process of dedifferentiation or the collapse of boundaries
and a loss of an epistemic and social centre. The social world is
fragmented into a multitude of communities, cultural traditions, and
knowledges” (Seidman, 1994, p. 14).
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In relation to the postmodern condition, Lyotard contended:
"| define postmodern as incredulity toward metanarratives” (Lyotard,
1984, p. 27). Unquestionably, Lyotard is considered one of the most
prominent scholars of Postmodernity for having theorized The
Postmodern Condition as an essential debate over knowledge put
forward by contemporary/modern societies. Lyortard declares "the
decline of the legitimating power of ‘'metanarratives’ as distinctive of
postmodern culture” (in Seidman, 1994, p. 5). Metanarratives refer to
foundational theories (theories of knowledge, morality, or aesthetics)
and grand stories of social progress which have been central to the
legitimation of modern knowledge, culture, and social institutions in
modern nation states.

Such knowledges abandon absolute standards, universal
categories, and grand theories; instead they favor local, historically
contextualized, and pragmatic types of social inquiry. Thus, the value
of postmodern knowledges lies in making us aware of and tolerant
toward social differences, ambiguity, and conflict. For Shohat and
Stam (2002, p. 37) the clash between the questions of modernism
and postmodernism, or modernity and postmodernity as Mignolo
(2000) would frame it

are usually ‘centered’ within the limited and ultimately
provincial frame of European contexts. The emerging
field of ‘visual culture, for us, potentially represents a
break with the Eurocentrism of conservative ‘good eye'
art history” and the presumably radical, high-modernist
avant-gardism” (Shohat; Stam, 2002, p. 37).

In many ways, people in industrialized and post-industrial
societies now live in visual cultures to an extent that seems to divide
the present from the past. Popular journalism constantly remarks
on digital imagery in cinema, the advent of post-photography and
developments in medical imaging, not to mention the endless tide
of comment devoted to the Internet IBid. This globalization of the
visual, taken collectively, demands new means of interpretation.
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At the same time, this transformation of the postmodern present also
“requires a rewriting of historical explanations of modernism and
modernity in order to account for ‘the visual turn™ (Mirzoeff, 1998, p.
4). Postmodernity is not, of course, simply a visual experience. In what
Arjun Appadurai has called the “complex, overlapping, disjunctive
order” of postmodernism, such tidiness is not to be expected
(Appadurai, 1990 apud Mirzoeff, 1998, p. 4).

What would characterize a postmodern turn in producing,
consuming and constructing meaning of visual languages, of the so
to speak Visual Turn? The most notable characteristic would be the
accelerated production, distribution and storage of images because
of new technologies and social media. The availability of a huge
number of images on the internet makes people access, by putting
keywords on google, different kinds of images that broaden their
perspective on the topic being researched.

To illustrate our argument we typed “representations of the
female” (the key words) on Google[6] and we got the selection
below as the first results of our google search. The juxtaposition of
all kinds of visual representations on the same google page amplify
the visual discourse on the female bodies and subjectivities. We
get on our screen a selection of representations of women in the
media (the MAC advertisement, older ads, music videos, movies),
covers of books that talk about representations of female subjects
in different places and times (early modern England, classicist to
contemporary ltaly, 20th century England), gender representations,
medical and historical representations of the female body exhibited
in university libraries, two images that talk about representations
of African American women in Hip-Hop / Rap culture and a book
titled Recovering the black female body and finally two sculptures
that represent the female form in Hinduist and Buddhist traditions.
By studying the sites the images were taken from, we see a
predominance of educational sites that proves that Web 3.0 knows
individual browsing habits and identities.
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Image 30 - Representations of female

Source: Google search®

According to Google's website, algorithms are systems of
classification that organize billions of webpages to show the end user
the most relevant pages according to the identity of the searcher
and the meaning Google attributes to the concepts being used.
Therefore, Google needs to develop linguistic models in order to
decipher the word sequences in their index. This involves applying
some of the latest studies on the understanding of language. The
assortment of visual representations of the female above is the result
of the combination of the two words and the authors' identities.
The images that are shown as first results on google signal the
visual deconstruction of historically perpetuated models of the
female although the search engine uses linguistic patterns. Rogoff
(2002) associates visual and verbal displacements as part of the
deconstructive project of early postmodernism:

If feminist deconstructive writing has long held the place
of writing as the endless displacement of meaning,
then visual culture provides the visual articulation of the
continuous displacement of meaning in the field of vision
and the visible. (Rogoff, 2002, p. 25).
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Although there is a prevalence of the white female body in
the representations above and the black and Asian female bodies are
still marginalized by Google's algorithms, the assortment of images
express the displacement of default representations of the female
that has been occurring in conceptual worlds. We can observe that
Google, so to say, performs an “archeology” and “genealogy” of the
female representation:

If we were to characterize it in two terms, then ‘archeology’
would be the appropriate methodology of this analysis of
local discursivities, and ‘genealogy’ would be the tactics
whereby, on the basis of the descriptions of these local
discursivities, the subjected knowledges which were thus
released would be brought into play (Foucault, 1994, p. 44).

The genealogy tactics would permit a rupture in dominant
visual discourses that research mainly the representation of
white female bodies and would “attempt to emancipate historical
knowledges from that subjection, to render them, that is, capable
of opposition and of struggle against the coercion of a theoretical,
unitary, formal and scientific discourse” (Foucault, 1994, p. 44). The
absence of Asian female bodies (there are only artistic representations
brought forward by the sculptures shown in the image above) and
the low occurrence of black bodies point to subjectivities that have
been invisible and therefore silenced. Therefore, their subjugated
knowledges have been subjected historically to hierarchical orders
of power in relation to knowledge since they belong to bodies and
conceptual worlds that tend to produce

a particular, local, regional knowledge incapable of
unanimity and which owes its force only to the harshness
with which it is opposed by everything surrounding it -
that it is through the re-appearance of this knowledge,
of these local popular knowledges, these disqualified
knowledges, that criticism performs its work (Foucault,
1994, p. 41).
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The displacement of dominant knowledges causes the
appearance of knowledges that have been other and that belong to
subjectivities and bodies historically invisible. These displacements
are "the movement of supplementarity” (Derrida, 1978, p. 289). This
movement demonstrates the impossibility of determining a center
and exhausting “totalization because the sign which replaces the
center, which supplements it, taking the center’s place in its absence
- this sign is added, occurs as a surplus, as a supplement” (Derrida,
1978, p. 289). The deconstruction of the metaphysics of presence “is
first and foremost an affirmation of what is excluded and forgotten-an
affirmation, in short, of what is other” (Peters; Biesta, 2009, p. 90).

CULTURAL TRANSLATION:
SUPPLEMENTS AS EVENTS INTHE FORM
OF RUPTURES AND REDOUBLINGS

Moreover, the postmodern collapse or blurring of the
hierarchical distinction between high art and popular art (Seidman,
1994, p. 2) has created resistance from both sides. Indeed, high art
is not socially neutral, since it represents the tastes and culture of
the upper social classes while being critical to popular and more
democratic artistic expressions. On the other hand, the popular
resists the elite artistic expressions and the logic of possessing
art. The Banksy mural series, for example, of Girl with Balloon, that
depicts a little girl whose balloon in the shape of a heart is taken by
the wind, breaks with the uniqueness of a work of art since the artist
painted a series of murals from London to the West Bank in Asia.
Banksy reproduced re-readings of the “original” Girl with Balloon:
he “reworked the painting to depict a Syrian refugee and added
the hashtag #WithSyria” and “in the 2017 United Kingdom general
election, Banksy introduced a variant of Girl with Balloon with the
balloon colored with the Union Jack design”4°,
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The re-readings in the form of supplements that Banksy
creates point to the need for cultural translation while communicating
meanings. In digital times, there are many more people acting as
agents and producers of visual meanings, since the production
of visual signs does not rest anymore in the hands of painters,
cartoonists, film makers, comic strip artists or advertising agents but
belongs to all of us, or in other words it is democratically distributed,
and exposes the creativity of any person that moves in the digital
or contemporary society: youtubers, graffiti artists, meme creators,
street artists, tattoo artists etc. Nevertheless, the postmodern and
visual turns do not signal the end of the modern era but, actually, point
to the coexistence of these two different perspectives in a variety of
spheres of our everyday reality, one of them being the educational
context. Moreover, in the artistic field, the postmodern turn is opening
up to alternative ways of viewing reality:

In the spheres of art and architecture, we can point to
the surfacing of postmodern in styles, the collapse of the
hierarchical distinction between high art and popular
art, an eclectic mixing of aesthetic codes, a nostalgia
for past and local traditions, and a playful and ironic
attitude instead of the moral seriousness of the modern
aesthetic. These aesthetic shifts have been interpreted by
some social analysts as part of a more general social and
cultural “postmodern turn” in western societies (Seidman,
1994, p. 2).

The multiplication of artwork in contemporary times includes
its modification and variation that are consonant, many times, with
the social campaigns the artist identifies with. On October 5 2018, a
framed copy of Banksy's artwork was put up for sale.
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Image 31 - Banksy's Girl with

Source: Page of the Mercury™

Image 32 - Banksy's Love Balloon is in the Bin

Source: Animalart®
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According to the Mercury website, moments after the
closing bid, the artwork began to self-destruct by means of a
hidden mechanical paper shredder that Banksy had built into the
frame bottom. After the lower half of the painting shredded, Banksy
released an image of the shredding on Instagram with the words
"Going, going gone...!

Later on, the controversial artist released a video of the
shredding and how the shredder was installed into the frame in case
the picture ever went up for auction. Sotheby's said “We have not
experienced this situation in the past where a painting spontaneously
shredded’, leading some market watchers to speculate the remains
of the painting will be worth even more.

Still according to Mercury, “The woman who won the bidding
at the auction decided to go through with the purchase’ The partially
shredded work has been given a new title, Love /s in the Bin. Sotheby
released a statement that called it the very first work of art in history
"to have been created live during an auction.’

In the process of constructing meaning out of the live rupture
that Girl with Balloon suffers, we perceive visually the show of creation
of an event out of a structure. Gir/ with Balloon in these terms would
be seen as the “center...a point of presence, a fixed origin” (Derrida,
1978, p. 278). In the same vein, the reworking of the painting for the
different contexts Banksy painted “must be thought of as a series of
substitutions of center for center, as a linked chain of determinations
of the center. Successively, and in a regulated fashion, the center
receives different forms or names” (Derrida, 1978, p. 279). However,
Love is in the Bin performs a shredding that exhibits visually how the
event is from the very beginning part of the structure. The production
of the event illustrates that the locus of enunciation of the producer or
interpreter together with their meaning making affordances affect the
understanding of any structure, or in other words, our understandings
are situated.
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The supplement as an event is the alterity that as an absence
seeks to gain visibility. The alterity, hidden by the dominance of
discourses that seek to create a fictional center, an origin where all
knowledge emanates from, creates "the movement of supplementary
representation” that "approaches the origin as it distances itself from
it" (Derrida, 1997, p. 295). This movement is the one of play:

If totalization no longer has any meaning, it is not because
the infiniteness of a field cannot be covered by a finite
glance or a finite discourse, but because the nature of the
field - that is language and a finite language - excludes
totalization. This field is in effect that of play, that is to say,
because instead of being an inexhaustible field, as in the
classical hypothesis, instead of being too large, there is
something missing from it: a center which arrests and
grounds the play of substitutions (Derrida, 1978, p. 289).

The example above of the Banksy mural series might help
us understand the concept of supplements and supplementation
by Derrida and thus our perspective on the Visual turn. In the
Banksy case, clearly the supplement comes through the interplay
between the relay of the physical mural and the live experience of its
destruction. Through the movement of resignification, the unknown,
the never-seen-before becomes visible, a presence that constructs
the possibility of creating more visual language. This would be the
play between absence and presence, the known and the unknown,
one supplementing the other, leaving traces of their complementation
since one needs the other in order to exist.

Our next discussion explains the concept of supplement as
testimony to the absence of the metaphysical signifier. An example
of how visual culture has been reshaped and relocated away from the
'big” knowledge/arts production centers (e.g. Europe) is the re-reading
of the work of art Las Meninas by Diego Veldzquez. Waltercio Caldas,
the Brazilian visual artist, produces a supplement of Veldzquez's
masterpiece that was exhibited at the Bienal of Sdo Paulo in 2018.
This supplement, the result of computer graphics, that is also part of
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a book that goes by the title Livro de Veldazquez (1996), reinvents the
space by cutting off the figures from the “original” painting. In this
book, not only the images, but also the texts are out of focus, blurry,
lacking precision or sharpness.

Vision, perspective, light, visibility/ invisibility, presence and
absence are some of the themes that Foucault (1970) explores in
his interpretation of Veldzquez's Las meninas. However, "what it is
‘about’ - its meaning - depends on how we ‘read’ it. It is as much
constructed around what you can't see as what you can” (Hall, 1997, p.
59). The representation of the Infanta Margarida and her courtesans
is what occupies the main stage of the painting. All the represented
participants in the picture are looking at the subject of the painting
being drawn by the artist standing next to the Infanta’s court. There
is also a spectator of the whole scene standing at the illuminated
doorstep in the depths of the painting. Theoretically, all of Velazquez's
subjects are looking at the king and the queen, reflected in the mirror,
or the most lighted “painting” hanging next to the doorstep at the
back of the scene. At the same time, all participants are staring at
the spectator, us, the ones who create and construct meanings
from languages, may they be visual, verbal, gestural, facial, musical,
performative...an infinite number of languages if we consider all
cultural, animal, vegetative, climatic and other contexts.

Image 33 - Las Meninas

Source: Histdria das Artes™
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Image 34 - Los Velasquez

Source: Bienal SP 2018*

In Bakhtinian (1973) terms, we can say that the sign, the
actual scene that Veldzquez painted can only exist as representation.
The whole scene is an invention whose elements could never appear
synchronically in any “real” configuration since allegedly Veldzquez
is painting the king and the queen reflected in the mirror at the
far back wall, while also making a self-representation of himself
as the artist and depicting the Infanta and her maidens. What
was Velasquez really looking at when painting this masterpiece?
Therefore, the “real’) the "truth’] the actual existence of the sign is
re-invented through representation, visual (the painting) or verbal
(the word) or visual/verbal (the memes mentioned earlier). The
representation or signifier is constantly staring at the interpreter, us,
to attribute or construct meaning, the signified, from the signifier. We
feel that Veldzquez's subjects are staring ironically at us, seekers of
fixed meanings, children and heirs of the way of thinking modernity
sought to establish, that shies away from definitions of language that
relate it to questions of identity (Menezes de Souza, 2004, p. 114) and
contingency (Menezes de Souza, 2009, p. 88).
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Moreover, each of the diverse communities which
constitute a socio-historic collectivity is subject to change
through time; it is this that generates the potential
complexity and multiplicity of readings produced in
any given socio-historic collectivity. However it must
be remembered that this multiplicity of readings are
not equally valid even within the same socio-historic
collectivity: if the meanings and language of the texts
written/read by a specific constitutive community are
the product of the socio-historic characteristics of that
community, then their validity also pertains only to that
community and cannot be simply forcibly substituted
by other meanings and language of other communities
(Menezes de Souza, 2009, p. 88).

Los Velazquez, by Waltercio Caldas, not only deconstructs
the famous painting by the Spanish artist, but also places a critique
by eliminating the Spanish royal court characters and purposefully
leaving the room empty, open for interpretation for the viewer.
According to the Carioca artist, Veldzquez had a strong relationship
with the question of technical reproduction, if you consider the
guestion of technical reproduction as if it were a mirror of another
level. And he adds that various questions that the Livro de Velazquez
raises are incorporated in the question of technical reproducibility,
this element that intermediates between the Self and the real world.
Waltercio Caldas defends that the role of art is to create more art.
Therefore, the artist shouldn't let the previous object of art go to sleep
since it is the new that maintains the old awake.

Derrida (1997) describes in detail this relation between the
supplement and the source:

The project of repeating the thing already corresponds to
a social passion and therefore requires a metaphoricity, an
elementary transference. One transports the thing within its
double (that is to say already within an ideality) for an other,
and the perfect representation is always already other than
what it doubles and re-presents...The duplication of the
thing in the painting...opens appearance as the absence of
the thing in its self-sameness and its truth (p. 292).
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Los Velazquez effectively displaces the viewer's gaze away
from a reading of the figures that participate in Veldzquez painting
and their perspective to the spatial aspect of the representation,
recreating, in this manner another center that has always been
present as part of the metaphysical signifier. For Derrida, presence
exists when the signifier cannot contradict itself, when it is directly
related to a meaning, the signified. This would create a reality where
the meanings of the metaphysical signifier could be transparent
and homogeneously interpreted. However, postmodernity (visually)
constructs infinite supplements that deconstruct the metaphysical
signifier as a center and turn absence into presence.

The displacements that are constantly occurring can also
be conceived as translations of the metaphysical signifier that is
culturally tinted. As Mignolo (2002) claims

Itis our assumption that translation is more than a syntactic
and semantic transaction between two languages. It
involves also historical and geopolitical configuration.
Historical because a given language has a logic but also a
historical memory engrained and forming the subjectivity
of the speakers. For that reason, translation in the domain
of language is at the same time a phenomenon of
transculturation (Mignolo & Schiwy, 2002, p. 251-252).

Hence, in terms of language and culture (Arts), it is possible
to apprehend from Waltercio Caldas's art the urgent call for cultural
translation: 1. Culture is not a synonym of Nation-state anymore, for
the Spanish royalty can be replaced by any other people (the room
is empty!); 2. Culture cannot be seen within binary oppositions, for
high culture - in this painting - is erased since the philosophical
guestions about perspective and the gaze vanish from the scene;
3. Culture is not always the representative of the illuminism for local
artists can answer back and redo/reinterpret iconic-European artists;
4, Culture does not always mean material artefacts for the very idea
of museums is questioned in postmodernity with the exhibition of art
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in places previously seen as inadequate for contemplating art, such
as airports; and finally, 5. We experience a global culture while local
culture fights back for voice and visibility.

As we have seen so far, the Postmodern and the Visual
turns need to be problematized epistemologically and ontologically
for images and meaning making processes have never been
innocent, neutral or taken-for-granted forms of language (lingua
and linguagem), although modernity struggled to do establish fixed
patterns of meaning. In contemporary ultra neoconservative times, it
is of utmost importance that language educators conceive of visuality
as contextualized meaning making processes that deliberately build
images and meanings of their communities, their sense of nationality,
of themselves and the Other. Without these understandings,
dialogue within consensus and dissent, agonistically speaking,
will be impossible.

(INJCONCLUSIONS

There is still much to be discussed in relation to the prosuming
of images we encounter every time we open our mobile phones,
check our social media, or teach. However, it is time to close this
conversation for now. This chapter started with a focus on a crisis
of representation in which images are no longer real mimesis of the
visual object. Rather, as seen in Ugur Gallen's striking photographs,
we are invited to plunge into the juxtaposition of images and ask
ourselves: What is this contemporary world we live in? What are the
consequences of such social and economic differences? How do |
look to/at/with the Other? This idea of representation as meaning
making - put forward by Hall (1997), amongst others - is paramount
if we are to look at visual culture, visuality and images otherwise.
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The dialogic nature of images in contemporaneity constructs
conceptual worlds through visual juxtaposition, and this has been
augmented and potentialized by technologies, connectivity, social
media, and mass media.

The postmodern turn and the visual turn have offered us
not only the philosophical groundings to understand the prosuming
of images and our views about language (for example, Derrida's
supplements, Bakhtin's dialogic and heteroglossic views of language),
but have also provided us with the necessary tools to analyze images
as contextualized, historicized, and glocalized meaning making
processes. Thus, relocating and culturally translating the old saying,
we conclude: “Images do not speak for a thousand words" Instead,
they create and recreate the world of signifying practices; they can
also manipulate, and can represent a particular sided-view of a
situation; they can be a decisive game player in a country's elections.
For all of these aspects, images and visual culture need to be
problematized in education, more specifically in language education
and teacher education.

The last image we offer the reader is the sculpture below by
Waltercio Caldas. The artist tries to reflect on language through visual
art. His sculpture somehow changes how we think about language
and how we relate to things (signs). His artistic expression creates
new possibilities to think about language by creating new visual
interventions that restructure language giving it new possibilities of
existence by attributing to it new meanings. Using stainless steel,
glass and acrylic he creates a “structure” where the words NOT NOW
are being reproduced through their reflections on the glass getting a
mirror image of the written language.
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Image 35 - Not now by Waltercio Caldas

Source: Casa Vogue®

In the words of the author, the relation of language and vision
has to do with creating a “new terrain that must deal with the previous
terrain and, at the same time, create a new possibility for what is to
come"*® ., What this artistic expression produces is

a field of vision version of Derrida's concept of différance
and its achievement has had a twofold effect both on
the structure of meaning and interpretation and on the
epistemic and institutional frameworks that attempt to
organize them. Derrida’s conceptualization of différance
takes the form of a critique of the binary logic in which
every element of a meaning constitution is locked into
signification in relation to the other...Instead what we
have begun to uncover is the free play of the signifier, a
freedom, to understand meaning in relation to images,
sounds or spaces not necessarily perceived to operate in
direct, causal or epistemic relation to either their context
or to one another (Rogoff, 2002, p. 25).
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As it is not enough to leave the reader with the “and now,
what?" feeling, we end this chapter with some problematizing-food-
for-thought questions for those language educators who are now
convinced that images do play a pivotal role in language education.
These guestionings comprise research projects and pedagogical
practices we have developed in relation to visual literacies, visual
culture and cultural studies over the years: How do | conceive of
images as they appear daily from everywhere? How have | worked
with images in the classroom as they appear in textbooks, websites,
books chapter and articles? In the case of movies, do | maintain or
condemn the old practice of “cutting classes by showing a movie"
to my students? And if | condemn the practice, but insist on a
critical discussion of relevant themes though movies, which ones
have | chosen to discuss with my students? Are they relevant for
that group or am | imposing those movies because | like them?
Which epistemological discussions need to be carried out with my
students in order to problematize language, representation, visual
representation, visual culture and meaning making? How do |
negotiate visual meaning making and interpretations in my classes?
Our hope is to have demonstrated here that images - seen through
Postmodern and Visual turns - can help us envision and promote
critical and active citizenship in language education.
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MAGES AS MICROPOLITICS
OF EPISTEMIC DISOBEDIENCE
T0 THE MODERN AND HUMANIST
EPISTEMOLOGIES OF THE

GLOBAL NORTH




INTRODUCTION:
DECOLONIZING MODERN NOTIONS OF CRISIS™

Yet in fact modernity is a surprisingly
simple deal. The entire contract can
be summarized in a single phrase:
humans agree to give up meanings
in exchange for power,

Harari, Homo Deus.

Indolent reason (Sousa Santos, 2002, p. 237) has dominated
the three pillars - modernity, humanism and science - of societies in
the Global North and contributed to the production of non-existence
of everything that this reason placed on the other side of the abyssal
lines, a metaphor used by the Portuguese sociologist to refer to
everything that deviates from the norm and that the modern man
has objectified. In this way, modernity provided “the consolidation
of the empire and nations/empires in Europe, a discourse that
constructs the idea of Westernization, the subjugation of peoples
and cultures, and the counter discourses and social movements that
resist Euro-American expansion” (Mignolo, 2000, p. 107). Modernity
propelled a Humanism fabricated as "[t]he antidote to a meaningless
and lawless existence’; in which the god-man roles are reversed
and man is expected to give meaning to the universe (Harari, 2017,
p. 259). However, the great triumph of the Global North is science,
high technology and connectivity, that is, the masterful results of
modernity and humanism, concrete evidence that the Sapiens have
succeeded.

All of a sudden, humanity is experiencing a health crisis, which
is not a new reality for humans, who have already gone through polio,
cholera, black plague and other pests, but is unprecedented for the
absolute majority of the current inhabitants of the earth. Science,
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so despised by Brazilian education ministers, flat earthers and
negationists on duty, has mobilized itself as never before, reinforcing
in this period of health crisis the important role of scientific research.
The lethal virus pandemic mainly threatens elderly people and
people with diseases, but it also affects younger people without
a history of pathologies. In addition, this health and hygiene crisis
is accompanied by a negative impact on the economy, because it
requires social distance, and the impossibility of contacting other
humans for fear of being contaminated. Confinement thus restricted
people's physical movement, forcing them to work and study
remotely, creating jobs that can be developed at a distance. The
economic consequences of this crisis have led many governments,
including the Brazilian government, to create a denialist stance on
the current reality, ridiculing deaths, inventing miraculous medicines
and hastening the opening of the confinement that leads to "herd
immunity” or natural collective immunity that comes at the cost of
many deaths when there is no vaccine.

As such, the economic crisis would not be a new phase in the
world economy, since our governments, based on the discourse of
economic and financial crisis since the 1980s, increasingly establish
severe policies for citizens to retire and, progressively hinder
access to health and education with the constant cuts in funds that
governments allocate to these sectors. Sousa Santos (2020), in the
booklet that he published at the beginning of the pandemic The
cruel pedagogy of the virus points to this constant financial crisis of
capitalist societies:

Since the 1980s - as neoliberalism was imposed as the
dominant version of capitalism and it became more and
more subject to the logic of the financial sector -, the
world has been living in a permanent state of crisis ... the
financial crisis is used to explain the cuts in social policies
(health, education, social security) or the degradation of
wages. (Sousa Santos, 2020, p. 5, our translation).

174



Another result of the permanent crisis of human greed is
the environmental crisis that governments are trying to deny by
claiming that the transition to an ecologically responsible economy
will stop “development’ Unfortunately, it seems that nothing is
capable of slowing or stopping the ecological catastrophe that is
becoming more and more imminent. The virus and its spread sank
into oblivion the oil spill that reached 2,000 kilometers of the Brazilian
northeastern coast at the end of 2019, the rupture of the dam in
Brumadinho that buried 270 human lives under a sea of toxic mud
in early 2019 and the rupture of the dam in Mariana and its mud
reaching the river Rio Doce, whose waters supply many riverside
and native populations that inhabit the banks of the river. Moreover,
the current government's constant disregard for the devastation of
the Amazon rainforest poses a threat not only for the people of the
forest but also for the earth as a whole. President Bolsonaro, in an
announcement in July 2020 in the middle of the pandemic, called the
rainforest the symbol of the country, to affirm, later on, that the forest
does not catch fire because it is humid and “it is the Indigenous who
cause fire" and, furthermore, that what catches fire is the periphery
(probably referring to the periphery of the forest). This statement of
the President is a criticism of the decree that he had to sign and
that prohibits burnings for 120 days in the Amazon rainforest. This
decree contradicts the inclinations of the Environment Minister who,
in a ministerial meeting in April 2020, suggested that “while we are
at that moment of tranquility in terms of press coverage, since the
press only talks about COVID we need to let the herds of cattle
invade (the rainforest) while we're changing all the regulations and
simplifying norms. Those of IPHAN, of the Ministry of Agriculture, of
the Ministry of the Environment, of the ministry of this, of the ministry
of that, in the words of the minister. In fact, the president, based on
a conspiracy theory, claimed that Brazil suffers unfair accusations in
relation to Europe’s colonial environmental policies and characterized
the European continent as an “environmental sect’.
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Another conception of the crisis, which might be essential
in our understanding of our current times, is discussed by Ricoeur
(1994) in his conference on the crisis of historical consciousness
and Europe. The French philosopher demonstrates a crisis of the
Cartesian Cogito and, as a master of the hermeneutics of suspicion,
guestions the man in Modernity represented as an a-historical and
uprooted being who creates abstract and falsely universal truths.
Cogito's conscience reveals itself as narcissistic and with a radical
subjectivity that considers itself pure and innocent. One of the most
precious results of the belief in this Cogito is modern science as an
objective representation of an abstract mind. In this perspective, we
can affirm that Modernity produced a crisis by introducing supposedly
objective truths at the heart of the subjective mind:

But just as it is necessary to move from memory as
recurrence to memory as recalling, towards memory as
criticism, it is also necessary to dare to move from simple
fusion to a true active exchange of memories. It is the
most effective way to narrate otherwise: to go through
the account of others in order to understand ourselves, to
read our history through the eyes of historians that belong
to peoples other than ours, perhaps even to other great
cultures that have not participated in the process of the
intertwining evoked earlier between the founding cultures
of contemporary Europe; this is the immense task which a
therapy of the European memory must propose (Ricoeur,
1994, p. 92, our translation).

Ricoeur, in spite of being a French philosopher, manages
to cause a decentralization of his inevitably Eurocentric thinking,
seeking in his hermeneutics of suspicion to open paths for other
interpretations of human history that are not only universal, but also
local and situated, because suspecting would open space for possible
guestioning, problematization, resistance and transformation of
the historically established meanings, that is, it would make room
for other meanings. Based on this rationale, other breaths would
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gradually “push” the "old” meanings towards a rupture/ crisis in the
interpretive habitus (Monte Mér, 1999) of the meaning-constructing
subjects (Ferraz; Mizan, 2019).

Necessarily, the Cogito reveals a more dialogical conscience
when it seeks to know the unknown through the exchange of
memories with historians who belong to other peoples who are
not Europeans and who suffered from Eurocentric colonialism
and anthropocentrism. These exchanges, necessarily, involve
the translation process, because “translating is at the same time
transcribing, transposing, displacing, transferring and, therefore,
transporting while transforming” (Latour, 2016, p. 30, our translation).

In this article, although we accept that, apparently, it
is not easy to study reality while it is in progress, we risk reading
the current times based on images that were published on social
media during the pandemic crisis and that show us that the crisis
that the humanity is living has its roots in the colonial, patriarchal,
racist and capitalist projects of the 16th century, which allowed
the appropriation of lands, peoples and cultures by the European
mind with the purpose of creating hierarchies and subordinations
that would make profit and markets grow constantly. Through the
guestioning of the abyssal lines (Sousa Santos, 2007) imbued and
naturalized by the projects of Modernity and Humanism, the article
discusses, after this introduction, how nature invaded, in the middle
of the pandemic, “this side” of the modern abyssal lines. Section 3
explores the undemocratic virus, problematizing the abyssal lines
of social class differences in order to complexify the abyssal lines
between white supremacy and black genocide in the next section,
by demonstrating that we have not overcome this historical crisis of
humanity. Section 5 investigates the abyssal lines between access to
education and the perpetuation of an education project that fosters
the denial of its existence. In the final considerations, we explain
the reasons that lead us to conceive of these images as active and
procedural micropolitics that have the potential to build “new modes
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of subjectivity” (Guattari; Rolnik, 1996, p. 30) and, thus, we advocate
for a pedagogy of visual literacy and its micropolitics and an epistemic
turn in the notions of “crisis”

NATURE INVADES "THIS SIDE"
OF THE MODERN ABYSSAL LINES

The cases are so many that they would not fit on a
simple note. A country that has already exercised
international leadership in summit meetings related to the
environmental issue is today an environmental villain, an
outcast in the community of nations.

Disavowal note, Associagdo dos Professores de Direito
Ambiental no Brasil*®,

The hierarchies and subordinations of lands, peoples,
languages and cultures that were the basis of the success of the
European imperialist project, have created abyssal lines (Sousa
Santos, 2002, p. 237) that value only “the epistemologies of the
North', a metaphor for the “universal’, normative and homogenizing
knowledge that Europe and the United States of America have
legitimized and decreed as absolute truth. It is the epistemologies
of the North that guide the thinking of authoritarian rulers, such as
Trump's in the United States of America and Bolsonaro's in Brazil.
It is no coincidence that both won the elections using the Twitter
to communicate with the masses and, even after being elected
presidents, they continued to spread hate speech about difference, a
revival of the idea of the denying of science, a resistance to the need
for environmental preservation and the legitimation of a necropolitics
(Mbembe, 2019) during the pandemic, that is, the government's use
of state power to kill the other, whose life remains precarious with
less or no value.
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The two memes (images 36 and 37) are re-readings of the
famous paintings The treachery of images by René Magritte and
The Vitruvian man by Leonardo da Vinci and they give one more
“turn in the screw” in ideas historically established within systems
of representation that communicate certain meanings. On the one
hand, the replacement of the pipe in Magritte's painting with the
image of Jair Bolsonaro's profile, expands the representation system
and the codes “that allow us to translate our concepts into language
- and vice versa. These codes, which are crucial for meaning and
representation, do not exist in nature, but are "the result of social
conventions” (Hall, 2016, p. 54). Thus, the meme in image 36 reminds
us of the lack of leadership in our country in pandemic times.

On the other hand, the meme in image 37 is a parody of the
Renaissance displacement of God by man and the belief in human
rationality as the engine of the science we do. However, according to
Sousa Santos, this rationality became an indolent reason, stuck in its
own systems of representation and established codes. The daily stroll
of Homem Virusiano, presents Jair Messias Bolsonaro (messiah, too,
as a being between god and human) enraged, naked and trapped in
a circle that has the shape of Covid-19, the virus that made most of
the government leaders in different countries break with the idea of
growth and capital for a few months. The only item that makes up his
clothing are his shoes and socks so that he can perform his strolls
during the pandemic, carried out without a mask, with handshakes
and selfies taking.

179



Image 36 - Re-reading Magritte

Source: Facebook®

Image 37 - Re-reading Leonardo da Vinci

Source: Brasil247%°
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Crises bring about wars of narratives fought today between,
on the one hand, government officials, who supported by academic
research financed by industries, corporations and multinational
companies argue that global warming is not underway and that in
our predatory hunger we have not exhausted planet earth's potential,
and, on the other hand, environmental and social movements that
foresee that the anthropocene, that is, the geological era that humans
inhabit Gaia®, is coming to an end.

The denial of science and the spread of medieval ideas about
our planet are reflected in the meme below(image 38) posted on
Facebook in early 2020. The rust, the worn-out look of the map and
the cube-shaped globe to represent our planet criticize the Ministry
of Education headed by the then Minister Abraham Weintraub, who
vehemently attacked Federal Universities despite being a federal
professor himself. The trend in relation to flat earth obscurantism is
being countered with the actions and research carried out by public
higher education in Brazil, although the aforementioned ex-minister
considers the scientific work put into practice as “shambles’ Well,
Brazil 2020 is a dystopia never before imagined. The aforementioned
ex-minister of education - who lacks education - was appointed to
be the representative of Brazil at the World Bank and assumed the
position in the USA, since here in Brazil, he faces at least two lawsuits.
And it is in this manner that the square wheel turns:
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Image 38 - The flat earthers’ “globe”

Our translation: “Geography didactic materials have arrived in schools, sent by the Ministry of Education”
Source: Facebook®

Image 39 - The world is sinking

Source: Fastcompany®
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Another conviction produced within the neoliberal epistemo-
logies of the North is that nature is a resource. Gaia and her know-
ledges, along with everything that was evaluated as subordinate
because of being an object of interest to the modern subject, belong
to "the other side" of the abyssal lines. The Cartesian humanist
mind questions the fact that strips and zones of land are about to
be swallowed up by the sea, whose level is constantly rising while
the polar glaciers are melting. Image 39 above is a graffiti in London
eventually attributed to the artist Banksy, which simultaneously
represents the two conflicting narratives about climate change.

Epistemic disobedience (Mignolo, 2008) can teach us that
societies, thought up until now as only humans among themselves
(Latour, 2020) in social sciences with a European epistemology,
must mobilize towards the preservation of everything the Cartesian,
neoliberal, colonizer and racist man has placed on the other side of
the abyssal line, everything, in theory, that does not have the human
form of the Cartesian man, that is, animals, nature, climate, spirits
and peoples of the forest among so many other beings. It seems so
obvious, but it needs to be reiterated that, if progress and growth
destroy the ecosystem, the cost will be very high, a process with no
return. As Harari warns, “an ecological collapse will cause economic
ruin, political turmoil, a drop in human living standards and can
threaten the very existence of human civilization” (Harari, 2017, p. 249).

Epistemic disobedience can stimulate micropolitics (Guattari;
Rolnik, 1996) from subjects who avoid reproducing models of
teaching and human formation that are based on the norm, the
universal and the canonical, and dare to put their agency into
practice with the purpose of resisting the reproduction systems of a
dominant subjectivity. As Mignolo (2008) reiterates, “the decolonial
option is epistemic” (p. 290) and “identity in politics is crucial for
the decolonial option” (p. 289). This attitude is also defended by
Guattari and Rolnik (1996):
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People who, in therapeutic systems or at the university,
consider themselves simple depositories or channels for
the transmission of scientific knowledge, for this reason
alone they have already made a reactionary option.
Whatever their innocence or goodwill, they effectively
occupy a position to reinforce the production systems of
the dominant subjectivity (Guattari; Rolnik, 1996, p. 29,
our translation).

Image 39, of the house submerged in water with the wall that
says "I don't believe in global warming” disappearing, constructs
visually the war of narratives fought since the 60-70s. The refusal to
see the environment not as a natural resource, but as a fundamental
element of human life on earth, shows that the environment as a
resource also belongs to the epistemologies of the North and,
therefore, to “this side” of the abyssal line. In this context, many
scientists estimate that this will be one pandemic of the many to come
due to the melting of polar glaciers and permanent ice formations
that can trigger the release of unknown “emerging pathogens”
(Rodrigues et al., 2020). With climate change, many species are losing
their habitats and are therefore doomed to extinction. However, the
pandemic has also enabled teachings to humans.

Image 40 - A fox in the middle of the city

Our translation: “A fox is sunbathing in the junction of Gravias and St. Jones st”
Source: Myagiapariveski®*
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Image 41- Lions sunbathing

Source: HuffPostBrasif®

One of the positive consequences of the first phase of isolation,
which had greater adherence by the populations, was the decrease
in air pollution. The abrupt easing of traffic jams and gridlocks has led
urban dwellers to enjoy a blue sky, clear of pollution during the day
and a majestic moon in a starry sky at night. The silence in the urban
neighborhoods reminded the city inhabitants of the sounds of birds
at dawn and, at times, made some of us witnesses to the crossing of
abyssal lines by animals restricted in areas far from human houses,
as images 5 and 6 show us. In image 5, a fox is sunbathing in the
Agia Paraskevi neighborhood in Athens, Greece. In the next image,
lions invade roads in South Africa. It is interesting to note that in both
cases, of the fox and the lions, journalists report that after the bold
crossing of the abyssal lines, these animals considered "wild” by the
human species allow themselves to “sunbathe” in the middle of the
city. Resuming one of the basic projects of modernity, designed by
the Global North, Harari (2017) teaches us that, through Descartes’
Humanism, only human beings could feel or desire, because all other
animals are stupid automatons: “When a man kicks a dog, the dog
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does not experience anything. The dog automatically recoils and
howls, just like a vending machine when preparing a cup of coffee,
without feeling anything” (p. 125). It is sad, but this is how humanism
treats our Gaia and its living beings.

THE VIRUS IS NOT DEMOCRATIC:
THE ABYSSAL LINES OF SOCIAL CLASS DIFFERENCES

Image-epigraph 42% - Inequalities

One of the perspectives that emerged shortly after the
beginning of the pandemic is that the virus is democratic. Santos
(2020) states that this is due to the etymology of the word “pandemic”;
"We know that the pandemic is not blind and has privileged targets,
but even so, it creates a consciousness of planetary communion, in
some way democratic. The etymology of the term pandemic says
exactly that: the whole of people” (p. 7). As a biological agent, in
principle, it should affect everyone in the same way. However,
in a society such as Brazil with deep-rooted social and economic
inequalities, the social profile of this biological agent appears with all
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its strength. Factors such as access to basic sanitation and drinking
water, qualified hospitals and healthy food, public safety and the
possibility of employment during the isolation period make the virus
a biological agent socialized in the perversion of the history that
constitutes our society.

The meme, in image 43 below, undertakes visual micropolitics
through the juxtaposition of races to construct visually the social
inequalities and the power to acquire necessary goods during the
pandemic, such as the mask. The first photo used in the meme was
posted on Instagram by presenter Luciano Huck with the caption “It is
common to hear that 'we are all in the same boat’ during the pandemic.
But that is not true. We are in the same sea, but the boats are not the
same. The conditions that each one has to face this moment are very
different"®”. Whoever produced the meme recycled Huck's solidarity
request phrase and contrasted the image of the man wearing a mask
made with a garbage bag to a photo of the Russian Tair Marassulvo in
Paris wearing a mask (probably produced by himself) with the logo of
the French brand Louis Vuitton and in front of the brand's store. The
social reality emerges as a “slap in the face” in the materiality of the
visual discourse that narrates opposite realities experienced by social
communities during the spread of the "democratic virus"

Image 43 - The virus is not democratic

Source: Otvfoco and MarieClaire®®
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Image 44 - Social classes

Source: Facebook®

We are not in the same boat because, as Faria (2020) asserts,
“the virus cannot be democratic because society is not";

Expectations will change within the city itself. You live so
much more or less depending on your living conditions.
What the virus does is just to reflect the society already in
place. Things don't happen at random in spaces. The way
we are born and die depends a lot on where we live, on
the conditions we have. That is why life expectancy will
never be the same between places.

Thus, we get to know that the cure rate for Covid-19 is 50%
higher in private hospitals, that the periphery concentrates more
deaths due to COVID under the age of 65, that COVID is more lethal
in peripheral regions of Brazil, and that in the peripheries of Sdo
Paulo the new coronavirus is 10 times more lethal. In the pandemic,
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the confinement of people in their homes led citizens working on the
street, such as traders and street vendors of the informal economy,
to stay at home, thus failing to earn a living in this modern context
of precarious work. Sousa Santos (2020) claims that this is not
a new phenomenon:

Salespeople have been quarantining on the street for a
long time, but on the street with people. The failure to
work for those who sell in the informal markets of large
cities means that potentially millions of people will not
even have the money to go to health facilities if they
fall ill or to buy hand sanitizer and soap. Those who are
hungry cannot afford to buy soap and water at prices
that are beginning to suffer the burden of speculation. In
other contexts, those uberized in the informal economy
who deliver food and parcels at home. They are the ones
who guarantee the quarantine of many, but for that they
cannot protect themselves from it. (Sousa Santos, 2020,
p. 22, our translation).

In the case of the pandemic, workers in the delivery-by-
mobile-application sector supplied the population with food and
purchases and thus became a symbol of precarious employment. The
cartoon (image 44 above) depicts the population who could work at
home during confinement and who took advantage of this period to
take care of their children, rest and take selfies and even play music
on their balconies, as it happened in Italy, while mobile application
delivery workers crossed the streets to deliver the requested goods,
putting in this manner their own lives at stake. This configuration
led these workers to develop a political awareness and, for this
reason, they started to claim their rights by calling for work strikes
during the pandemic. Undoubtedly, the risk of contagion by Covid-
19 is much greater in this sector. For Latour (2020), herd immunity
without vaccine is not a democratic stance, since a large number of
invisible workers is forced to work so that others can continue to hide
in their homes.
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Image 45 - Pandemic without a Health minister

Source: Twitter®

Image 46 - Communism

Source: Didrio do centro do mundo®
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In this regard, memes 45 and 46 can provide the reasons why
the pandemic and the virus, which are not democratic, joined the
game of nationalist and neoliberal politics. The president’s speeches
and posture in relation to the lethal virus constantly contradicted the
recommendations of the World Health Organization (WHQO) and the
Ministry of Health, while we had the Minister of Health. Here are some
phrases by Jair Bolsonaro that despise both the virus and the Brazilian
people: "What is wrong is the hysteria, as if it were the end of the world.
A nation like Brazil will only be free when a certain number of people
are infected and create antibodies” (March 17); “After the stab, it won't
be a little flu that will knock me down, okay?" (March 20); “Fatal cases
of healthy people under 40 are rare” (March 24); “The Brazilian has
to be studied, he doesn't get anything. The guy jumps into the sewer,
gets out, dives and nothing happens” (March 26); “The people have
been deceived all this time about the virus" (March 26); "Are some
people going to die? They are, hey, I'm sorry. This is life. You cannot
stop a car factory because there are traffic deaths every year” (March
27); "Forty days later, it seems that the issue of the virus is starting to
go away” (April 12); “I'm not an gravedigger, okay?” (April 20)%2. This
explains the reasons why we have been in the middle of a pandemic
since May, with an unprepared Minister of Health, without updates by
specialists about the phase of the pandemic we are in, and without
reliable numbers of people infected, survivors and dead by Covid. The
mystery about how the virus is being fought has been installed with
the endorsement of the country’s highest authority.

The cartoon in image 46 above comments on the war of
narratives fought between science and fake news these days,
notably in Brazil. The eye doctor in the cartoon is showing Snellen’s
century-old well-known chart of letters, the test that measures
visual perception from a distance. Although these letters have no
meaning at all, that is, they are not signs in this case, the patient, who
considers himself patriotic for wearing the Brazilian national football
team shirt that the Bolsonaristas have appropriated for themselves,
sees communism in everything. These subjects, portrayed in this
meme, divide the world in a Manichean manner between capitalists
and communists, a division characteristic of the Cold War era,
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which can hardly characterize neoliberal societies and citizens 30
years after the fall of the Berlin wall. In the words of Camilo Vannuchi,
a columnist for Universo Online (UOL): “The list of communists drawn
up by the creative minds of the Bolsonarist troops grows every day. In
the presidential cosmogony, not only Folha and Grupo Globo, but also
youtuber Felipe Neto, doctor Drauzio Varella, the UN, WHO, Pope
Francisco and even Brastemp make up the list. Yes, Brastemp!"®3

It seems more and more that “The governing authorities have
become just caricatures, puppets of ventriloquists who know how
to swear to amuse the public. Nobody can expect them to solve the
serious problems. There is a humanitarian vacuum! But how did we
get to this state of affairs?” (Velten, 2020, p. 1). Yes, how did we get to
this state of affairs?

ABYSSAL LINES BETWEEN WHITE
SUPREMACY AND BLACK GENOCIDE:
A RISTORIC CRISIS OF HUMANITY

Image-epigraph 47% -"You're jealous of this’ told the white elite
man to the courier Matheus, pointing to his white skin
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In the assertive words of Nascimento (2019, p. 336), “it is
precisely because the black identity, and consequently racism, are a
creation of the whites, that the whites must be responsible for its end”
Summoning Frantz Fanon, Nascimento stresses that “blacks have
not only inherited the colonial weight of racism, but also the guilt of
having been enslaved’ We could think that racism and colonialism
have marked the history of mankind and that they have already been
eliminated. However, during the pandemic crisis we have witnessed
new waves of institutional violence, with police officers attacking
black and poor populations not only here in Brazil, but in the USA as
well. The most shocking cases were George Floyd, in Minneapolis,
and Joao Pedro, in Sdo Gongalo in Rio. In the first case, George Floyd
was murdered by the white policeman who put his knee on the back
part of Floyd's neck and, refusing to remove it from there for almost
9 minutes despite the black man's pleas, killed him. The same violent
attitude is observed in the case of the boy Jodo Pedro, 14 years old,
who was playing with his cousins when the police invaded the house
and shot him in the belly. After rescuing the boy by helicopter, the
police forbid his parents to enter with him in the helicopter and left
the family 17 hours in search of the boy. His parents had to mobilize
social networks to get some information about their son.

Another case of symbolic violence with a racist bias is
what happened to Miguel in Recife. Miguel lost his life falling from
the 9th floor of a luxurious apartment building where his mother’s
employer lives. His mother, who works as a maid in that building,
had to take Miguel with her to work during the pandemic. While the
mother walked the dog and the employer was having her nails done
(activity not recommended during the pandemic), the boy decided to
look for his mother and, therefore, the employer placed the 5-year-
old boy in the elevator alone for him to go down and look for his
mother. The employer, Sari Corte Real, pressed the 9th floor button,
went up and fell,
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Image 48 - The different versions of “l can 't breathe

Source®: Facebook

Image 49 - “I don't care about Miguel's death

Source®; Instagram

In image 48, the discourse of the Covid-19 white negationists
in both North America and Brazil refutes the use of masks by alleging
difficulties in breathing. This very same sentence “| can't breathe”
gains a completely different meaning in the mouth of George
Floyd, who repeated the outcry over and over again before dying
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asphyxiated under the pressure of a white cop's knee. These images
(and the murder) represent the oppression and the social, racial and
economic injustices that colonization and slavery have produced.
In this sense, Harsin (2020, p. 3) defends that we have experienced
post-truth phenomena, so to speak the "weaponization of fake news,
rumor bombs, bullshit, lies, conspiracies, misinformation; refusal or
alacrity to believe truthtellers; and buzzing debates and panic” which
“can usefully be viewed through a lens of aggressive emotion and
masculinity” This aggressive white-supremacist masculine tendency
reveals an emo-truth politics (Harsin, 2020) which have showcased
some popular COVID-19 responses (for example, Bolsonaro's) by
avoiding anything associated with perceived femininity: physical
strength (“I have got an athlete’s records”), sexual conquest (“Wearing
masks is faggot stuff!”), a lack of any emotions in order to show
control and violence ("So what? I'm not a gravedigger!”).

In image 49 above, we see a visual representation of Miguel's
mother's boss, Sari Corte Real, who does not “give a damn” for the loss
of the black boy's life. There is not much to say about this image (and
the murder), except to hold hands with Nascimento (2019, p. 335) and
cry: “What | really want to do is to cry - both as an intellectual and as
a black writer - the mourning for several of me who got lost along the
way" Racism, in this view, was shaped by modern humanism (Said,
2004) that places the human being at the center but opts for a certain
definition of what is human, thus creating the categorization of human
societies in terms of hierarchies of races. Mignolo (2008) contends that

The criteria that go unmentioned and have been used to
determine the value of human lives are obvious signs (of
a decolonial interpretation) of a hidden politics of imperial
identity: that is, the value of the human lives, to which the
speaker’s life belongs to, becomes a measuring stick to
evaluate other human lives that have no intellectual option
and institutional power to tell their history and classify
events according to a classification of human lives: that is,
according to a racist classification (Mignolo, 2008, p. 294,
our translation).
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Likewise, the humanist project not only collaborated with
the rise of the human being, in our case, the Homo Sapiens, but also
determined which humans deserved to tell their stories: "Humanism
must be critiqued because it dehumanized the whole world in the name
of an anglo-eurocentric whiteness, which destroyed the project of
modernity with the bloodstained hands of colonialism and capitalism”
(Nascimento, 2019, p. 334, our translation), that is, it was “the project
that transformed whites into humans and all blacks into animals”(lbid.).
Despite humanism, the decolonial option beautifully ensures that

Fortunately, the decolonial option grants the conception
of the reproduction of life that comes from damnés, in the
terminology of Frantz Fanon, that is, from the perspective
of most people on the planet whose lives were declared
expendable, whose dignity was humiliated, whose
bodies were used as workforce: reproduction of life here
is a concept that emerges from enslaved Africans and
indigenous peoples in the wake of a capitalist economy,
and that extends to the reproduction of death through
the imperial expansion of the West and the growth of the
capitalist economy. This is the decolonial option that fuels
decolonial thinking when itimagines a world in which many
worlds may co-exist (Mignolo, 2008, p. 296, ous translation).

ABYSSAL LINES BETWEEN ACCESS TO
EDUCATION AND DENIAL OF ITS EXISTENCE

Image-epigraph 50 - Meme about schooling
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We need to defend education in Brazil. Under a highly
frustrating and retrogressive scenario, in which a project of dismantling
education takes place through projects such as Escola sem Partido
(School without Party); through the implementation of projects such
as the Plano Nacional de Alfabetizacdo (National Literacy Plan) or
even through militarization projects with the creation of civic-military
schools (the latter, acclaimed by Brazilians who wish for the return of
militarism, censorship and "the whip"), it is essential to restate time
and again that the "The scholastic years are a source of fear for all
who seek to perpetuate the old world or for those who have a clear
idea of how a new or future world might look"(Masschlein; Simons,
2013, p. 10). Hence,

We resolutely refuse to endorse the condemnation of the
school. On the contrary, we advocate for its acquittal. We
believe that it is precisely today - at a time when many
condemn the school as maladjusted to modern reality
and others even seem to abandon it altogether - that
what the school is and does becomes clear (Masschelein;
Simons, 2013, p. 9).

ltis essential to restate that we are in the middle of a pandemic,
and that the difficulties our students - especially the underprivileged
ones - face (for example, access to the virtual world) need to be
problematized by everyone involved. On top of this, understanding
that “certain actors in the edtech industry are treating the crisis as
a business opportunity, with potentially long-term consequences
for how public education is perceived and practised long after the
coronavirus has been brought under control” (Williamson et al, 2020,
p. 108), is one of the main roles of schools under the pandemic crisis.
By the same token, schools and educators should not neglect the fact
that "Markets have long been a central concern of the global edtech
industry, but the pandemic may have presented it with remarkable
business opportunities for profit-making, as well as enhanced
influence over the practices of education” (Williamson et al, 2020,
p. 108). The neoliberal education has not vanished from the agenda.
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On the contrary, it seems to be gaining ground and influence, now,
transferred to the virtual world:

At the present time, public education has been forcibly
decentralized into students’ own homes, largely
disaggregated from the institutions and practices
of education and instead repositioned as a form of
homeschooling mediated by technology tools, edu-
businesses and other institutions (...). The current state of
‘pandemic pedagogy, in other words, may not be seen by
some businesses as simply an emergency response to a
public health and political crisis, but as a rapid prototype
of education as a private service and an opportunity to
recentralize decentralized systems through platforms.
(Williamson et al, 2020, p. 108-109)

This is what many have been calling remote teaching instead
of distance education. The institutional and pandemic crises have
not created neoliberal education or inequality in terms of educational
opportunities in the country, but they have certainly opened them wide:

Image 51 - Inequality

Source: Facebook®®
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Image 52 - Neoliberal education

Source: Campanha.org®

Images 51 and 52 are striking and sad for all those who
are on the other side of the abyssal lines, that is, the invisible and
subordinated by a neoliberal capitalist system that dehumanizes the
Other. Another way to look into this context of subalternity, in the
words of bell hooks (2003, p. xiii), is her call to the masses, just like
the Black Lives Matter movements, to organize political movements
in which “citizens are summoned to fight for democracy and for the
right to education; yet, to fight against all forms of domination” With
this, hooks defends that the school is a place where “students are
not indoctrinated to support the white and supremacist imperialist
patriarchy” (p. xiii). The urgent lesson to be learned is, according to
Sousa Santos (2020, p. 24), the following:

As a social model, capitalism has no future. In particular,
its current version - neoliberalism combined with the
domination of financial capital - is socially and politically
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discredited because it has led the global society to a
tragedy whose consequences are more evident than ever
in this moment of global humanitarian crisis.

Thus, we would dare to say that we face a great global
mechanism in which everything boils down to a self-destructive
capitalist system in which few have much and many have very little,
or almost nothing. According to Masschelein and Simons (date),
this is why we need to defend and fight for the school. Perhaps it
is through education, and only through it, that we will someday be
able to envision more critical citizens, participative and active in the
building of more equitable relationships:

Image 53 - Inequality

Source: Campanha.org™
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Image 54 - Child labor

Source: Facebook™

Images 53 and 54, although similar to images 51 and 52,
are purposeful reiterations of Freire's hope for better days, for a
better country, for a critical education in which our students do not
naturalize the more than 229,000 deaths (up to the moment of the
writing of these reflections) in the COVID-19 pandemic in Brazil.
Similarly, educators and students cannot accept the dismantling of
the federal university system, the affront and disbelief of science,
the vexing, unprepared and macabre mismanagement shown in the
famous video of the ministerial meeting, the treatment of indigenous
people and the destruction of the Amazon, the subservience to
Trump and the American flag, the discrimination in relation to the
LGBT community. Dear reader, the “square wheel” turns again; and
the epistemologies of the Global North continue to inhabit us.
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FINAL REMARKS:

FOR AN EPISTEMIC TURN IN THE NOTIONS
OF CRISIS, AND FOR A PEDAGOGY OF VISUAL
LITERACIES AND THEIR MICROPOLITICS

Image-epigraph 557 - The clean air in the cities

In conclusion, we argue that education, both in times of
pandemic and in times of supposed normality, needs to create spaces
that foster the decolonial option in the form of epistemic disobedience
to the epistemologies of the Global North which in turn fuel the rise of
alt-right movements in the country. The epistemologies of the Global
North insist on teaching what they consider universal, normative,
neutral, scientific and disembodied knowledge. The rupture, caused in
Traditional Linguistics by the demands raised by Applied Linguistics,
fosters unruly (Moita Lopes, 2006) and transgressive (Pennycook,
2006) perspectives, through the unlearning (FABRICIO, 2006) of
notions we are constituted by and the deconstruction (Makoni &
Meinhof, 2006) of common sense notions of language. In this sense,
Mignolo (2008) relates decoloniality to epistemic disobedience to the
disembodiment of languages in modern epistemologies:
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By linking decoloniality to identity in politics, the
decolonial option reveals the identity hidden under the
pretense of universal democratic theories at the same
time that it builds racialized identities that were risen by
the hegemony of Western categories of thought, stories
and experiences (again, Greek and Latin foundations of
modern / imperial reason) (p. 297).

We have also shown that this crisis, despite being seen in
financial terms, as a moment of transition between a phase of
prosperity to another of depression, needs to be problematized
as crises of the established order (be them political, educational,
religious or ideological). This is what needs to be questioned. The
metaphor of the epistemologies of the Global South questions the
modern and humanist epistemologies of the Global North, that in the
processes of its capitalist and patriarchal colonization established
the modern abyssal lines that eliminate difference, thus producing a
crisis for introducing supposedly objective truths at the heart of the
subjective mind (Ricoeur, 1994),

We have also ventured into the reading of reality through a
variety of image genres, such as memes, cartoons and photos that
were published on social media. These images foster world readings
that break with universalist meanings, that is, modern narratives
and neoliberal views on global warming, on the preservation of the
environment and on the crisis we are experiencing. By exposing a
president who (mis)governs and by bringing to the fore the racial,
economic and digital inequality that worsened in the pandemic, these
images battle with discourses that seek to reintroduce flatearthist
cosmology. Unfortunately, we are also experiencing a crisis at the
level of the individual and this reveals that the epistemologies
of the Global North emotionally affect the subjects who end up
aligning themselves with the alt-right and the “ruralist contingent’,
the “evangelical contingent” and the “gun bill contingent” of our
national congress.
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We understand that, in order to live with the crises put
forward by modernity and humanism, “a politics of representation
in which power is in the community and not in the State or in any
other equivalent administrative institution” (Mignolo, 2008, p. 298)
is necessary. The cartoons, photos and memes that weave our
narrative as knowledge arise from epistemologies of the Global
South; they constitute voices that seek to cross the invisible abyssal
lines that divide the world into different universes. We conceive of
these images as procedural micropolitics that have the potential to
build “new modes of subjectivity” (Guattari; Rolnik, 1996, p, 30). As
asserted by Guattari and Rolnik,

The guarantee of procedural micropolitics can - and
must - only be found at each step, starting from the
agencies that constitute it, in the invention of reference
modes, of praxis modes. Invention that allows, at the
same time, to elucidate a field of subjectification and to
intervene effectively in that field, both inside and in its
relations with the outside. For the social professional,
everything depends on their ability to articulate with the
enunciation agencies that assume their responsibility at
the micropolitical level.

Although images - as possibilities for visual literacies in
language education - have not been established as part of the
curriculum or as current visual pedagogical practices in school
education, our hope is that the images discussed here will encourage
other agencies, from each subjectivity, from each context, from each
class. May we even discuss other interpretations of the images
discussed here. This may be at the heart of teacher education in
the midst of the pandemic (and after it): what remains for us is to
act through micropolitics, encouraging the active and participative
agency of students, teachers and everyone involved in education. We
can, still at the micropolitics level, recognize the subjectivities and the
unique processes of subjectification of each student. In addition, we
can, if we wish to, discuss how each of our students see themselves
and see beyond the sovereign and powerful human (built as a
consequence of universal humanism):
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Image 56 - Gaia

Source: Facebook™

The radical change introduced by the questioning of the
projects of modernity and humanism shows that the Sapiens,
especially those who aligned themselves with rampant capitalism
and consumerism, did not work. This final image (21) can be read
in many ways: a romantic apology to Mother Nature, a European
“environmental sect” sending a message to the president, a
Greenpeace slogan, an ecological company advertisement, an
elegant message from Gaia. Whatever the interpretations, the image
reminds us that the decolonial refutes the Western idea that “human
lives can be discarded for strategic reasons and for the civilization of
death (massive slave trade, famines, wars, genocides and elimination
of differences at any cost)” (Mignolo, 2008, p. 315-316) while
defending "the celebration of life on the planet, including human
organisms that have been separated from nature in the cosmology of
European modernity” (Mignolo, 2008, pp. 315-316), and this makes a
huge difference in decolonial thinking.
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Finally, the last image suggests that Gaia and humans still
have a lot to dialogue for. All these crises have shown humans some
learnings that, according to Sousa Santos (2020), are possible at that
moment: 1. We can “stay home and have time to read a book and
spend more time with our kids"; 2. We can and should “consume
less, dispense with the habit of spending time in shopping centers,
looking at what is for sale and forgetting everything we want but
that can only be obtained by means other than buying it" (Sousa
Santos, 2020, p. 6). We can, as language educators, renounce Global
North epistemologies and ontologies that have led us to believe in
universalisms and single truths. At least our creative students (the
very ones we criticize for prosuming images on social media settings)
show us that this is possible.
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INVESTIGATING
PHOTOGRAPHY,
TELEVISION,
AND CINEMA



EDUCANDO POR MEIO DO
LETRAMENTO CRITICO VISUAL



CONSIDERAGOES INICIAIS™

A sociedade moderna é reconhecida como aquela em que
predomina o poder da imagem uma vez que essa sociedade pro-
duz e consome imagens como nunca antes. Conforme assergoes de
Kress e van Leeuwen (1996) e Kress (2003), vivemos em um periodo
em que a linguagem imagética ganha crescente visibilidade, pois
a Nova Midia promove a representagdo e expressdo visual como
forma de comunicacéo.

Além disso, é uma caracteristica da sociedade moderna
produzir e consumir imagens que se tornaram representagdes de
fragmentos da realidade. Um dos instrumentos mais “realistas” para
representacdo da realidade é considerado ser a arte da fotografia,
uma vez que usa uma maquina para produzir a imagem. Assim, as
fotografias sdo geralmente concebidas como menos ligadas aos pro-
cessos de interpretagdo do criador da imagem do que objetos visuais
como pinturas ou desenhos que sao feitos a mao. Os espectadores
costumam atribuir as fotografias a caracteristica de transparéncia,
o que significa que as fotografias sdo vistas como realistas, aparen-
temente neutras e objetivas. Elas sdo consideradas representacoes
exatas do que o fotégrafo viu através da lente da cdmera, sem qual-
quer distorgdo pela “intengao” do fotdgrafo.

No entanto, assim como a linguagem, o visual é formado e
produzido por culturas especificas (Kress; Van Leeuwen, 1996, p.
30). A visdo ndo é somente uma habilidade fisica e natural do ser
humano, mas um processo fisico cultural e histérico (Menezes de
Souza, 2008). A visdo é formada por cddigos culturais e por cons-
trugdes simbdlicas que, como a linguagem, moldam a realidade que
o ser humano observa. Por isso sugerimos que vejamos com nossa
mente e ndo com nossos olhos.
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Na presente conjuntura da globalizagdo, hd um fluxo con-
tinuo de fotografias que representam povos e grupos subalternos
e contribuem para o estabelecimento de certas relagdes politicas,
econdmicas, culturais e éticas com esse Outro. Leitores de jornais
e revistas, telespectadores e navegadores da Internet que entram
em contato com fotografias de povos indigenas, quilombolas, fave-
lados e pessoas sem teto criam opinides a partir dessas represen-
tacOes que sdo produzidas dentro da ideologia da instituicdo cria-
dora da representagéo.

As andlises das representagdes imagéticas de grupos subal-
ternos feitas por instituicdes dominantes, pelo préprio grupo subal-
terno ou por fotdgrafos que buscam a expressao artistica na repre-
sentagdo do Outro confrontam maneiras diferentes de representar
o sujeito subalterno. Nesse confronto de representagdes, o que
parece estar em jogo, para os criadores da representacéo, € a forma
mais fiel, verdadeira ou auténtica de descrever o sujeito subalterno.
Inspiramo-nos no trabalho de Bhabha, cuja discussao de hibridismo
aborda a questdo sempre a partir da perspectiva da linguagem (no
caso, imagética) e da identidade (Menezes de Souza, 2004, p. 114).

Bhabha (1995) sugere que o hibridismo constitui um ele-
mento intimamente implicado na linguagem e consequentemente
na representagdo. Quando a representagao ou imagem € vista como
reflexo de um referente fixo, ela é considerada transparente, direta e
nao-mediada (Menezes de Souza, 2004, p. 114). Entretanto, Bhabha
vé qualquer representacdo “como uma producéo sistémica situada
dentro de determinados sistemas e instituicdes de representagéo -
ideoldgicos, histéricos, estéticos, politicos” (Bhabha, 1984, p. 54). Para
Bhabha, o significado ndo é algo que pode ser recuperado através de
uma referéncia direta a uma origem “real” postulada (Menezes de
Souza, 2004, p. 117).

Segundo Bhabha, qualquer representagdo ou imagem, seja
ela feita por instituicdo dominante ou pelo subalterno, é hibrida.
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O Iécus de enunciagdo ou o contexto ideoldgico, cultural, histérico e
social do produtor da imagem e dos intérpretes influencia o processo
de significagdo. Por isso, as identidades construidas nas fotografias de
grupos subalternos sao hibridas em trés niveis: do produtor, do intér-
prete e do sujeito representado. Identidade cultural como um signo
arbitrario representa a ambivaléncia central da estrutura de conhe-
cimento na modernidade. E esse conhecimento ndo se apresenta
como algo universal, mas como algo sempre intimamente implicado
no contexto do produtor, do intérprete e do sujeito subalterno.

O visual estd diretamente ligado as culturas no contexto das
quais o ato de contemplar acontece. Kress e van Leeuwen (1996,
p. 30) afirmam que “assim como a linguagem, o visual é formado e
produzido por culturas especificas’ As pessoas nascem em sistemas
de pensamento e percepgao que estdo além delas. Estes sistemas
de pensamento e a forma como os individuos se envolvem com eles
contradizem os valores fundamentais do pensamento humanista, ja
gue as pessoas tendem a usar o visual sem refletir sobre a dimensao
histdrica e cultural do conhecimento e da verdade que este visual
reflete (Said, 2004, p. 30-31).

A fotografia, como material impresso, cria uma relacdo
entre a comunidade de origem (do fotégrafo, criador da represen-
tagdo), a comunidade representada (o sujeito da foto) e a comuni-
dade de chegada (os leitores). Essas relagdes sdo caracterizadas
por questdes de poder.

Esse poder toma forma quando o fotégrafo encontra-se em
uma experiéncia transcultural e a sua cultura media a perspectiva
que ele desenvolve em relagé@o a cultura do “"Outro” As caracteris-
ticas que ele escolhe para representar e descrever os “outros” sdo
baseadas em conceitos de sua prépria cultura, pois o lugar de onde
falamos afeta a maneira como nés concebemos a realidade e damos
sentido a ela. Esta localizagdo nem o “Outro” subalterno, nem o foto-
grafo, nem o leitor da imagem pode transcender. E inevitavel que
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fotdgrafos e leitores de fotografias de grupos subalternos exercitem
autoridade cultural sobre as culturas “subalternas” que estédo dispos-
tos a descrever e compreender.

Estamos vivendo na realidade a crise de representacéo pois
guem estd envolvido no ato de representar ndo descobre a verda-
deira natureza do representado, mas o criador da imagem ou falante
esta participando na construcdo da posigao-sujeito do representado
baseado na sua prdpria interpretagao situada (Alcoff, 1991-92, p. 5).

LETRAMENTONCRI'TICO VISUAL
E CONSTRUCAO DE SENTIDOS

Nossas vidas sociais estdo saturadas por imagens. Portanto,
aprender a interpreta-las deve tornar-se um meio importante de
compreensao da vida social. Rose (2007, p. 166) resume as estraté-
gias para a interpretacao de imagens:

Olhar para as suas fontes com um olhar renovado;
imergir-se em suas fontes; identificar temas-chave em
suas fontes; examinar seus efeitos de verdade; prestar
atencdo a complexidade das fontes e suas contradi-
¢Oes; procurar o invisivel, assim como o visivel; prestar
atencéo aos detalhes.

Aspectos materiais da imagem levam seus espectadores a
descrevé-la e interpretd-la de determinadas maneiras e ndo de outras.
Sua “composig¢ao” (Rose, 2007, p. 20) e a forma como os elementos
da imagem sao dispostos, desempenham um grande papel nos efei-
tos que a imagem tem. Outros elementos materiais de imagens que
influenciam a forma como elas sdo vistas séo o tamanho, a cor e a tex-
turadaimagem.Rose (2007) sugere também estudar o “layoutinterno”
(p.181) e a "organizacao espacial” (p. 185) de qualquer objeto exposto.
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O lugar onde qualquer objeto é mostrado e as relagdes que esta-
belece com os outros objetos exibidos também pode nos ajudar a
decifrar as estratégias que qualquer instituicdo usa para produzir um
espetaculo. Elementos que sdo colocados juntos, agrupados para
fins de exposigao estdo ligados e considerados como pertencendo
juntos como complementares, continuos ou contrastantes.

Reiteramos a importancia de desenvolver Letramento Critico
Visual dentro da sala de aula, pois ele permite analisar a maneira pela
qual imagens fazem referéncia ao mundo em que vivemos. O sujeito
na fotografia é sempre representado de maneiras compativeis com a
ideologia dominante do contexto no qual o fotégrafo se insere. NJs,
como contempladores das fotografias, usamos certos processos
para analisar as imagens que atraem a nossa atengdo e criamos um
discurso sobre a imagem que faz da representagao visual uma repre-
sentagao verbal que por sua vez revela os aspectos sociais do campo
visual e prova que imagens fazem parte do nosso mundo mental.

Este projeto apresenta uma proposta de investigagdo dos
novos letramentos e mais especificamente do Letramento Critico
Visual no nivel universitario brasileiro. Nessa pesquisa de imple-
mentacdo pratica, espera-se desenvolver recursos (atividades de
pesquisa de campo) por meio dos quais seja possivel observar e
analisar o processo dos alunos na leitura e interpretagdo de imagens.
A construgdo de imagem por instituigcdes com ideologias e interesses
considerados dominantes e as diversas interpretacdes da mesma
pelos alunos criam um insight valioso, pois fazem emergir maneiras
de olhar que podem se diferenciar profundamente dos pontos de
vista produzidos pelo mundo Ocidental (Kincheloe, no prelo).

Analisaremos trés fotografias de um grupo considerado
subalterno: os Indigenas. A primeira fotografia apareceu no site do
jornal Folha de Sao Paulo, no dia 18 de Junho de 2012. Ela foi tirada
durante o evento Rio+ 20 que foi marcado pelos protestos Indigenas
de vérias etnias, principalmente contra a construgdo da hidrelétrica
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de Belo Monte. Essa fotografia tem como figura central o Indigena,
usando vestimentas tipicas. Ele é a figura mais saliente e evoca a
identificagdo do leitor com ele. Contudo, ele ndo faz contato com o
leitor, pois como participante representado, ele desvia o olhar e ndo
olha diretamente para o participante interativo, o leitor (Kress e van
Leeuwen, 2000, p. 122). Assim o leitor ndo é convidado a compar-
tilhar a composi¢do imagética com o Indigena e, logo, o Indigena
apenas se oferece como objeto de contemplacgéo.

O Indigena é representado em close-up (plano fechado) que
faz o leitor conseguir ver sua expressao facial. Por outro lado, os poli-
ciais que em nlimero sdo muitos mais que o Indigena séo retratados
em longshot (plano aberto) e assim é criada uma certa distancia
entre eles e o observador. Eles sdo representados com o0s corpos
retratados quase por inteiro. O Indigena e quase todos os policiais
sdo retratados mostrando o perfil. O dngulo obliquo provoca no leitor
um sentido de desapego a cena observada.

A estruturacao da fotografia concebe os componentes ima-
géticos como identidades afastadas, que nao se relacionam. A linha
diviséria entre eles é representada pela barreira. H4 também con-
traste de cores, de definicdo e de elementos: o Indigena é pintado,
usa cocar em cores azul e laranja vibrantes e enfeites coloridos. Ele
também estd carregando arco e flecha, mostrando que para os povos
indigenas essa é uma situagdo de guerra. As cores com as quais o
Indigena é retratado apresentam alta saturagéo enquanto os solda-
dos sdo representados em cores escuras e embasadas. Nao dé para
diferenciar um soldado do outro. Eles usam uniformes e carregam
armas que os protegem de qualquer ataque.

O sentido é construido dentro da representacao e a imagem
leva o leitor a fazer uma certa interpretagdo. Apesar de o Indigena
ocupar o centro e ser saliente, o fato de que ele ndo olha diretamente
para o espectador e é fotografado em angulo obliquo limita a iden-
tificagado do leitor com ele. A fotografia implica que apesar do fato
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que culturas modernas e mais tradicionais coexistem, elas raramente
entram em contato e quando estdo obrigadas a se relacionar elas
tomam uma atitude de se proteger uma da outra.

Imagem 57 - Indigenas de vdrias etnias protestam durante a Rio+20

Fonte: Folha de Séo Paulo, 18 de Junho de 2012

E importante ressaltar que quando os povos indigenas
buscam reivindicagdes, eles frequentemente usam trajes e adornos
tipicos de indios brasileiros. Nessas ocasides os cintos feitos de
animais ou folhas de plantas sdo usados para lhes cobrir o sexo.
Pinturas corporais também fazem parte da identidade que os indios
procuram construir para eles mesmos em situagdes em que entram
em contato com o homem branco e com a midia. Os colares e as
pulseiras contribuem para a constru¢do de uma identidade cultural
que se conecta as suas raizes.

A performatividade de sua aparéncia busca criar uma identi-
dade Indigena pura e ndo contaminada pelo contato com o homem
branco. De alguma maneira essa identidade “inventada’; (Gunew,
1997) cria um “Eu” que é implicado nas condigbes sociais de sua
emergéncia (Butler, 2005, p. 7). A identidade cultural criada pelos
Indigenas nesses eventos interage e tenta lidar com as culturas domi-
nantes dando primazia no Tornar-se sobre o Ser (Vattimo, 2004, p. x).
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Pode-se-dizer que os Indigenas, como movimento social de
cunho identitdrio, sentem-se obrigados a se identificar com a sua cate-
gorizagao para poder se mover no espago publico. Eles se vestem de
forma estereotipada, pois sabem que no meio dos grupos dominantes
suas vestimentas e pinturas corporais podem ser vistas como mani-
festagOes artisticas e vao ser apreciadas e isso pode contribuir para
suas lutas de ganhar voz. Apesar das identidades nunca serem fixas
mas sempre fluidas e no processo de mudanga, certos grupos sociais
que buscam emancipagao usam o que Spivak (1994) chama de essen-
cialismo estratégico, a necessidade de usar dimensdes estéticas e de
encenacao para poder se representar dentro das instituicdes politicas.

Nao pode ser ignorado o fato de que o discurso do Outro, do
subalterno da sociedade nao é comumente ouvido por eles préprios,
mas requer mediagao (através dos governos, ONGs, intelectuais etc.).
A tarefa da "producao ideoldgica contra-hegeménica” (Spivak, 1994,
p. 69) é uma iniciativa rara e dificil. As culturas subalternas lutam e se
esforgam para ganhar voz. Entretanto, como John Beverly escreve,
“se 0s subalternos podiam falar de uma maneira que nos importa-
ria, que nos fazia sentir forcados a ouvir, ndo seriam os subalternos”
(apud. Kapoor, 2004, p. 639). A auséncia do poder da fala é a razao
principal pela qual esses grupos continuam a viver na obscuridade
(apesar de sua presenca fisica estar em todo lugar).

Na verdade, a tarefa de producéo de sujeito, de construgao
de uma identidade é sempre dialdégica com outros sujeitos e leva
a uma troca intersubjetiva. Identidades séo relacionais, construidas
dialogicamente e transformadas pelos encontros aos quais o sujeito
se submete. O relato que fago de mim mesmo esta sempre direcio-
nado a alguém, também quando o destinatdrio permanece anénimo
e indefinido (Butler, 2005, p. 36). A manifestacdo Indigena que se
torna um evento esteticamente atraente procura estabelecer a sin-
gularidade Indigena. E indiferente se o Outro recebe a manifestacéo
do Eu, pois a importancia se encontra no lugar que estabelece a
relagdo de uma possivel recepcao (Butler, 2005, p. 67).
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A proxima fotografia que analisaremos apareceu na Folha de
Sdo Paulo em 20/08/2012. Durante o ritual do Kuarup (cerimdnia
funebre), no Alto Xingu, indios pediram respeito e protestaram contra
a construcédo de Belo Monte. O ritual do Kuarup, que homenageou
o antropdlogo Darcy Ribeiro, contou com a presenca de Ana de
Hollanda, ministra da Cultura, que evitou receber o manifesto dos
indios encaminhado a presidente Dilma, como a legenda de uma
das fotografias revela.

Nessa fotografia vemos o Cacique Aritana conversando com
Ana de Hollanda no final do Kuarup, na aldeia Yawalapiti. A fotogra-
fia mostra a cultura dominante e subalterna entrando em contato.
Apesar da disponibilidade da ministra da cultura em homenagear
esse ritual Indigena, o fato de que ela ndo recebeu o manifesto dos
indios para encaminhar a presidente Dilma mostra a resisténcia das
autoridades em ouvir a voz dos indios.

Imagem 58 - Cacique Aritana conversa com Ana de Hollanda no final do Kuarup em
homenagem ao antropélogo Darcy Ribeiro, na aldeia Yawalapiti

Fonte: Folha de Sao Paulo em 20/08/2012
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Na imagem, a ministra Ana de Hollanda e o cacique aper-
tam as maos, um gesto que mostra na cultura ocidental confianga,
respeito e igualdade entre os atores. Entretanto, nessa fotografia, o
espectador sente o incdmodo que esse aperto de maos causa aos
participantes. Eles ndo se olham no olho, mas sim para suas maos
enquanto executam o gesto. O sorriso deles é forgado, encenado
para a midia. Apesar da ministra tentar mostrar sua identificacdo
com a causa Indigena usando a blusa em que esté escrito: "Kuarup,
Terra Indigena, Xingu’, ela demonstra um incébmodo com o contato
que é identificado também na postura do Cacique.

Os participantes representados, nesse caso, nao criam
contato com o leitor, pois ndo olham para o participante interativo
e nao o convidam a compartilhar da interagdo com a composigio
imagética. O Cacique e a ministra se tornam objeto de contemplagdo
para o leitor que é convidado a refletir sobre a maneira que a cultura
moderna e tradicional brasileira interagem.

O plano mediano que mostra os participantes até a cintura e
o angulo frontal criam envolvimento e uma ligagao social com o lei-
tor, mas ndo garantem muita intimidade. A modalidade é naturalista
pois tem alta saturacao de cores e cores diversificadas.

Como pano de fundo, a imagem tem uma construgéo pro-
viséria feita de bambu e lona. Os dois participantes sdo salientes e
os vetores das maos e olhos conectam os elementos da fotografia.
A identidade do Cacique Aritana é visualmente marcada por causa
de sua cor de pele, textura de cabelo e estrutura corporal. Nessas
caracteristicas é atribuido um excesso de significados sociais.
Essas caracteristicas corporais ndo tém significado intrinseco mas
produzido pela sociedade onde essas identidades circulam (Moya,
2006, p. 106). Identidades raciais sdo exemplo do tipo de identi-
dade marcada no corpo.
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Apesar desta fotografia ndo ser uma colagem, no sentido
técnico do termo, seu efeito explora os elementos que ddo conta do
sucesso artistico e politico da colagem: o chogue na mesma super-
ficie de elementos heterogéneos e muitas vezes conflitantes. Os
espectadores sdo seduzidos pela imagem e sua estética mas tem
a tendéncia a ignorar a verdade atrds da imagem e a realidade fora
da encenagéao (Ranciére, 2011, p. 12). E a verdade é que o mundo
ocidental, capitalista e moderno ignora grupos como os Indigenas
gue usam uma epistemologia diferente para entender a realidade. A
realidade desses grupos é dura, pois por razdes politicas e econdmi-
cas sao obrigados a deixar as terras que pertencem a seus grupos,
tribos e familias ha centenas ou mais de anos.

De novo nessa ocasido, o Indigena optou por se representar
usando vestimentas tipicas indigenas. Ele busca sua identidade nas
suas origens e usa essencialismo estratégico (Spivak, 1994, p. 79),
isto é a construgdo de uma identidade essencialista para se constituir
politicamente e reivindicar direitos. O olho branco ocidental é levado
pelo fetichismo visual (Moya, 2006, p. 107) a atribuir certos signifi-
cados a identidade Indigena a partir das caracteristicas corporais
visualmente marcadas. O espectador é conduzido a acreditar que
"ver" o Outro € igual a “conhecer” esse Outro (idem.). Transformamos
em fetiche o que é visualmente acessivel e acreditamos que o visual
conta a "verdade" sobre a pessoa - revela seus pensamentos inti-
mos, capacidades e atitudes.

O espectador, quando contempla qualquer imagem, ele
observa, seleciona, compara e interpreta. Ele liga o que estd vendo
com outras imagens que ja viu em outros lugares e compde a sua
propria imagem a partir dos elementos que vé na imagem que esta
observando. Assim, o espectador se torna critico do conhecimento
gue busca ser transmitido de forma direta e uniforme pela midia. Os
espectadores compartilham um poder coletivo que se origina no
poder que cada um tem de traduzir de sua maneira o que vé e ligar
o estimulo visual a uma aventura intelectual que é Unica para cada
espectador (Ranciére, 2011, p. 17).
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Uma comunidade de espectadores emancipada exige obser-
vadores que adotem o papel de intérprete ativo, que desenvolvam
sua prépria tradugdo a fim de apropriar-se da “histéria” e transforma-
-la em sua prépria histéria. Porém, ndo podemos argumentar que a
estranheza sensorial produzida pelo conflito entre os elementos hete-
rogéneos causard um entendimento do estado de coisas no mundo.
E também ndo somos capazes de concluir que esse entendimento
do mundo provocard uma decisdo de muda-lo. Esses caminhos ndo
sdo diretos e também ndo podem ser calculados.

Na proxima fotografia escolhida dessa série (que na ver-
dade fechava a narrativa visual do jornal Folha de S&do Paulo no
dia 20/8/2012) vemos um Indigena entrando na sua toca. O plano
é aberto (longshot), expondo todo o corpo do participante e apre-
sentando-o de forma distanciada. O espectador sente a auséncia de
familiaridade com o participante representado e a distancia social.
A cultura Indigena entra em contato com a cultura dominante nessa
imagem a partir do cartaz que escreve: “Basta, Dilma!!l Mais respeito
aos direitos Indigenas” O angulo é obliquo e provoca no leitor um
sentido de desprendimento da cena observada.

O Indigena nao cria contato com o leitor, demonstrando
assim a auséncia de afinidade social. Somos chamados a observar
o participante representado virando as costas para nés e tudo que
representamos. Na verdade, ele é captado fazendo literalmente o
gue o mundo ocidental tem feito com os Indigenas h& mais de cinco
séculos. Temos virado as nossas costas para eles, pressupondo que
pessoas que nao contribuem para o desenvolvimento tecnoldgico,
econdmico ou cientifico da maneira que nds o definimos, podem ser
postas de lado ou exterminadas.

E importante ressaltar que nenhuma fotografia é a repro-
dugdo de nenhuma cena. Na verdade, toda fotografia € um sistema
de relagdes entre o visivel e o ndo visivel, o visivel e a fala, o falado
e o nao falado. A imagem fala que essa é uma realidade que os
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espectadores ndo olham e nem conhecem e os convida a agir de
acordo com o conhecimento que ela oferece. A fotografia fala que
essa é uma realidade para a qual os leitores ndo querem olhar, pois
sabem que sdo responsaveis por ela.

Imagem 59 - Durante o ritual do Kuarup, no Alto Xingu, indios pedem respeito e
protestam contra a construgdo de Belo Monte

Fonte: Folha de Sao Paulo em 20/08/2012
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Sem dulvida o protesto dos Indigenas vira um espetaculo
na midia, e o espetdculo uma comodidade. Consumimos essas
fotografias de emancipacéo social da mesma maneira que consu-
mimos qualquer outro produto. Também no caso em que fotografias
esteticamente atraentes de grupos sociais que buscam emancipa-
¢do sejam amplamente divulgadas e apreciadas, ndo ha garantias
de que essa divulgagédo da condigdo dos subalternos leve a uma
mudanca na sua condicao.

FOTOGRAFIA COMO UM INSTRUMENTO
DE DOCUMENTAGAQ SOCIAL

Quatro dias depois da divulgacdo das fotos do ritual de
Kuarup, a Folha de Sédo Paulo publicou um artigo sobre a menina
sem-terra que foi fotografada 16 anos atrds pelo fotégrafo Sebastido
Salgado. O fotégrafo renomado a escolheu como representante
do grupo Sem Terra. Naquela época ela peregrinava com os pais
pelo interior do Parand em busca de um lote de terra. A imagem
foi captada na margem da rodovia que liga Laranjeiras do Sul a
Chopinzinho (oeste do Parana).

A menina nesta foto faz contato com o leitor olhando-o dire-
tamente nos olhos. O olhar dela, cheio de inocéncia e dor, convida o
espectador a compartilhar e interagir com a composigao imagética.
Deixou-nos surpresos o fato que Joceli Borges declara no artigo do
jornal Folha de Sao Paulo que: "N&o vi ele me fotografando. Parece
gue estou olhando para a foto, mas ndo lembro de ver alguém me
fotografando. Nem minha familia lembra o local exato onde foi. Fiquei
sentida por sair toda desarrumada. Mas fico feliz pelo meu pai e
minha mae ter conquistado a sua terra." Neste caso o representado
ndo participa da construgdo da prépria identidade. Se ela tivesse a
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chance de se representar, ela nédo teria escolhido ser fotografada
dessa maneira. E ela repete: "Um dos meus maiores sentimentos e
do meu pai foi eu sair na foto do livro toda desarrumada’, afirma.

Pode-se dizer que o Sebastido Salgado usa a fotografia nesse
caso como um instrumento de documentagéo social. Essa fotografia
nos apresenta com trés fungdes de qualquer imagem: tem a carac-
terizacdo de uma identidade, a disposigéo intencional do corpo no
espago e a relagcdo que essa identidade cria no contexto especifico
com os leitores. A fotografia que faz uma caracterizacado social cria
também uma indeterminacao estética. O rosto sujo representado em
plano fechado (close up) convida os contempladores da fotografia a
se tornarem mais intimos dessa menina e mais familiarizados com a
luta das pessoas Sem Terra. A fotografia é esteticamente atraente em
seu contraste de preto e branco por representar uma realidade igno-
rada e por isso “ganhou espago na midia, em museus e em galerias
do Brasil e do exterior’ Mas Joceli ndo compartilha a opinido publica
gue se sentiu encantada pela fotografia da menina bonita mas pobre
e contesta a maneira pela qual ela foi retratada.

De acordo com Sontag (1977), a fotografia como um ins-
trumento de documentagédo social surgiu como resultado de uma
atitude de classe média chamada humanismo. No entanto, o com-
portamento desses 'humanistas’ ndo era apenas algo puro e supe-
rior, mas foi zeloso e meramente tolerante, curioso e indiferente. Esta
atitude humanitdria apareceu em primeiro lugar nos Estados Unidos,
guando as favelas apareceram a intelectuais de classe média como
“decoragdes apaixonantes” (p. 56). Eles achavam que o objetivo da
fotografia era descobrir uma verdade escondida. Talvez nao fosse
tanto uma questao de descobrir uma verdade escondida, mas talvez
um esforco para mostrar para intelectuais de classe média que a
existéncia de realidades paralelas desconhecidas a eles poderia ser
de algum interesse estético.
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Imagem 60 - Terra

Fonte: Folha de Sao Paulo 24/08/2012

Esse carater conflitante de representagdes fotograficas que
se tornam uma documentagao social é levada mais longe por Sontag
(1977). O fotdgrafo, um forasteiro, é declarado justo reprodutor da
realidade diferente e talvez exdtica. Esta experiéncia de conhecer
o que ha |4 fora, mas estd fora do alcance, ndo apenas expressa o
cumprimento de um interesse cientifico da parte do criador e do
observador, mas também um reforco de um consumismo estético
a que todos agora somos viciados. O estranho, o exdtico tornou-se
interessante, atraente e até bonito. No entanto, as vezes, o aspecto
estético coexiste como humanitario.
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Sebastido Salgado cedeu os direitos autorais do livro “Terra"
ao MST e Joceli acabou vendo seus pais conquistarem a posse
definitiva de um terreno depois que ela virou capa do livro. Isso
mostra que as vezes pode haver algum resultado positivo para os
grupos subalternos. Mas como o jornal revela, Joceli ainda vive em
um acampamento do MST.

CONSIDERAGOES FINAIS

Este artigo analisa trés fotografias recentes de grupos indige-
nas na midia jornalistica dominante de Sdo Paulo. Mostramos que a
linguagem imagética e sua construgao de conhecimento do mundo
sdo geradas tanto dentro de um contexto sécio-histérico-ideolégico
especifico quanto dentro de relagdes socioecondmicas especificas
entre 0os poderosos e os subalternos. Cada uma dessas fotografias
faz a caracterizagdo de uma identidade no contexto préprio e cria
uma relagdo entre essa identidade e os leitores. A construcéo de
significados nas fotos usou a teoria critica para analisar o discurso
imagético nessas representagdes dominantes.

Acreditamos que a implementagdo do Letramento Critico
Visual de fotografias antropoldgicas na sala de aula pode levar o
aluno a atravessar fronteiras tradicionais de olhar para o Outro
afirmando o poder dessas anélises criticas. Assim, a percepgao da
ambiguidade nas representagdes visuais do Outro pode desen-
volver no aluno habilidades hermenéuticas e estratégias retéricas,
levando-o a compreender a ligagdo entre representagédo e o con-
texto que a constitui. Esse contexto histérico, politico e ideoldgico da
instituicdo produtora da representagéo inegavelmente influencia sua
producéo de sentidos.
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RUPTURES IN DOMINANT
REPRESENTATIONS



INTRODUCTION™

Over the last decades, there has been a growing interest
from the part of the media, anthropologists and academics in what
has been established to be called “the subaltern” When terms such
as "the subaltern’} "the inferior” or “the subordinate” are used, the
first question that comes to mind is which groups of people make
up such subordinate communities. The starting assumption is that
“the subaltern” is made up of groups of people whose members
have limited capacity to consume, whose status in the bigger society
where they belong is inferior, communities whose tendency is to
become extinct like Indigenous groups or grow in numbers like slum
dwellers, and whose suffering is humiliating.

The increasing commitment to the representation of these
"inferior” groups marks an epistemological turn. Representations of
these communities are situated in the postmodern paradigm since
they legitimate and prioritize elements such as diversity, discontinuity,
conflict and contradiction which are inherent aspects of any social
phenomenon (Torres, 2003).

Subaltern groups consist of people who are characterized
by a deep suffering that they inherit together with their social
position, scarcity of economic means, gender choices or professional
humiliation. The most straightforward way to define which groups
contrive “the subaltern” is by their opposite. “Subordinate” are those
communities that are ruled by the "dominant” or the “elite” or, in other
words, groups on which power is exercised. Although capitalism sees
this domination as mainly economical, according to Gramsci this
"much greater mass of people [are] ruled by coercive or sometimes
mainly ideological domination from above” (apud. Guha, 1988, p. vi).

For Spivak (1994) "the subaltern” is made up of “men and
women among the illiterate peasantry, the tribal, the lowest strata
of the urban subproletariat” (p. 78) and “the communities of zero
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workers on the street or in the countryside” (p. 84). Yet, “the subaltern”
subject, is undeniably heterogeneous and efforts to essentialize it
and define it as homogeneous would be fallacious. The construction
of the subaltern identity should be based on their difference and not
on the creation of a common essence. Strategic essentialism (Spivak,
1987) might come in handy when subordinate communities create
a collective identity to fight for common goals but it is important to
focus on characteristics that differentiate groups among them and
make them unique.

VERBAL AND VISUAL REPRESENTATION
OF "THE SUBALTERN"

Spivak (1994) claims that “the protection of “the subaltern”
[has] become a signifier for the establishment of a good society”
(p. 94) since "to ignore “the subaltern” is to continue the imperialist
project” (p. 94). Still, she talks about the commercialization of interest
in the "Other" nowadays which has also become a product for
consumption by the media. In the modern world being marginalized
has become ‘attractive’ to First World public since divergence from
the upper and middle class mode of living is alluring.

Nonetheless, even when politicians, academics, activists,
reporters or photographers have the intention of speaking for
these groups, they enhance the fact that these groups can not
represent themselves and need to be represented. The fact that their
experience is not documented by the subordinate community itself
but needs to be reported through the vocabulary, conceptual images
or photographs of some dominant group silences them even more
(Alcoff, 1991-1992, p. 7).
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It is usually the case that the discourse of the society’s Other
is not known through their mouth but requires mediation. The task of
“counterhegemonic ideological production” (Spivak, 1994, p. 69) is a
rare and difficult enterprise. “Inferior” groups struggle and long to be
given a voice,

Nevertheless, as John Beverly writes, “if the subaltern
could speak in a way that really mattered to us, that we would feel
compelled to listen to, it would not be the subaltern” (apud. Kapoor,
2004, p. 639). Lack of the power of speech is the main reason why
these groups continue to live in obscurity (although their physical
presence is everywhere).

The representation of the "Other” by dominant groups
(Spivak, 1994, p. 66) creates a scene of power which still leaves
“the subaltern” as the unprivileged and reproduces the relations of
power. Power is not transferred to the unprivileged when they are
represented but it stays with the ruling class who usually speaks for
them and continues (willingly or unwillingly) to define the interests of
the dominant group. Power, which is mainly in the hands of the group
making the representation, is exercised in a way that tends towards
the maintenance of the status quo which is capitalist exploitation. The
relation of speech and power is evidently one of the mechanisms
capitalism uses to perpetuate the asymmetries in power.

Making representations of subaltern cultures means gaining
entrance to the civilization of the “"Other’, the unprivileged, through
your own conceptual world which is always an arduous undertaking.
Cultural difference, a characteristic inherent to human societies,
makes the understanding of the culture of the “Other” difficult,
even to anthropologists. An important step towards more ethical
representations would be to turn “the subaltern” in the Subject of the
representation and not the Object.

When analyzing representations made by dominant
groups, uncovering the central themes in the verbal and visual

229



discourse must serve as a means of catching a glimpse not only of
the ways "subordinate” groups are conceived but also of the ways
they imagine themselves. The predicament of the one making the
representation is how to turn the subjugated that has been invisible
into a Subject. Understanding the mechanisms that can empower
the disenfranchised should be one of the tasks of anyone involved in
representing “the subaltern”.

Dominant subjects selectively represent the “"Other” in order
to define themselves. The dominant subject, moreover, imposes
certain mechanisms to constitute the “Other” and therefore, in some
cases, this leads to an essentialization of categories used in the
representation. The verbal or visual construction of the subordinate
seeks to capture the real essence of the “Other’, to make an authentic
representation. This representation has been historically made in a
way that is compatible with the ideology and the interests of the
dominant institutions. Moreover, this construction of identity of the
"Other” instead of empowering “the subaltern” might lead to the
fabrication of continuous oppression.

Whoever is the one making the representation, might
they be anthropologists, journalists, photographers or ‘native’
informers, representations are equally problematic. Any kind of
construction, discursive or imagetic, depends on the person making
the representation: their gender, culture, micro-macro history,
geographical space in which they are inserted, socioeconomic status
and institutional association.

The investigating subjects of subaltern cultures and ways of
life should be critical of their privileged positioning (social, historical,
geographical and cultural) and not contemplate their perspective
and representations as objective, transparent and natural. For this
kind of attitude perpetuates the preexisting relations of power and
results in sustaining the status quo.

230



Postmodern epistemology valorizes the production of
knowledge on “the subaltern’ However, any production of knowledge
on people and cultures that are considered peripheral is not altruistic.
Academics need the Third World and its subaltern as a source of
information on cultural difference in order to help them ascend
in their career, publish more, get funds and tenure. The point is if
such knowledge production brings some advantages back to “the
subaltern’, if it improves its living conditions, its economic situation or
its social status. Appropriating “the subaltern” for self- promotion is,
evidently, unethical. Nonetheless, should the search for mechanisms
to relieve the suffering of the “Others” be abandoned?

Academics can be blind to the tradition that connects them
with the power and this has become historiography’s blind spot.
Hierarchization of cultures into “higher” and "lower” levels or into
degrees of "backwardness” (Guha, 1997, p. xvii) have always had the
support of the academic community. One of the reasons this has
happened is that the scholars are usually part of the elite (maybe
not the economic but the intellectual) and are faced with their own
incapacity of accessibility to the world of the “Other’, the subjugated.

Local subaltern cultures interact with the world, with local
elite groups and also with other contiguous local and regional groups.
The dominant finds ways to disseminate among “the subaltern”
certain standards of morality and values derived essentially from
the culture of the elite in order to avoid a string opposition to its
ruling. The “Others” of the society have constantly been expected to
follow the footsteps of the dominant culture and become capitalistic,
consumerist and "modern’!

“The subaltern” and Subaltern critical academics are
interested in creating a discourse about subaltern realities whose
effects can make a difference for these subordinate groups. People
that belong to “the subaltern” fight in order to get a share in the wealth,
power and prestige people of higher ranks enjoy. When academics
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try to speak for the ruled what emerges usually is the antagonistic
aspect of the academy’s relation to the dominant and not their
collaborationist aspect. By collaborationist aspect we mean that the
language both the elite and the academics use is the language of the
dominant that fails to speak for the large masses and, consequently,
for the nation. So, the subaltern’s resistance to elite domination is a
fight they, beyond any doubt, have to fight by themselves.

Dominant groups adopt mechanisms that manifest their
capacity to regulate the connection of “the subaltern” community
to the world. Representing subaltern groups verbally and visually in
certain ways creates virtual forms of interaction between the elite and
the peripheral culture. Representations tend to depict “the subaltern”
as members of some group and as objects of empirical knowledge
and not as an existence whose will and reflection constitute the
actions it takes. “The subaltern” seems to have a “cause” but the
reasoning or the logic of subaltern consciousness does not emerge.
Circumstances of subaltern life seem to be external to their existence
and as if not processed and acted upon by the members of the group.

These aspects of “subaltern” construction of identity are
shown by referring to an April 10", 2013 article in the newspaper
Folha de S&o Paulo that reported on the invasion of a hotel by the
Tupinamba Indigenous people. The methodology of Critical Discourse
Analysis (CDA) orients the analysis of the newspaper discourse. CDA
aims at making visible the relationship between language and social
practice. As Gee (1991) supports, a linguistic theory should be the
one that “claims that all practice (human action) is inherently caught
up with usually tacit theories that empower or disempower people
and groups of people” (xx) (apud. Caldas-Coulthard, 1997, p. 31).

The title of the article was: "After invading a hotel, Indigenous
take turns in bungalows and pools” The headline in newspaper
discourse is crucial because it is a summary of the event and it usually
contains the basic information about the topic (Caldas-Coulthard,
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1997, p. 56). An article that has a title that calls the attention of the
readers because of its unpredictability has greater chances of being
read. In the case of the lead in this article, there is an evaluation of the
event by the reporter. Ideological values are transmitted to the readers
through the perspective of the journalist on the events reported. The
descriptive verbs that report that the Indigenous “invaded” the hotel
and are "taking turns” in bungalows and pools are associated with
illegality. Invading other people's property is something the dominant
culture condemns, especially when the invasion is done by “subaltern”
groups. Invasions done by dominant groups are usually justified by
necessities our modern way of living has created.

The first paragraph, the lead, informs us on the basic
guestions: who, where, when and what. But, in this report, it does not
clarify the "why" The lead is the most important paragraph because
it sets the tone of the article while giving information about the facts.
This article uses irony to report the event: “About 70 Tupinabas have
been having a new routine since invading a luxury hotel in Una, in
southern Bahia. Previously occupied only with fishing, selling crafts
and wandering through the woods, on Sunday the Indians spent
their day watching cable TV programming, lying in beds, couches
and mats. Some of them make a relay in bungalows, swimming pools
and massage rooms" The vocabulary and tone used by the Folha de
Séo Paulo reporter, Mario Bittencourt, clearly shows contempt for the
Indigenous subsistence culture and for the way they request their
rights. What comes to the surface by the narration is the laid-back
attitude of the Indigenous after invading the hotel which is always
interpreted as laziness by the dominant culture.

The identity of one of the Indigenous is constructed as:
“Lying in bed in one of the 14 bungalows of Hotel Fazenda da Lagoa,
where the daily rate is more than R$ 1,000, the tupinamba Marcelo
dos Santos, 21, says while changing the TV channel: “I wonder why
this hotel is considered luxurious, because nothing here interests
me a lot" Despite the statement, he says that TV “has several good
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programs.” And declares: “We are only using [the space], we have
not damaged anything"

Speech representation or “quote” is a textual feature present
in most media discourse in order to avoid impersonality as well as
formality (Caldas-Coulthard, 1997, p. 57). In spite of giving voice to the
Indigenous by quoting their speech, the newsmaker still controls the
contextualization of this speech. The Indigenous is given voice but
the content of what he says reinforces preconceived ideas on this
subaltern group. The fact that he has been given the right to represent
himself does not lead to any kind of emancipation or ideological shift
for the readers. He is not quoted explaining the reasons why they
invaded the hotel or what they are demanding. This is only revealed
later. The Indigenous wish to experiment the white man'’s life is also
stated by the representative of the group in this article: “Indigenous
people do not care for luxury. And we are staying here just to know
the life of the white man,” Santos said.

When the reporter starts describing these communities, the
insight we get is one of poverty: “In southern Bahia, there are about
7000 tupinambds, living in communities scattered in Una, Ilhéus
and Buerarema. Conflicts with farmers and police are common.
Some live at houses with cement walls and ceramic tiles. Others in
mud huts with mud walls and thatched roof'4 As it is common in
journalistic discourse, the facts are reported without their historical
contextualization. Questions about the reasons that have led the
Indigenous to become impoverished, the factors that cause conflicts
between the Indigenous and farmers and the social conditions that
maintain this situation are not answered.

Male, caste, class, racial and economic dominance perpetuate
a historical relationship of power. These power relationships turn
subaltern people into social rejects since human dignity is taken away
from them. When “the subaltern” is represented, text and photographs
show the most salient and visible aspects of subaltern circumstances
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and throw into secrecy and forgetfulness the deeper and most
important causes of their predicament. Dominance always seeks to
defend itself and there are techniques which tend to suppress the
threat of the development of the consciousness of the oppressed.

The reporter, moreover, acts as the police when he states:
“In a stroll through the premises of the luxury hotel, which occupies
an area of six miles of a private beach, the report found only a
few cushions and towels out of place. At the time of invasion, on
Sunday, there were no guests in the hotel. The property has been
closed since July 2012 because of environmental liabilities. Yesterday
morning, in the area of the bungalows, there were about ten Indians,
including some children’

The subordinate people start creating a will for justice when
they are capable of raising their consciousness in relation to the
hierarchies that are imposed on them because of their origins, lack
of basic means, gender, color or age. Their difference from the elite in
the social, economical and political context leads them to rationalize
differently from the way they have been taught. One of the ways
"the subaltern” uses in order to fight submission is by collaborating
while also resisting. Bhadra (1997) defends that “collaboration and
resistance, the two elements in the mentality of subalternity, merge
and coalesce to make up a complex and contradictory consciousness.
How this consciousness overcomes and transcends its contradictions
is another question” (p. 94-95).

Finally, the article gives some historical and political
contextualization of the event: “This luxury hotel is the 47th property
seized by the Tupinambas since February last year, when a wave of
actions started to press the federal government for the demarcation
of a total area of 47.3 hectares. In this claimed stretch of land, there
are about 600 small and medium-sized properties, including the
hotel, according to the Tupinambaés. According to Funai, the federal
agency responsible for indigenous issues, the file of the demarcation
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of the area claimed by the tribe is already being analyzed by the
Ministry of Justice”s.

The subaltern expects from the state and government to
assumeresponsibility fortheir well-being. However, in this relationship,
the positions occupied by the state and “the subaltern” are the ones
of authority and submission respectively. The state always tries with
different mechanisms to convince "the subaltern” that the authority
of the state is a worthy and advantageous structure for them. It is
assumed that the state has obligations towards its citizens but the
citizens understand that they have duties towards the state, too.

Guha (1997) believes that historiography has ignored
subaltern social existence and its drama over the centuries. And this
approach to history is part of the tradition of this science. He suggests
that “a critical historiography can make up for this lacuna by bending
closer to the ground in order to pick up the traces of a subaltern life
in its passage through time” (p. 36).

Another accessed voice is that of one of the partners of the
hotel: “Artur Bahia, partner of the hotel, said he was upset with the
situation: “They entered there and expelled five people from the hotel
by force,” he said. "We are filing [in court] a request for a repossession
suit. We want the hotel back. There is nothing characteristically
Indigenous about the invaders!” From Artur Bahia's speech, it
becomes apparent that the white man imagines Indigenous identity
in way that falls far from reality. These communities exist side to side
but the one does not know the culture of the other. Since identities
are characterized by complexity and ambiguity, stereotypical ways
of seeing the Indigenous will probably never fit contemporary
Indigenous identity. What does the partner of the hotel consider as
“characteristically Indigenous”?

The informative map in the article conveys information about
the hotel while it would be expected to enlighten the reader about the
historical contextualization that has forced the Indigenous to resort to
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these confrontations. Although Folha de Sao Paulo briefly refers to the
reasons for these confrontations in the article, the newspaper is more
interested in demonstrating how posh the hotel that was invaded is.

Image 61

Source: Folha de Séo Paulo

If we consider that there are readers who will just look at the
photographs of the article and wonkt read the report, we see that the
newspaper is less interested in showing that these confrontations are
not something of the present but they have a long history that goes
back to the appropriation of Indigenous lands by the white man.

The photograph that illustrates this article comes as a proof
of the Indigenous occupation of the hotel. The caption reads: “The
Tupinambé Indigenous, one of the 70 that invaded the luxurious hotel
in Bahia, watches cable TV in a bungalow" Qualitative adjectives
such as “luxurious” for the hotel and “cable” for the TV reinforce the
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idea that the Indigenous are in a different social space from the one
they are accustomed to.

The way elements are displayed in the photograph has
a crucial role in the meaning making process (Rose, 2007, p. 20).
The study of the internal layout and the spatial organization of the
photograph guide the readings of the viewers. Moreover, the place
each object occupies and the relations it establishes with the
other objects exhibited conduct our interpretations and can lead
to the deciphering of the strategies that institutions use in order to
produce their “realities” Critical Visual Literacy (Rose, 2007) allows
us to analyze the way images refer to our world and the ideology(ies)
behind the image. The interpretation of the ideology that constructs
the photograph will depend on the observer. However, the way the
elements are exhibited in the image will guide the readings made of
the ideology(ies) behind the image. The subject of the photograph
is almost always represented in ways that are compatible with the
dominant ideology which the photographer is part of.

Image 61 - indio tupinamb, um dos 70 que invadiram hotel
de luxo na Bahia, assiste a TV a cabo em bangald

Source: Folha de Séo Paulo
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The photograph above has as its central figure an Indigenous
who uses some typical Indigenous pieces of clothing. He is wearing
a headdress of feathers and a vest. He is photographed in a long shot
and his whole figure appears. He does not make eye contact with
the viewer (Kress; van Leeuwen, 2000, p. 122) and does not invite
us to share the visual composition. The gaze of the Indigenous is
directed towards the TV. The oblique angle of the photograph also
creates a feeling of detachment in the reader. The high angle makes
the bed look huge. The oblique, high and long shot create a feeling
that the Indigenous is not part of our world, he is the stranger, the
"Other"” (ibid; 144). The color of the bedspread is a bright blue that
animates the picture and contrasts strongly with the color of the skin
of the represented participant, the Indigenous. The color of his skin
blends, though, with the color of the wood of the bed and his facial
characteristics cannot be defined. His face disappears and the effect
of this dissipation is the non identification of the reader with him.

REPRESENTATION
AND THE LOCATION OF TRUTH

Representations that use western codes to analyze the non-
Western world should be considered ambiguous. The uncritical use
of categories to classify the "Other” whose culture the one making the
representation is not acquainted with, is characteristic of a rational,
modern and scientific approach toward the studying of societies
whose point of view remains stubbornly inaccessible to the ones
making the representation and who act unaware of their own blind
spot which is their ideology and beliefs, their cosmovision.

Therefore, the analysis of representations has to make
what-goes- without-saying explicit and this consists in reflecting on
the genealogy of our own truths and how these truths have been
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constituted over the years. For Veyne (1984), what one knows,
our way of seeing the world is like a mirror in which knowledge
and reflection is blended. Ideology is blended in our views of the
world and thus in the parameters used to justify what one sees. De
Souza (2006) explains what Greenblatt called the "kidnapping” of
language which is the process of fitting what is inexplicable to us into
our own categories:

This colonial attempt to “fit” the strangeness of the
new reality encountered into the codes known to the
European, is described by Greenblatt (1991, p. 88) as an
attempt to render transparent what was seen as opaque,
or to reduce the profusion of unknown signs into known
codes, thereby imposing sense and control over what
was seen as lacking both; Greenblatt calls this process
the "kidnapping” of language” (p. 236-237).

Pratt (1992) uses the term “anti-conquest” to refer “to the
strategies of representation whereby European bourgeois subjects
seek to secure their innocence in the same moment as they assert
European hegemony” (p. 7). So, journalists or photographers describe
or take pictures of other cultures while reconfirming their own beliefs
and systems of knowledge that can be completely foreign to the
culture being represented.

The question is if the media or science, in spite of being
open to representing any culture, they covertly promote what
Mignolo (1995) called cultural relativism which “consists of a strategy
of ostensively accepting difference, but using one”s own values,
disguised as objective and universal, as a yardstick for assessing
other cultures” (apud. Menezes de Souza, p. 2008, p. 204). Using
Bhabha's (1996) terms, we should analyze if representations of "the
subaltern” purport to attribute equal respect to “the subordinate”
cultures by also granting equal worth (apud. Menezes de Souza, 20086,
p. 259). Habermas (apud. HOY; McCarthy, 1994, p. 159) commented
in an interview that there are societies that are considered superior
to others because of their economic or administrative systems or
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with reference to their technologies and legal institutions. However,
he does not accept considering these societies superior as a whole,
as a superior form of life. Habermas? tries to free himself from the
influence of western values that regard economic and technological
advances as the measure of judging societies.

The newspaper's adept readers are likely to pass from a
process of assimilation of their different points of view into Folha de
Sdo Paulo’s mainstream ideology. The question of power is also to be
found here. If the community of arrival, the readers of the newspaper,
is formed by the same principles and beliefs as the community of
origin, journalists, photographers and editors, no deconstruction or
transformation of the sign will take place. However, if the community
of arrival is formed by different values and beliefs the stimulus will
undergo a process of transformation because it will be interpreted
and constructed in tune with a different mind-set. Menezes de Souza
(2008) puts forward this idea in the following way:

If literacy involves the introduction of new meaning-
making resources and related practices into a community,
it is important to be aware of how these new resources,
in their origin, are connected to essential values of the
culture from which they originate; these values may
be maintained or transformed in the movement of the
resources from one community to another (p. 209).

The production of knowledge by dominant institutions should
cease to be seen as universal, scientific and objective truths and
start to be seen as truths that are products of the dominant regime
of truth, this means truths influenced by dominant values, ideology,
religion and market needs. The question of power is implicated in this
production of knowledge.

According to Bhabha (1994) representations should be seen
as formed by the locus of enunciation where they are produced. By
bringing to the surface and questioning the context in which these
dominant knowledges are produced, people can act as agents who
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show the non-essentiality of any representation. Representations are
not fixed and objective but are one alternative among many.

The study of the representations constructed by Folha de Séo
Paulo does not aim at accusing the newspaper of falsity or proposing
other more objective and truer pictures of reality. This would be
impossible since any representation is bound to some context and
thus always has a perspective and a point of view. However, by
unveiling the processes by which such dominant representations are
made possible, their situatedness might be revealed.

The contextualized grammar that Folha de Sdo Paulo uses
to construct its images is studied. From the various possibilities of
representation, Folha de Sdo Paulo chooses a standard form, which
can be called its imagetic grammar that has passed from a process
of normatization that turned it into a transparent, objective, logical
and harmless. Researching how knowledge is constructed through
this imagetic grammar and how truth is validated through the visual
tradition the newspaper has had, helps us have a more critical eye
towards the realities it constructs. These visual truths are not free
floating but are related to other truths with which they form a network
that Veyne (1984) calls regime of truth.

Understanding that the truths the magazine supports are
the product of socio-historical and cultural processes helps us
stop seeing these truths as universal and objective but as local and
subjective. This thinking does not tear from them their truth value but
presents them as contextual, situated and contingent. The value of
each regime of truth depends on the power attributed to it which is
the result of global processes of cultural domination and submission.
The transformation of the dominant regimes of truth into mainstream
truths confers them value against other conflicting regimes of truth.
However, there is no connection between the validity of each regime
of truth and some external reality. The validity of these truths is
internally conferred to them through their acceptance by the groups
of people who believe in them.
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Veyne (1984) sets out to deconstruct the dualism myth/
truth. He claims that Greeks believed in their myths because their
credibility was attributed to them by consensus over the ages. Myths
were part of their tradition that was a historical truth transmitted from
generation to generation. Myths, Veyne (ibid.) continues, are truths
that mix the element of marvelous and should be understood not
literally but as high philosophical teachings or allegories or a way of
transmitting history. Still, ruptures in those myth/truths caused the
adoption of another religion by the Greeks.

Nowadays, our world is characterized by the “formation of
professional centers of truth” (Veyne, 1984, p. 31). However, truth
is a term that should be used only in the plural because there are
different programs or regimes of truth and the different modalities of
belief are related to the ways in which truth is possessed (p. 27). The
ideology behind the 'truths’ that Folha de Sdo Paulo promotes is not
a disinterested, natural and autonomous notion.

Professional centers of truth establish what each group
tends to know or what it is allowed to know but the notion of truth
as something objective and universal does not exist. Every truth is
always tied to some system of truth, some criteria for truth which
seem rational and reasonable in the specific context.

New forms of thought arise, according to Hoy (1994), when
historical periods stop repeating the same patterns and present
ruptures and discontinuities (p. 127). New forms of knowledge can
also crop up when there is an understanding that current patterns of
thought and practices have produced domination. Critical theory's
purpose? is to produce dissent to dominant traditions by showing that
assumptions of what is true have a historical origin contingent to the
circumstances of their creation and do not have a transcendental or
universal status. This genealogical research of the origins of modern
truths will help us reach an understanding of the location and time
that contributed to the formation of our truths.
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When interpreting visual and verbal representations, the
analyst participates in a system of different levels of interpretation.
The subject that is constructed and interpreted does not reflect its
referent or its essence. Subjects can be represented in different ways
but are usually constructed in line with the conceptual world of the
journalist or photographer in the case of newspapers. Moreover,
interpretations will be linked to the history of interpretations of such
or similar subjects in our society. Interpretations are, thus, self-
interpretations or interpretations of the societies analysts belong to
because the discourse that constructs interpretations is related to
patterns of thought that characterize the analysts and the societies
they are members of.

Critical approaches to such representations attempt to
challenge the status quo. Social and personal development can
be reached when theorists rethink their world and consequently
themselves and by doing so, they aim at achieving social justice. Shor
(1999) points out that critical approaches turn us more conscious of
the fact that we are historically constructed beings whose experiences
are formed within the web of specific power relations (p. 1). A
critical approach uses language or words that “question the social
construction of the self” and seeks to construct reflective citizens
(Shor, 1999, p. 1). Questioning the representations of subaltern groups
might lead us towards a more active citizenry.

Shor (1999) defines a critical approach as follows:

Habits of thought, reading, writing, and speaking which
go beneath surface meaning, first impressions, dominant
myths, official pronouncements, traditional cliches,
received wisdom, and mere opinions, to understand the
deep meaning, root causes, social context, ideology,
and personal consequences of any action, event, object,
process, organization, experience, text, subject matter,
policy, mass media, or discourse (p. 12).
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Taking unfamiliar routes of thought, or better, rethinking our
patterns of thinking and received knowledge might be some of the
ways we can take in order to become critical of our own knowledge.
A critical methodology is interested in counter-hegemonic resistance
by critically reviewing the internalized ideas of the dominant classes
or ethnic groups. Human agency is the weapon people have in their
hands to fight authority and we can find human agency in almost all
contexts. Discourse and language are used as tools to understand
experience and this way the symbolic can influence the concrete and
vice versa.

Being critical means learning to unlearn the concepts we
have been constituted by, a process that is slow, dialectical and
unending. It crosses borders and becomes “transnational literacy
that involves thinking against the grain of what we think we know and
do not know; it demands alertness to the changing function of what
"it means to take certain positions within local and global contexts”
(Brydon, 2004, p. 83). For Guerra (2004) critical consciousness is “that
moment when we think we know something that we did not know
before, something that is both personally and politically significant”

(p. 9).

Studying the patterns of exhibition Folha de Sdo Paulo uses
in order to represent subaltern groups can help us discern the
political aspects of the knowledges the newspaper creates. There
is an attempt to stop seeing its narratives and images as neutral by
reaching an understanding of the patterns used to map the world
and how they influence the ways the newspaper's readers relate to
this world.

This genealogical research of our beliefs, this looking back is
part of the process of understanding better the present and hoping
for a better future, it is about seeing the world a bit differently from
the way we know it. Brydon (2004) believes that identifying the
historical beginnings of our ideology will “affect how we see the
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present and the potential for the future” (p. 76). If we succeed in
changing our minds, we might also succeed in changing this world
and create “a respect for all humanity and for the natural world we
inhabit” (ibid.: p. 77). Brydon' relates also the phenomenon of the
production of social ignorance and the consent that this ignorance
acquires socially (p. 80). She defends that nationalist pedagogy, unlike
postcolonial one, silences differences by not letting them emerge in
the classroom context.

Gadamer uses the term “fusion or melting of horizons" to
refer to the phenomenon of attempting to understand the horizon of
another culture by using the horizon of your own culture (apud. Hoy,
1994, p. 192). Perceiving that differences are the result of different
perspectives acquired by beings belonging to distinct locations
makes us expand our horizons without ever being able to abandon
our own. Nevertheless, these understandings from the other’s horizon
transform and enrich our perspectives and consequently us. We find
ourselves going through a process of self re-interpretation without
ever forsaking our own tradition but becoming critical of it.

CONCLUSION

The analysis of the construction of the Indigenous identity
in Folha de S&o Paulo shows us that the discourse and photographs
of the newspaper are instruments of cultural reproduction, highly
implicated within the power structures (Caldas-Coulthard, 1997,
87). By figuring out the rules or the ideology or the regime of truth
that lead to such representations, we try to show that the identity
constructed is permeated by the dominant perspective of seeing
the "Other" Therefore, the representation is more of a mirror and a
reflection of the culture of the one constructing the subaltern identity
than of the subaltern itself.
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UNVEILING IN THE CLASSROOM
THE IDEOLOGY BEHIND
\WORDS AND IMAGES



INTRODUCTION?

Why would it be of any interest to write something on
September 11th almost fifteen years after the event that shocked the
Western world occurred? One of the reasons is that the media are
such a powerful means of controlling the way we think about others
and the reasons they lead us to believe that war is the solution to
conflict. The study of the visual and verbal discourse on conflict and
war inside the school environment and the manner it is constructed
in the media can teach our students to deconstruct news discourse
that makes us see reality through certain lenses. The study of the
verbal and visual code of meaning-making in the context of media
discourse is seen as a challenge in times when magazines such as
Charlie Hebdo are attacked because of their discourse on the Other.

The relationship among curriculum, schools and society
(Giroux, 1988, p. 27) calls upon practitioners to link classroom
studies to the study of the larger society and the manners in which
the social construction of meaning is achieved. A discussion and
analysis of news visual and verbal discourse in the classroom can
make students understand the ideology behind the construction of
journalistic discourse and the interest this dominant discourse had in
seeking to perpetuate the discourse of conflict and war.

The students can recognize through the interpretations
constructed in the classroom that although the sign (the reality in
the case of news discourse) seems to be unique, the signifier (the
discourse that comes to represent the reality) is always constructed
and the signified (the meanings this discourse acquires) are
determined by situated TV viewers. Students can come to realize
that like all narratives, CNN's news discourse has a surface structure
and a deep structure (Terdiman, 1985). In the surface structure, which
is characterized by the discursive practices that CNN uses to relate
the events, perspectives of different sides are heard and different
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voices and discourses are shown. This makes the channel acquire
and transmit an air of fairness and equilibrium among the variety of
views our world consists of. Thus, the surface structure is permeated
by a democratic and liberal sense. On the other hand, in the deep
structure, which are “the codes by which dominant discourse
regulates understanding of the social world” (Terdiman, 1985, p. 149),
dominant discourses help neutralize all alternative discourses that
come from people that oppose American or more generally western
views and come to represent the world from a different perspective,
or locus of enunciation. As we see it, the paradox is that what is not
silenced in surface structure is actually negated in deep structure.
This way counter-hegemonic dynamics, counter-discursive practices
are barred from institutionalization.

OF "VICTIMS" AND “VICTIMIZERS":
THE ROLE OF STORY "SLUGS” ON THE SCREEN

Our point of departure is the story “slugs’, also called newscast
slogans that are shown on the lower left side of the TV screen and are
used by CNN to summarize every event being reported. By focusing
with our students on the story “slugs” adopted by CNN on September
11th and during the two months that followed the event, a research
of how the series of events were summarized can be conducted and
the relationship between action and reaction in our society might be
unveiled.

After the airplanes crashed into the World Trade Center, CNN
broadcast with the newscast slogan "America under attack” America,
the nation was being attacked and with this titte CNN assumed the
victimhood status and declared that after this event “the world will
never be the same again” (CNN, September 11th). It is important to
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notice that the word used in this title is not the United States but
America and all the meanings this word carries for Americans,
such as freedom and the American way of life. The incorporation
of the word America in most of the story “slugs” CNN used related
to 9/11 and its aftermath reflects the patriotic mood of the nation.
As Pres. Bush reiterated in his address to the nation on September
11th: “America was targeted for attack because we are the brightest
beacon for freedom and opportunity in the world. And no one will
keep that light from shining” (CNN, September 11th).

The newscast slogan used after September 11th until the
strike on Afghanistan is “War against terror" This story “slug” is as
vague as the actions taken against terror could have been. As Vidal
(2002) proposes: "...we declared war on terrorism-an abstract noun
which cannot be a war at all, as you need a country for that” (p.
39). First and foremost, terror embraces many more meanings than
terrorism. So, together with the war on terrorism the channel declares
America’s war on the feeling of extreme fear as well as on someone
or something that causes extreme fear. CNN's use of this slogan,
somehow seeks to incorporate those meanings.

During this period, between the 9/11 attacks and the war,
other story “slugs” like “America mourns” were shown that also work
on the acquired victim status that is declared in Pres. Bush's speech:
"Tonight | ask for your prayers for all those who grieve, for the children
whose worlds have been shattered, for all whose sense of safety and
security has been threatened” (CNN, September 18th). On the other
hand, the “America responds” title works on the strong nation status.
As Bush said in the same address: “A great people has been moved
to defend a great nation” All those “slugs” were shown in parallel
with the standard title of “War against terror” On October 6th, one
day before the beginning of the war, the opening signal for the news
changed and the title became “Target: Terrorism”
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On October 7th the newscast slogan changed to “America
strikes back” and “Strike against terror’ The verb strike carries in
this case meanings that bring back what happened in the United
States, since Americans were struck by the highjacked airplanes.
Undoubtedly, they were hit sharply and forcefully and attacked with
sudden force. So, by using the word strike CNN declared that this war
will be a response to those attacks and it will have the same shape
and form. However, pieces of information coming from utterances of
high US officials reveal that this is a war and contradict the idea of
strike. Ronald Rumsfeld, the US defense secretary said: “The fact is
that in this battle against terrorism there is no silver bullet. There is
no single thing that is going to suddenly make that threat disappear.
Ultimately they are going to collapse from within” (CNN, October
7th). But the word strike, used in the "slugs” mentioned above, passes
meanings that this sudden attack will solve the problem.

Although the US operation in Afghanistan was called
"Anaconda’; CNN dubbed it “Infinite Justice” and in a way this cycle
of attack, mourning, response and strike back is coming to a close.
These story “slugs” follow the western narrative of crime, revenge and
justice, which can be opposed to the oriental narratives of passive
defense. The events could not have developed in a different way
because we and our actions are conditioned partly by our history and
our social existence and we have learned to respond in the same way
we are treated and in this way we think we are seeking justice. From
an early age we learn “tit for tat” and we are surely formed by these
concepts and act according to them. Although many interpretations
of the following passage from the bible have been given, in the core
of it lies the message that punishment must fit the crime: “And if any
mischief follow, then thou shalt give life for life, eye for eye, tooth for
tooth, hand for hand, foot for foot, burning for burning, wound for
wound, stripe for stripe” (Exodus 21: 23-25).

The pattern also fulfills what White (1990) calls “the demand
for closure in history" And he explains:
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The demand for closure is a demand, | suggest, for moral
meaning, a demand that sequences of real events be
assessed as to their significance as elements of a moral
drama. Has any historical narrative ever been written
that was not informed not only by moral awareness but
specifically by the moral authority of the narrator? (p. 21)

This closure gives reality a sense of “meaning, completeness
and fullness” (p. 21). Students can grasp by doing an analysis of the story
slugs our need for events to have a beginning, middle and end. This is
the structure we understand and apply in the narratives we construct
of our reality, even if reality itself does not possess this structure. In the
case of the story slugs on September 11th, the moral element played a
significant role in the way the sequence of events was constructed.

WAR AS A VIDEOGAME AND THE VISUAL
CONSTRUCTION OF THE BATTLEFIELD

Image 62 - Gulf

Source: CNN 20/9/2001
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The visual construction of reality and the analysis of the ide-
ology behind the images shown on TV news can make our students
aware of the meaning-making processes they use when they inter-
pret images. Different contexts ask for different visual constructions
that make viewers use certain meaning-making processes and not
others. A multimodal analysis of TV news as texts inside the class-
room can research how meanings are constructed in these distinct
modalities: the verbal and the visual.

The grouping together of CNN'’s images of war and the cre-
ation of different categories of images by the students together with
the teacher can make these interpreters perceive the regularities in
the strategies of depiction of war in each category and how meaning
is constructed by the viewers in each category.

The first images of war were shown on CNN two weeks
after the 9/11 attacks and were “the different scenarios of war” Major
General Donald Shepperd, a former National Guard commander
explained the course of action by showing two animated three-di-
mensional scenarios of war.

In the first one we see an aircraft flying from the Arabian
Peninsula above Iran and then Irag. The horizon is pink and the sky
is blue. The image of those scenarios of war has full color saturation
and color differentiation that help reduce the naturalistic modality
of the image 3. The way the aircraft is depicted, its movement and
the impression we get we are in it, make us sense that everything
is a game. It's not a war General Shepperd is talking about but
just another videogame kids play. Thus, the image transmits the
impression that there is no blood or real people's lives involved in
this operation. However, the use of this representation technique
reminds us of Fiske's (1998) declaration that “no knowledge system
is nonpolitical” (p. 157).
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The similarity these images of the scenarios of war have to a
means of pleasure that is such a widespread pastime of teenagers in
the Western world drains war of its mortal aspect. Viewers' response
to this mode of representation of war is decisive once the techniques
used for the creation of such videos have the power to turn spectators
into sympathetic supporters of the cause being fought. Furthermore,
video games as cultural signs communicate an infatuation with tech-
nological advances that have become permanent fixtures of every
middle class household in the western world. Viewers might also
expect this kind of technological advances for equipment used for
war. And this is the way that lethal weapons, like “land attack cruise
missiles’, are introduced to news spectators; not as killing machines
but as scientific breakthroughs.

Kress and van Leeuwen (1996) pointed out that “reality is in
the eye of the beholder; or rather, what is regarded as real depends
on how reality is defined by a particular social group” because "the
eye has had a cultural training, and is located in a social setting and
a history” (p. 163). Images are a form of cultural communication and
modality markers contribute to our perception of the images of the
different scenarios of war as video games. Image is not something
literal and modality expresses different degrees of truth. According to
Kress and van Leeuwen (1996):

modality is ‘interpersonal’ rather than ‘ideational! It does
not express absolute truths and falsehoods; it produces
shared truths aligning readers or listeners with some
statements and distancing them from others. It serves to
create an imaginary ‘we! It says, as it were, these are the
things ‘we' consider true, and these are the things ‘we’
distance ourselves from (p. 160).

Obviously, people have always been interested and curious
about wars happening somewhere else. Previously, people had only
a chance to read about them in newspapers and later on, listen to
their discursive description on the radio and then on TV. However,
nowadays, TV viewers get to quench their curiosity by being able
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to look at images of war. They get a feeling through pictures of what
it must feel like to be among the participants in horrific events. At
the same time, those pictures feel like power and transmit a sense
of luck, because the beholders are far away and do not bear the
consequences of the calamities being shown in the images. | believe
that knowing what is really happening during a war just by watching
its pictures on TV can be questionable.

Many well-known photographers have gotten interested
in covering wars since these struggles represent the center of
innumerable and grotesque violations of human rights. In a way,
these are photographers obsessed with revealing the consequences
of war to the world. Undoubtedly, war photography is the only type
of picture-taking that involves danger since in many cases we have
heard of photographers being killed in wars or captured and held
as hostages. Unfortunately, though, armed fighting has turned into a
banality on our TVs nowadays and media ethical codes have started
dictating what needs to be filmed. Sontag (2003) focuses on the way
image selection works in the American media:

In the era of tele-controlled warfare against innumerable
enemies of American power, policies about what is to be
seen and not seen by the public are still being worked out.
Television news producers and newspaper and magazine
photo editors make decisions every day, which firm up
the wavering consensus about the boundaries of public
knowledge. Often their decisions are cast as judgments
about "good taste"-always a repressive standard when
invoked by institutions (p. 68).

But viewers cannot grasp the essence of war just by looking at
images of it. Sontag (1977) insists upon this point when she explains
that “the ultimate wisdom of the photographic image is to say: “There
is the surface. Now think-or rather feel, intuit-what is beyond it, what
the reality must be like if it looks this way"” (p. 23). Images only reveal
layers of reality and not a total and straightforward reflection of the
events being photographed or filmed.
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Images on CNN of the war in Afghanistan can be divided in
different categories according to their theme. The first category is
made up of images of the US machinery of war.

In the beginning of October 2001, CNN starts reporting and
showing images of their military buildup. Carriers are shown moving
towards the Indian Ocean with US soldiers on them. We get images
of war helicopters, airplanes and bombs and have their functions
closely explained.

When the strikes start, the first images the Pentagon releases
are these of cruise missiles being launched from two aircraft carriers.
The lights of the aircraft engines are shown in the darkness. The
technology of war impresses American CNN viewers and makes
them proud of their country’s advances. Also images of green anti-
aircraft missiles are broadcast that are reportedly in Kabul. Since
the Gulf War in 1991, CNN has adopted the following pattern of
war transmission: images of the missiles being shot from the ship
platforms and light-traces of missiles on the dark sky over cities
inhabited by millions of people.

Image 63

Source: CNN 8/10/2001
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Image 64

Source: CNN 7/10/2001

Image 65

Source: CNN 7/10/2001
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All these footages prove the military superiority of the
Americans on the one hand and on the other hand have the
videogame effect. Said (1994) supports that during the broadcasting
of the operation Desert Storm the “anachronistic and singularly bloody
aspect was largely kept from the American television audience, as a
way of maintaining its image as a painless Nintendo exercise, and
the image of Americans as virtuous, clean warriors” (p. 365).

On the fourth day of air strikes the common night images of
continuous green light flashes (Figure 4) are shown on CNN and the
anchor says: "Pictures somewhat grainy but these are the clearest
pictures we have seen so far There is, in fact, nothing in this footage
that is clear or clearer than the images we had seen up until then.
These live images and the absurdity of their oral accompaniment
prove that reporters and viewers long for more action and violence in
the life of people that make the news. As Gripsrud (1998) points out
in his article:

Liveness is particularly important to newscasts, since
‘news'as a genre is based on getting as close to immediacy
as possible. US television in particular often takes this
idea ad absurdum when reporters talk to the camera-'live;
‘on the spot’ - at a dark place where nothing is happening
(any more). The reason for this is an equation of ‘live’ with
‘real’. liveness means reality. Live is taken to mean 'not
staged. The capacity for transmission of ‘reality in the
raw' is what separates television from other media, and it
thrives on what seems to be an almost insatiable demand
for reality in modern societies (p. 19).

Even when viewers can observe and understand nothing from
the image, the knowledge that the transmission is ‘live’ compensates
and quenches the viewer’s interest for information.
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Image 66

Source: CNN 22/11/2001

Images of airplanes cruising the sky over Afghanistan are
broadcast and sometimes they are shown throwing missiles. The
effect these images have is clear-cut; they prove the American
military superiority. Nevertheless, even the most naive viewer
imagines that these missiles are falling on people who might be Al
Qaeda supporters, Taliban fighters or Afghan civilians.

Image 67

Source: CNN 8/10/2001
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Image 68

Source: CNN 15/10/2001

The second category consists of images of destruction
caused by the strikes. The battlefield becomes the cities of Kabul,
Kandahar and Jalalabad since the American airplanes are attacking
Taliban airbases and infrastructure inside these cities. The first ima-
ges of the ruins of the attacks come from Kandahar that is described
as a "Taliban religious stronghold in Afghanistan” A crater is shown,
probably made by missiles, and people picking up stones. Some
houses, made of stone and mud, are seen in the background. No vic-
tims are shown. Other times when civilians are hit, people are shown
crying and mourning for their dead relatives. The aftermath of each
bombing with the craters created by the bombs and the destroyed
neighborhoods are transmitted but after the victims are removed.
Sometimes a body covered with a sheet is shown as the dead proof
that war always causes civilian casualties. Other times images of
unexploded bombs are released and the craters they create.
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Image 69

Source: CNN 10/10/2001

Image 70

Source: CNN 15/10/2001

The third category ofimages depicting the war consists of long
shots of bombs exploding on the ground in the middle of the night.
They are reportedly taking place at the outskirts of Kabul and they
are hitting Taliban targets. A big ball of fire can be seen but the target
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cannot be defined or clearly seen by the spectators. Other images
of the aftermath of strikes include long shot of something burning
behind dwellings and trees. It is impossible to know what is burning.
A very common pattern is to show long shots of the smoke that rises
after the bomb is thrown. We listen to the sound of bombs and see
the sand rising. The camera focuses on the sky and the rising smoke.

Image 71

Source: CNN 171072001

Image 72

Source: CNN 30/9/2001
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The fourth category of war images is made up of the Northern
Alliance ground forces. Men dressed in the traditional Afghan outfits
are seen firing from a tank. No resemblance with the Western concept
of an army. The Northern Alliance is fighting against the Taliban and
although the fighting is reported as fierce, the images broadcast
show 6 or 7 North Alliance fighters dressed in medieval clothes
firing missiles from machines that seem completely obsolete in a
background that appears arid and deserted. As far as the enemy is
concerned, it is not to be seen. Though the sights and sounds of war
do not seem as vivid as our concept of war created by movies, we are
sure that a fierce reality is concealed behind its image representation.

FINAL WORDS

In this article, we show the importance of bringing TV news'
verbal and visual language to the school environment and treated
its production and reception as a construction that depends on
its locus of enunciation and, therefore, cannot be considered as a
reflection of truth. We have also shown that although journalism is
an important narrative, it cannot be considered the absolute truth
since both verbal and visual languages on TV news try to capture
a reality that is impossible to retrieve. We state the importance of
studying such discourse in the classroom since it can make our
students aware of the verbal and visual means that the society uses
to justify its ideology.

Our analysis, based on the verbal and the visual code of
meaning-making, shows how ideology is ingrained in different
representations of reality and this proves the ‘constructive’ quality of
news discourse. Students can realize during the analysis proposed
that one of the important characteristics of news discourse in
general and that of CNN in particular is the absence of historical
contextualization; a sine qua non condition for the representation of
eventsin the news. TV channels are interested in talking about events
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taking place at the moment, in the immediate present. However, the
causal relationship between these events and the context in which
they are inserted is almost never analyzed. Therefore, the analysis of
events in the news ends up being superficial and fragmented, with
no connection to any political, social, economic or cultural context.

The students-interpreters can study the strategies CNN
employed to capitalize upon the tragedy and work towards solidifying
public opinions and annulling all criticism directed against the decisions
made by the American government. For the Americans, a crime had
been committed and reacting to it was thought to lead to justice.

Through the analysis, the students can reflect on questions
of verbal and visual representation and their potential for meaning-
making. Students, analyzing news discourse, can research how
the two different kinds of expression - verbal and visual - interact
in the multimodal TV news text, in order to construct a reality that
is the consequence of the ideology of the channel. In the aftermath
of September 11th, the discourse and images on conflict and war
condone the actions taken by the American government. In the case
of the story “slugs’, the crime-revenge-justice theme justified the
ensuing war against terrorism.

Moreover, it can be analyzed in the classroom the representa-
tion of the War in Afghanistan and how it bleached out the reality of
what it was supposed to be a reflection of. Both the verbal and visual
representation of the war tended to wither its colors and create a reality
that was more imaginary then real. Students can perceive how images
of war were highly fictionalized but they were received as true because,
in fact, they partly represented what was happening in Afghanistan.

The importance of this kind of analysis in the classroom is
that it represents an attempt to show how news discourse promotes
and perpetuates ideologies. This kind of research can made students
become more aware of the ‘unrealities’ reported in the news and
also more critical of the visual and verbal codes that are used
to represent 'realities!
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INTRODUCAQ™

O cinema de Quentin Tarantino sempre se serviu de altas doses
de violéncia e isto ndo seria diferente, muito menos uma novidade, em
Django Livre. A estética da violéncia é a tonica do filme que concor-
reu ao Oscar em 2013 e que foi pano de fundo para a retomada das
discussoes sobre as questdes raciais nos Estados Unidos da América.

No entanto, a marca da violéncia assume em Django Livre
ou Django Unchained, em inglés, novos contornos, uma vez que a
tematica da escravidao configura, por si sé, a atrocidade maior da
trama, acompanhada, obviamente, por outros tragos caracteristicos
do diretor como a violéncia plastica nas cenas em que o sangue jorra
e os tiroteios parecem nao findar. Se a escravidao é o tema do filme,
a violéncia, de muitas naturezas, é a sua escrita.

Nosso objetivo é investigar como a violéncia permeia a
obra ao tratar da questado do negro estadunidense e de seu lugar na
sociedade antes e - por que nado dizer- depois do Movimento pelos
Direitos Civis, como veremos proximamente.

Né&o se pode afirmar que Django Livre seja uma vitrine fide-
digna de acontecimentos histéricos, nem ao menos cremos que o
diretor Quentin Tarantino tenha almejado algo similar a um docu-
mentério ficcional. Contudo, acreditamos que a andlise do filme
venha a contribuir para o entendimento de uma produgdo que
fomenta discussdes, problematizagdes e praticas pedagdgicas, ndo
somente para o estudo da (representagdo) da histdria, da cultura e
da literatura dos Estados Unidos da América, mas para o letramento
e compreensdo de uma linguagem com seus cddigos préprios, em
gue som, imagem e texto verbal se constituem. A propdsito, Django
Livre comporta um discurso sonoro, verbal e, sobretudo, visual que
constréi sentidos em representagdes que incluem a visdo que se
forma sobre um Outro. No trabalho que aqui arrolamos, elencaremos
algumas narrativas que recorrem a inlimeras referéncias, sempre na
chave da violéncia sobre o Outro negro.
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A REPRESENTAQAO VIOLENTA DO OUTRO:
VESTIGIOS DO CONTEXTO HISTORICO

Asgrandes plantagdes de algodéo e tabaco no sul dos Estados
Unidos lucravam demasiadamente com a mao de obra escrava. Em
razdo disso, o sistema escravagista precisava alicercar-se em bases
tedricas para convencer a sociedade sobre a necessidade de subju-
gar o negro com métodos cruéis. Nao faltaram teorias que compro-
vassem cientificamente a inferioridade intelectual e a capacidade de
submissao do negro que, apds séculos de segregacao, ainda anseia
por um lugar de pertencimento na sociedade estadunidense.

A segregacdo estd, em primeira instancia, calcada na constru-
cao de significados que distinguem o “eu” americano idealizado, em
desconformidade com cidadaos de origens outras que nao as encaixa-
das na categoria WASP (White, Anglo-saxon and Protestant) - crédi-
tos atribuidos ao fendtipo dos pais peregrinos que vieram aos Estados
Unidos a bordo do navio Mayflower. Ha séculos, esse paradigma de
cor desencadeia um circulo vicioso de violéncia (cf. Silva, 2010).

Neste cendrio, surge um filme que denuncia o passado, mas
também aponta, ousamos dizer, para um presente “ran¢oso” e discri-
minatdrio, haja vista a insercdo de musica hip hop em algumas cenas.
A escolha nao é aleatdria. Afinal, o estilo musical sustenta, hoje, a
veia da contestagdo em suas letras como veremos mais adiante.

Django Livre vai narrar a excluséo, por meio da representacao
da violéncia em diversas modalidades como a verbal, por exemplo,
nos inimeros didlogos racistas. H&4 também a violéncia fisica, nas
cenas de lutas corporais; j4, a violéncia plastica abusa das tintas, prin-
cipalmente da vermelha, para representar a dor e a morte; a violéncia
simbdlica faz a ponte entre um passado vexatério e um presente ins-
tvel, nas relagdes entre brancos e afro-descendentes, ao longo do
tempo. Mas é sob a égide da violéncia ética, em que o "Outro negro”
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deixa de existir - uma vez que nao tem o direito de narrar-se - que
o filme expde antigas feridas e propde alternativas inusitadas com a
emancipagao de um ex-escravo, o protagonista Django.

Para Vattimo (2011), a representacgao violenta do Outro pres-
cinde dos insultos verbais e dos assassinatos sanguinolentos. Ha
violéncia implicita em qualquer tentativa de entendimento de um
Outro, cujos valores diferem daqueles que o intérprete traz consigo e
gue sao forjados pelo seu conhecimento de mundo e de sua histéria.
Na tentativa de representar qualquer sujeito, enfrenta-se a grande
questdo da ndo-representagao exata (Vattimo & Zabala, 2011): sem-
pre usamos nossas proprias lentes para decifrar aquele que nos
parece diferente. Nossas interpretagdes serdo sempre um recorte,
um ponto de vista sobre algo que é filtrado por nossos paradigmas
culturais, de acordo com nosso /ocus de enunciagdo. Assim, qual-
quer representacao é, por si sé, um tipo de violéncia.

Isto posto, podemos dizer que o cinema nos convida a um
processo continuo de (re)significacéo, ja que apresenta perspectivas
coexistentes em sua elaboragao e pds-produgao. Cada participante,
desde o realizador, passando pelo roteirista, o diretor e sua equipe
na composicao das personagens e chegando, por fim, aos espec-
tadores com seus /oci de enunciacdo heterogéneos tece uma teia
hibrida de sentidos.

A seguir, trataremos de alguns mitos que ajudaram na conso-
lidacdo da Narrativa da Nagdo Norte-Americana.

WESTERN E OUTROS MITOS

Django inicia sua saga de (anti)herdi, arrastando as correntes
gue o fazem prisioneiro escravizado, ao som da musica-tema’™ de
mesmo nome. Sendo libertado por um cagador de recompensas,
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tem de aprender com seu mestre, tanto o refinamento dos modos
guanto os didlogos que disparam o cinismo, tdo veloz quanto o
revélver que utiliza. Como em qualquer outro filme tarantinesco, ha
ultravioléncia, a saturagéo de referéncias, a musica pop e as bruscas
viradas de narrativa (Kurtinaitis, 2013, p. 148-149).

Django Livre recria uma das narrativas miticas da formacao
e expansdo territorial dos EUA: o western, relembrando os filmes em
gue o xerife, geralmente impoluto, punha-se na linha de fogo contra
o bandido e dava voz de comando, mediante um sistema de justica
duvidoso, em que as relagdes locais de poder subjugavam a auto-
ridade do Estado. Se, por um lado Tarantino revive o faroeste, por
outro, ele o desmitifica nas cenas comicas, nas quais 0 mesmo xerife
é ridicularizado e, posteriormente, morto. Django &, de fato, o herdi
afro-americano que expurga o sofrimento de seu povo nas inimeras
catarses de vinganca.

Porém, a figuragao de um cowboy - figura-chave na repre-
sentagdo do Oeste - que fosse tao intrépido e movido por uma causa
guanto aqueles do imaginario popular, mas cuja cor da pele denun-
ciasse outros espagos, sé poderia tomar forma depois da luta de
Martin Luther King pelos Direitos Civis, dos Black Power, dos Black
Panthers e dos pronunciamentos inflamados de Malcolm X. Django
nao é produto solo; vem carregado de Histdria.

Desta forma, Django resgata a memdria de um passado
escravo, mas concomitantemente, empresta-lhe uma nova roupa-
gem - mesclando um Oeste sem indios ou mexicanos- com um Sul
escravista, em que um afrodescendente cowboy olha no olho do
branco colonizador e reclama, metaforicamente, o ajuste de con-
tas. As alusdes sdo, de igual modo, filmicas; o diretor reaproveita o
cinema do passado, sempre na esfera da violéncia. Assim, o Django
do século XXI contracena com o Django do século XX. No discurso,
o tom de igualdade, na cena em que os dois Djangos se encontram:
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- D-J-A-N-G-O, o D é mudo, diz Django para o senhor de
escravos, (re)afirmando seu grau de instrugdo e sua identidade de
homem livre. Branco e negro estdo em plano conjunto. Django fita
os olhos de Calvin Candie, cujo nome assinala a ironia da acepgao
"docinho” de “candie’; em inglés, em oposicéo a crueza da persona-
gem de Leonardo Di Caprio.

O didlogo rebuscado e bem-humorado do homem sulista-pre-
sente em quase toda a filmografia que trata do assunto- é esmaecido
pela animosidade discursiva, onde a disputa pelo poder é travada a
cada fala, somando-se ao espetaculo grotesco de homens reificados
pela luta de mandingos e de seu comércio, em plena sala de estar. A
violéncia simbdlica permeia a cena, quer no estranhamento de Django
em um espaco restrito a brancos, quer na constatagdo daquele per-
mitido a outros negros, ou seja, o do entretenimento pela mdsica e
pelo esporte. Neste caso, temos as apostas feitas nos lutadores deste
grupo étnico (mandingos), em que o vencedor deve matar o perdedor.

Afora o mito do western, mesmo que no estilo spaghetti dos
anos 60 e 70 e o da fronteira que faz Django e Schultz percorrerem os
estados do Texas, Tennessee e Mississippi, em busca de Bromihilda,
o filme faz referéncia a outros elementos da cultura norte-americana
como a presenga da Ku Klux Klan no Sul, sempre de maneira jocosa,
0 que, imageticamente, reforga o horror da segregacéo e, a0 mesmo
tempo, a bravura de Django.

Criada logo apds a Guerra Civil, a Ku Klux Klan moldou-se
como uma rede secreta terrorista que proclamava a supremacia do
homem branco, protestante e de olhos azuis contra os habitantes
do norte reformista (os chamados scalawags) e os negros ha pouco
libertos que supostamente se beneficiaram com a situagao. Rapto,
estupro e torturafaziam parte dos métodos da KKK (Willis, 2008, p. 111).

Mesmo que tal organizagao tenha surgido apds a Guerra Civil
Americana (1861-1865) e a narrativa filmica sido ambientada dois anos
antes, em 1858, Tarantino mistura fatos histéricos de periodos diversos
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com critica e deboche. Em uma das cenas, os fazendeiros, irados, jun-
tam-se com o objetivo de matar Django e Schultz, relembrando as
perseguigdes feitas pela KKK. Os “soldados do Klan de Big Daddie” se
atrapalham com o uso do capuz que mais parece um saco. A tomada
oscila entre o tragico e o cdmico da situagdo. Nas cenas que se
seguem, deparamo-nos com homens encapuzados que mais parecem
fantasmas. O sotaque carregado do interior satiriza a doutrina/pratica
daqueles que pertenciam a organizacgdes reacionarias como a KKK:

Bid Daddy: Droga! Eu ndo consigo ver porcaria nenhuma
com essa coisa. Péra ai, vou aumentar o buraco do olho!
Ah, droga! Acabei de estragar!

Soldadol(membro da KKK): Quem fez essas porcarias de
mdscaras?

Soldado?2: Foi a mulher do Willa!

Willa (despeitado): Entdo cada um devia fazer sua préopria
mascara!

Soldado 3: Se eu soubesse que era sé fazer um buraco
num saco, eu mesmo teria feito!

Soldado 4: N&o dé pra respirar e cavalgar com essa coisa
na cabega!

Willa: Eu vou embora! Fiquei vendo minha mulher traba-
lhando o dia inteiro, fazendo furinhos em 30 sacos pra
vocés, mal-agradecidos!

Podemos inferir que a forga dramética reside no valor que
esses homens dao a economia escravocrata da qual dependem, em
detrimento das vidas que execram. A fala "Eu ndo consigo ver por-
caria nenhuma” cabe uma referéncia anacrénica que denota o quao
cegos estes homens ficaram pelo édio contra aqueles que se bene-
ficiaram com a Guerra Civil e, consequente, abolicdo da escravatura.

Por mais abjeta que seja a fala de quem comercializa seres
humanos, o locus de enunciagdo de Candie ou de Big Daddy é o
mesmo dos grandes administradores de fazendas. Sentiam-se justos
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e bons donos de escravos - ideia defendida pelos que acreditavam
em uma pratica benevolente do escravismo.

A VIOLENCIA DA TBADIQAO:
0 CONCEITO DE ESCRAVIDAD BENEVOLENTE

Jon Donson encarna a personagem "Big Daddy"” ou "Grande
Papaizinho’, o qual tem, a seus pés, uma legido de homens escraviza-
dos agradecidos pela "bondade” e “justeza” com as quais sao trata-
dos. A ideia de subserviéncia e gratidao é sustentada por Hollywood:

In the 1930s, Hollywood s slaves were invariably happy in
their slavery and affectionate toward their uniformly kind
and indulgent masters (Nolan, 2000, p.16).

O discurso articula ideologias (Pécheux, 1988):

Big Daddy: Betina, querida, por favor, leve o Django pra
conhecer essa nossa belezura de fazenda!

Betina: Sim, Senhor, Paizao!

A palavra “querida” indica amorosidade, complacéncia;
alia-se a ideologia construida sobre como os escravos eram bem
cuidados por seus senhores, tidos como “pais’, “protetores” e a quem
se devia admiragéo e respeito. Big Daddy era o Senhor, em conso-
nancia com parte do seu nome “Big’, ao mesmo tempo que era o
"Paizao” ou "Dad[dy]" Nolan (2000, p. 13) contribui com a citagéo de

Pollard, um tedrico sulista:

The occasion of that conflict was what the Yankees cal-
led-by one of their convenient lables in political nomen-
clature- slavery; but what was in fact nothing more than a
system of Negro servitude in the South... one of the mildest,
and most beneficent systems of servitude in the world.

272



O termo “querida” também carrega, semanticamente, outro
significado: o senso comum dos sulistas sobre os africanos e sua
inferioridade intelectual, em um contexto com suas particularidades.
"Querida” soa paternalista e despeitoso.

Estilisticamente falando, vemos que o enquadramento das
personagens em plano plongé. Os homens brancos no alto e os
negros, abaixo, em menor escala na tela e do lado esquerdo, eviden-
ciando a relagéo de poder que se estabelece.

Na verdade, os Estados do Sul recriam toda uma narrativa
que transcende o conceito de escraviddo benevolente - como se
alguma forma de se apoderar do outro e de seu trabalho pudesse ser
benigna ou de praticas mais brandas. As narrativas do Sul recontam,
a sua maneira o que se sucedeu apds a Guerra Civl (1861 - 1865).
O Norte lutou contra os Estados Confederados e acabou vencendo.
Como consequéncia, a escravidao foi abolida e os afro-americanos
libertos. No entanto, a emancipagao efetiva do povo negro ndo acon-
teceu. Leis locais e estaduais em vigor entre 1876 e 1967, nomeadas
Jim Crow, pregavam a segregacao racial, em todos os locais publi-
cos (Willis, 2008, p113). Inimeros linchamentos realizados pela KKK
acentuavam a politica excludente e o preconceito que subscrevia a
cor e o local de cada espaco social.

Porém, versdes independentes da Guerra de Secessao toma-
ram conta do imaginario popular, resvalando o heroismo de um povo
em tom melodramético. A derrota transforma-se em “The Lost Cause”
e o nacionalismo ressurge triunfante. O Sul reivindica sua fama e
passa a alegar que a escraviddo é um pretexto que o Norte adota
para realizar a cobranca improcedente de taxas a uma sociedade
agrébnoma. De acordo com esta visdo, os abolicionistas eram pro-
vocadores e o Sul teria facilmente desistido da escravidado, ainda
que a natureza dos escravos reclamasse a subserviéncia. "Existem
duas imagens proeminentes dos escravos. Um deles é do escravo
fiel e outro chama-se o “esteredtipo feliz" “(NOLAN,2000, p. 15-16).
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Até uma teoria sobre a descendéncia diferenciada dos sulistas foi
vastamente propagada. Segundo a qual, a linhagem daqueles que
habitavam o Sul dos Estados Unidos procederia, na verdade, de
William the Conqueror e, em funcgdo disso, seu carater destemido,
gentil e intelectual - a marca identitaria de todos eles.

Hollywood, novamente, reforca lendas como esta da Causa
Perdida, nos filmes dos anos 40: “Indeed, as evidenced by the 1940
film Santa Fé Trail, Hollywood embraced the full range of Lost Cause
stereotypes: the abolitionists, the slaves, and the valiant Southern
men" (Nolan, 2000, p. 16).

Nada mais ilustrativo do que o comportamento de Stephen,
interpretado por Samuel L. Jackson. O escravo da Casa Grande legi-
tima o racismo, delatando Django e Broomihilda, irmaos de cor, em
nome de uma servidao fiel a seu sinhozinho, Mr. Candie (Di Caprio).

Calvin Candie, em um misto de éxtase e indignagéo, expde
sua teoria sobre a inferioridade de ragas:

Calvin: A ciéncia da frenologia é crucial para o entendi-
mento da separagdo de nossas duas espécies. No cré-
nio desse africano aqui, a &rea associada a submissdo
é maior do que de qualquer outra espécie humana ou
subhumana no planeta Terra.

E ainda: Se examinarmos este pedago de cranio, vamos
notar trés marcas distintas. Agora, se eu estivesse com
um cranio de um Isaac Newton ou de um Galileu, essas
trés marcas estariam na area do crénio mais associada a
criatividade. Mas, esse cranio é do Ben e essas trés mar-
cas estdo na &rea associada a servidao.

A estética da violéncia da-se, igualmente, pelo fato da cena
mostrar um homem branco (Candie) serrando o cranio de um ex-es-
cravo (Ben) para explanar sua teoria racista. O enquadramento
simboliza a opressdo, com as méaos, do povo africano. Na cena,
pouca iluminacéo, reforcando a penumbra dos pensamentos e o ato
macabro da personagem:
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Imagem 73

Fonte: Snaphot - cena do filme

H4 intertextualidade com a fala de Candie e o que cientistas
do século XIX pesquisavam; queriam saber se todas as ragas descen-
diam de uma sé espécie ou se a humanidade tinha ancestrais polige-
néticos. Caso esse pressuposto fosse verdade, sub-ragas deveriam
ser subordinadas a ragas superiores. Para os religiosos adamitas, os
negros eram produto de uma maldi¢cdo a Caim (Haler, 1970, p. 1-2) e
para os monogénicos, havia desigualdades na composigao das ragas:

Races, during centuries of formation, acquired charac-
teristics that, on comparison, established an inequality
“which is impossible to deny.’

The Negro had never been an equal to the White (Haller,
1970, p. 3).

A cultura de um certo periodo histdrico (re)inventou o con-
ceito de humanidade e propiciou que homens como Candie fizes-
sem o que ele fez. A fala dubia do préprio Calvin Candie, encerra
a tomada e, de certa forma, ilustra o que o (pseudo)cientificismo
do século XIX pregou:

Candie: Muitas mentiras foram ditas aqui, nesta mesa,
a noite!
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EXCLUSAO SECULAR

A prética escravagista, que perdurou por trés séculos (do
XVII ao XIX), comega a investir contra a reputacdo dos americanos,
a medida que é considerada diametralmente oposta ao conceito de
liberdade difundido desde a Revolugdo Americana.

Os defensores iluministas do “we are all created equal’, con-
traditoriamente, possuiam escravos, inclusive George Washington,
James Madison e Thomas Jefferson. O paradoxo se reafirma, em
virtude do temor do endividamento dos cidadaos, caso a escravidao
deixasse de existir. Além disso, Jefferson, por exemplo, acreditava
que ex-escravos sem propriedades tornar-se-iam ociosos e, por
conseguinte, uma grande ameacga a republica. London Cartes até
o aconselha a manda-los para fora do pais, a fim de que eles ndo
precisassem roubar para se sustentar (Morgan, 2000, p.128).

Anos mais tarde, Lincoln proclama a abolicdo da escrava-
tura; todavia, os afrodescendentes ainda enfrentam as sequelas da
segregacao racial. Quase cem depois, Martin Luther King questiona
as benesses do American Dream, do ideal de liberdade e de demo-
cracia: "Nossa heranca de liberdade, duramente conquistada, &,
fundamentalmente, mais poderosa do que as nossas tradi¢gdes de
crueldade e injustica” Os pronunciamentos de King influenciam o
presidente Kennedy que decreta, em 1963, a lei que proibe os empre-
gadores de recusar mao-de-obra negra (Gerstle, 2002). Seu discurso,
inclusive, revive a narrativa nacionalista sobre os Pais Fundadores,
guando defende os alunos, que em protesto, boicotam um dnibus:

The students were taking our whole nation back to those
great wells of democracy which were dug deep by the
Founding Fathers in the formulation of the Constitution and
the declaration of Independence.

Gerstle, Amercan Crucible, 2002.
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Em discursos semelhantes, Luther King agrega outros mitos
como o dos Peregrinos, chamando o povo para o ideal de igual-
dade e de oportunidades.

Contudo, a cruzada contra os Civil Rights ressurge nos
estados do Sul e a organizagado racista Ku Klux Klan ganha forca
novamente. Indmeras batalhas sao travadas e ativistas torturados
nas campanhas pelo direito ao voto (idem, p. 285), sendo que dois
deles reclamam a integragéo a Universidade do Alabama, em 1963 e
acabam recebendo a ajuda federal do governo de J.F.Kennedy.

Neste processo, enfrentamentos sempre aconteceram. Los
Angeles, por exemplo, foi pano de fundo para muitas revoltas raciais.
Recentemente, o homicidio de um jovem afro-americano, Michael
Brown, em Ferguson, Missouri em agosto de 20147 e o estrangu-
lamento de outro homem, Garner, em um bairro de Nova lorque,
desencadearam uma onda de protestos que levaram milhares de
pessoas as ruas das respectivas cidades.

Transpondo-nos para o filme, vemos um enredo de cunho
engajado; € pela figuragado do afro-americano e da violéncia contra
ele que o diretor cria empatia com o espectador, naquilo a que se
propde articular imageticamente.

Como mencionado anteriormente, nos jogos de identificacao,
deparamo-nos, com uma estética que exibe a violéncia de varias ins-
tancias: a violéncia da tortura fisica dos castigos impostos, da ima-
gética (plastica) na saturagao do sangue, da sonora na musica que
clama por liberdade e justica, da verbal nos didlogos preconceituo-
sos g, sobretudo, a violéncia da representagao nas esferas de poder.

Um exemplo de violéncia verbal é como o Outro negro é sati-
rizado, em alguma instancia discursiva, por categorias como forma
de falar e de se vestir, maneirismos gestuais, jargdes e tipologia fisica
(cor da pele, textura do cabelo) e sociais, como marcas simbdlicas de
distincdo de grupos.
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Mas, se por um lado, as construgdes simbdlicas, na chave
étnica, causam afronta, as discursividades negativas de género impri-
mem o carater significativamente discriminatdrio contra as mulheres
da época, assim como na figuragdo que delas se faz no filme. A
mulher, em Django Livre é fragil e imperceptivel, esteja ela desempe-
nhando o papel da mulher escrava, esteja ela no papel de sinhazinha.

A desigualdade de género imbrica a violéncia implicita das
grandes narrativas sexistas, disseminadas ha séculos. Desta forma,
a sinhazinha porta-se como uma princesa passiva aos pedidos de
seu irmao, Candie, como se fosse um objeto de decoragdo da Casa
Grande; alias, seu figurino galante tem maior destaque do que sua
atuagéo. Broomihilda, por sua vez, simboliza a mulher negra, cuja
fungdo de serva sexual a silencia. Posteriormente, a personagem é
resgatada por Django, na chave melodramatica como na lenda ger-
manica, mencionada por Schultz. Em conformidade com a quase
inexisténcia de mulheres na trama, suas poucas falas e agdes comu-
nicam a inexpressividade das personagens femininas para o diretor;
sdo os protagonistas masculinos que ficam sob a luz dos holofotes.

A FURIA DO SOM: )
NARRATIVAS DE CONTESTAGAO

A trilha sonora nédo se exime de mostrar a banalidade do mal
e a cumplicidade de vérias geragdes quanto a segregagao dos afro-
descendentes. Kurtinaitis (2003, p. 152) contribui afirmando que” o
espectador é levado a compreender as a¢des do protagonista como
fruto de sua revolta contra o sistema’, por meio da trilha.

Um exemplo é quando Django se depara com um antigo
capataz que castigou sua esposa. A cena é permeada por algumas
falas, ao som de Freedom, de Anthony Hamilton & Elayna Boynton,
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0s quais também sdo afro-americanos. A letra corrobora para o sen-
tido de clamor pela liberdade, enquanto Django e Broomhilda tentam
a fuga, na cena de flashback:

Facing the fear that the truth, | discovered
No telling how, all these will work out

But I've come too far to go back now

I am looking for freedom, looking for freedom

And to find it, caused me everything | have.

Assim que Django passa de fugitivo a pistoleiro, a musica
muda de estilo e temos o instrumental mexicano/spaghetti “La Corsa”
(2nd version) de Luis Bacaloy, trazendo a baila o faroeste. Tarantino
mistura referéncias musicais, resgatando e alternando géneros que
vao do country ao hip hop.

Género que saiu do gueto para conquistar o maisntream, nos
anos 70, o hip hop é composto por um conjunto de dados, tais como
DJs, MCs, responsaveis pela rima, a danga que evoluiu do Break e o
grafite da representacédo cénica; seu intuito é abragar temas polé-
micos presentes no universo da periferia: o acesso facil as drogas
e as armas, em um linguajar informal, recheado de palavrdes e
indignagao contra a vivéncia de pobreza e opressao aos quais foram
relegados (Darby, apud Silva,2010, p.95).

Desta forma, “100 Black Coffins” de Rick Ross canta a cena,
em que uma comitiva de brancos, mais o Django, acompanham luta-
dores de mandingos na lavoura. A letra faz a ponte entre o passado e
o presente, narrando a segregacao e incitando a violéncia:

Oooh, now you are one lucky nigga
You gotta listen to your boss white boy
| need a hundred black coffins for a hundred bad men

A hundred black graves so i can lay they ass in.
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A cenografia, inexoravelmente, constrdi sentidos pela com-
binacédo da trilha sonora do filme com as mensagens das letras, da
cadéncia do som, dos instrumentos escolhidos e do timbre melddico.
Quando, por exemplo, o preconceito e o sofrimento derivados dele
sdo irrepresentdveis, temos o siléncio. A musica e o siléncio, enfim,
complementam o filme. Django ressurge da fumaga provocada pela
explosdo de dinamite (fig.1) e inspira o irm&o de cor, ainda na jaula,
a se emancipar também (fig.2). Seu olhar revela 0 momento epifa-
nico quando balanga a cabeca, demonstrando aprovagéo. Como
construgdo simbdlica, a cena evidencia a retomada de consciéncia,
ao som de Who did that to you? de Brother Dege, enquanto Django
parte para a Casa Grande.

A VIOLENCIA COMO CATARSE E CRITICA

E no final que o enredo faz rima com a experiéncia estética
para a catarse do espectador. O mesmo homem que, enquanto
escravo, torna-se um negro “alforriado” e que se empodera, a ponto
dele mesmo libertar sua esposa, incendeia o simbolo mais signifi-
cativo do poderio sulista: a Casa Grande, denotando a derrocada
dos aristocratas do Sul e da arrogéncia quanto a crenga de uma
prética benevolente.

A explosdo da Casa Grande traduz muito mais do que a
apropriag@o que Django faz de toda a cultura violenta dos brancos.
Muito além do que um aparente projeto de vinganga do diretor, a
cena inspira-nos a pensar no ideal de liberdade e de igualdade para
todos; € portanto, 0 momento em que 0 negro expurga o sofrimento
e usufrui das conquistas promulgadas pelos Direitos Civis.

E fato que a impassibilidade de Django faz com ele se empo-
dere rapidamente das maneiras, do vocabuldrio, das vestimentas,
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do corte de cabelo, das armas e do modus operandi violento de
seus algozes. Mas é a apropriacdo do senso de liberdade de seus
antagonistas (do qual Stephen ndo compartilha, por exemplo) que
nos remete ao orgulho negro, do "Black is beautiful" dos Direitos
Civis e ao contexto atual, em que temos o primeiro presidente
negro dos Estados Unidos.

Contudo, ainda que Django subscreva uma parédbola acida
de acontecimentos do passado, uma critica sarcéstica de parte
da histéria estadunidense ou ainda, uma leitura tragicbmica deste
legado escravagista e do rancor sulista.

Como era de se esperar, a recepcao de um filme que coloca
o western no Sul escravista ndo agrada a todos, muito menos ao
cineasta Spike Lee. Para ele, o filme é desrespeitoso, embora nao
0 tenha visto. Por outro lado, Tarantino afirma: “Como alguém
pode fazer um filme sobre a escraviddo sem mostrar as injusticas
que eram cometidas?”

A questdo da lealdade absoluta aos acontecimentos his-
téricos parece restringir o processo criativo, de alguma forma.
Além disso, toda obra que se pretende histérica falha ao carregar
elementos ficticios ou, no minimo, tragos que correspondem as inter-
pretacdes que o roteirista e o diretor fazem dos fatos a que chamam
"histéricos” Afinal, qualquer interlocutor sé percebe o mundo, pelo
viés de seu locus de enunciacao, ou seja, pelo contexto e condigdes
sécio-histéricas aos quais pertence (Bhabha apud Menezes de
Souza, 2004, p. 114).

Spike Lee ainda atesta que somente um diretor negro pode-
ria representar conflitos raciais, em um aspecto mais amplo. Mesmo
que tal pressuposto fosse verdade, Lee ignora o fato de que Tarantino
traz a marca da miscigenacgdo e de uma minoria que também sofreu
preconceitos e luta para ndo ser extinta, a saber: Tarantino é, parcial-
mente, descendente de indios Cherokees.
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Rosenstone (apud Costa, 2014) corrobora, declarando que um
filme, assim como um livro, ndo é o real, ndo traz a verdade. Ambos,
obra filmica e livro de Histéria compartilham das mesmas limita-
¢oes. E é por isso que Django, embora produto da excentricidade
de Tarantino, parece-nos um filme, cujo propdsito de denunciar uma
prética cruel, a qual devemos combater, encontra lugar de destaque.

CONSIDERAGOES FINAIS

Vimos como a violéncia exacerbada pontua a narrativa em
Django Livre e que, associada a trama, conta a histéria de um povo
que ainda luta por seus direitos. Ferida aberta, o preconceito racial
transita pela sociedade estadunidense, assumindo novas formas e o
filme exerce o papel de nos garantir mais um espaco para discussdes,
diminuindo as distancias entre realidade, histdria, politica e ficcéo.

Acreditamos, por isso, que o cinema seja a ilustracdo de um
saber historiografico que nos serve até mesmo como proposta de
material de curso para o estudo da cultura, dos mitos e da articula-
cao de outros saberes como o da prépria linguagem filmica, em que
estruturas imagéticas, sonoras, discursivas e gestuais corroboram
para a (re)construgao de sentidos.

O cinema tornou-se um espacgo para que o homem pudesse
habitar mundos alternativos, no cruzamento entre o real e o virtual, o
real e o imaginario. Por meio de filmes como Django Livre podemos,
inclusive, enxergar o Outro, ouvir a sua voz e eleger uma posi¢édo de
consenso ou de dissenso diante das questdes suscitadas.
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PERSPECTIVAS ETNICAS
E EDUCACIONAIS
NO ESPAGO IMAGETICO



INTRODUCAQ®®

Os estudos sobre a imagem vém ganhando notoriedade na
drea das Letras, seja na andlise do discurso (AD), seja em outras
linhas de pesquisa, tais como a semidtica, a antropologia visual, a
comunicagao visual, os estudos pds-coloniais, a teoria da complexi-
dade e o letramento visual/ critico. A imagem deixou de fazer papel
de figuragdo em um texto escrito; ela, em si, constitui um discurso
visual com convengdes particulares que precisam ser decodificadas.
A imagem é entendida, hoje, como construcéo de significados. No
cinema, a imagem, aliada ao som e ao texto verbal formam uma
teia de significados em representagdes que incluem a visdo que se
forma sobre um Outro.

A representagao de um Outro, assim chamado por carregar
guaisquer caracteristicas que se distanciem - seja na chave étnica,
de género ou comportamental - da representagao das(s) identida-
de(s)- padrdo de um grupo, acaba evidenciando, sobremaneira, os
valores e preconceitos desse mesmo grupo. Assim, o fendmeno das
representacgoes prescreve um certo distanciamento que possa refe-
renciar, com justica, todos os envolvidos, mediante as configuragoes
sdcio-histérico-culturais vigentes.

Propomos uma anélise, pelo viés da Hermenéutica sécio
histérica, ou seja, a interpretagdo a partir de nossa genealogia sécio-
-histérica e do nosso locus de enunciagdo (educagéo critica), a fim
de compreendermos quais paradigmas de um povo surgiriam em
contextos onde as imagens estdo inseridas. Assim, ressaltamos que
nosso locus de enunciagado, ou seja, de onde nos posicionamos em
relacdo as discussdes aqui apresentadas se faz essencial: somos
ambos educadores de lingua inglesa na cidade de Sao Paulo, Brasil
e temos fomentado pesquisas que investigam o encontro entre edu-
cagao de linguas estrangeiras e estudos imagéticos. Defendemos
gue muito pouco se discute sobre as questdes da imagem,
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representacdo e construgdo de sentidos (por meio do cinema) no
ensino-aprendizagem de lingua inglesa.

O locus de enunciacdo pode ser compreendido como a
situagdo de fala do enunciador. Uma vez que um enunciado ndo se
assenta no absoluto, ele deve ser situado em relagéo a alguma coisa:
enunciador e co-enunciador, momento e lugar da enunciacdo. Todo
ato de enunciagao é assimétrico: a pessoa que interpreta o enunciado
reconstroi seu sentido a partir de indicagdes presentes no enunciado
produzido, sem garantias de que a sua reconstrugéo coincidird com
as representacdes do enunciador (Maingueneau, 2004).

Isso posto, no processo de andlise de um filme, a partir de um
determinado /ocus de enunciacdo, afirmamos que as perspectivas
coexistentes e/ou antagdnicas podem ser interpretadas sob o prisma
da estratificagcdo sociocultural, na qual o espectador também se
encontra, ndo obstante os modos de inscri¢do do sujeito realizador,
em seus discursos que concorrem com as interpretagdes de outrem,
inseridos em Joci de enunciagao diversos. O locus de enunciagdo
nos possibilita perceber, também, que conceitos de verdade, ética e
principios sao fundamentos embasados historicamente, categorias
estrategicamente altercadas (Alcoff, 2009). Acreditar em valores
absolutos seria algo mitico e potencialmente violento na questdo que
envolve a interpretagdo do sujeito (ou personagem imaginaria).

Neste artigo, assumimos que as narrativas filmicas coope-
ram para a legitimagcdo de algumas representagdes identitarias
sobre um Outro, geralmente na chave da estereotipia e, que para (re)
construi-las, precisamos esmiugar o lugar daquele que representa e
daquele que é representado, considerando-se o contexto especifico,
no qual ambos se encontram. Em outras palavras, o cinema constroi
representacoes em cima da representagcao que ja é feita sobre o(s)
Outro(s) na sociedade. Dessa forma, investigamos algumas questoes
referentes a imagem trazida pelo cinema, tais como a questao da
representatividade e aimagem no contexto de ensino/ aprendizagem
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de linguas estrangeiras. Interessa-nos analisar a representatividade
da imagem em duas vias: na primeira, o que entendemos por leitura
e interpretagao de imagens filmicas (imagem e representagao) e, no
segundo, as implicagdes educacionais quando trazemos ou discuti-
mos tais imagens com nossos educandos (letramento visual).

A QUESTAO DA REPRESENTACAQ

Para Santaella e Noth (1997 p. 15) “o conceito de represen-
tacdo tem sido um conceito-chave de semidtica desde a escolastica
medieval, na qual este se referia, de maneira geral, a signos, simbolos
e imagens e as vdrias formas de substituicdo” Os mesmos autores
discutem a questéo da representacédo da imagem sob diversos pris-
mas epistemoldgicos. Segundo os autores, podemos problematiza-la
sob o prisma das representagdes semidticas (a ciéncia da imagem),
das representagdes cognitivas (imagens construidas mentalmente)
e da representacado desconstrucionista (o repensar a representagao
fixa das imagens) ou da perda da representacao foucaultiana (as
palavras e os signos, perdem a representatividade ao se perceberem
em movimento constante, em contextos variados). O que nos inte-
ressa educacionalmente seria discutir se o professor, ao lidar com
as imagens, ird adotar uma Unica posi¢ao ou mais de uma (ou todas
contextualmente), pois isso influenciara na maneira como seus alu-
nos lidardo com as imagens.

Participam deste debate Shohat e Stam (2005, p. 268) ao
colocarem outra visdo sobre a questado da representagdo. Para eles
vivenciamos o fardo da representagao, o qual estd geralmente asso-
ciado a criagdo e manutencao de esteredtipos: “As conotagdes de
representacdo sao ao mesmo tempo religiosas, estéticas, politicas e
semidticas’ O que todas essas esferas ttm em comum, no entendi-
mento dos autores, é "o principio semidtico de que algo esta no lugar
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de outra coisa, ou de alguém ou algum grupo esté falando em nome
de outras pessoas ou grupos” (Id.). As reverberagdes desse fardo
podem ser muitas, pois ao considerarmos a representagdo como
algo que “fala” por nés, de certa forma somos complacentes com
essa visdo (e ndo podemos questiona-la). Por exemplo, ao colocar-
mos o filme Crash como representante da sociedade americana, nos
distanciamos de cenas que poderiam estar relacionadas com nossa
realidade brasileira, como veremos proximamente.

Nesse sentido, alguns tedricos afirmam que o cinema nao
representa a realidade. A ficcao, projetada, em fissuras, na tela, ndo
daria conta da complexidade do real, pelo contrério, se oporia a ele
(Baudrillard, 1991). Em primeira instancia, ficgdo e realidade seriam,
portanto, conceitos diametralmente opostos. Entretanto, o que cha-
mamos de real é, também, uma construgdo sécio histérica. Seres
humanos permanecem fazendo recortes daquilo que chamam reali-
dade. A realidade do sujeito é fragmentada, em outras palavras, res-
significada a todo instante. Logo, o real se faz muito distante de nossa
apreensao. Seria o real - concebido como totalidade- uma ficgdo?

O fato é que real e representagdo da realidade (na tela) exi-
gem do espectador (do filme ou da vida) inUmeras releituras dos
fatos, dentro de uma teia de significados possiveis. Ndo se pode dizer
gue a realidade é uma so e para todos. O real fisico é, sobremaneira,
representacdo da verdade de um grupo, segundo seus valores, suas
crengas, sua histdria. Sendo assim, a realidade é, todavia, uma repre-
sentacgdo de categorias. Guardadas as devidas proporgdes, o cinema
€ representacao desta realidade-representagao, em gradagdes que
vao do documental a ficgao cientifica.

O que parece invalidar argumentos que defendem o cinema
como anunciante ou denunciante do real sé intensifica a conjungao
entre ambas as esferas que se inspiram mutuamente. Ambas as cons-
trugdes sdcio histdricas se assemelham e se distanciam. Lembremos
gue W. Adorno (2012, p. 67) discutindo o lugar e o papel da obra de

281



arte afirma que esta ndo esté desvinculada do social. Assim sendo, o
cinema se empenha em explicitar a ideologia, em forma de tradugéo,
daquilo que projeta como real.

Veremos que qualquer representagdo carrega, indubitavel-
mente, tragos de seu contexto de produgao, influenciando produto-
res e intérpretes na (de)composicao da teia de significados, tecida
no exercicio de interpretacdo da realidade fisica ou de uma obra
ficcional. Portanto, temos como desafio perceber como a representa-
¢ao da vida se configura na sétima arte; como os diferentes sistemas
de produgédo da imagem, do som e do texto verbal estdo vinculados
as estruturas técnicas e culturais particulares. A linguagem cine-
matogréafica supde um letramento visual que nos possibilita novas
analogias cognitivas.

REPENSANDO O CONCEITO DE IMAGEM

Corroborando os estudos de Mizan (2004, 2011) e as diversas
areas as quais contemporaneamente estudam as imagens (estu-
dos culturais e antropoldgicos, letramento visual e critico), temos
defendido (Ferraz, 2008, 2010, 2013; Cotrim Silva, 2010) que as ima-
gens ndo somente representam a realidade, mas as constroem. Se,
no passado, defendia-se a ideia de que "uma imagem falava por
mil palavras’, hoje propomos que esse cliché muito utilizado pelas
midias de massa (ou por aqueles que as produzem) seja revisitado
(Ferraz, 2013). Afirmar que uma imagem representa uma Unica rea-
lidade significa afirmar que hd uma verdade fixa e transparente, ou
seja, além de ndo podermos questionar tal imagem (uma vez que ela
representa uma verdade), também nado podemos negociar possiveis
e variadas interpretacdes com aqueles que estabeleceram a verdade
(Unica representagao possivel) daquela imagem. Paradoxalmente,
nao podemos realizar qualquer interpretacdo de uma imagem,
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uma vez que esse processo de leitura é contingente e se dd num
momento sécio-histérico e num determinado contexto. A esse res-
peito, Joly (2002) afirma que

Assim como existem diversos tipos de imagens, exis-
tem inevitavelmente diversos tipos de interpretagdes.
Nenhuma mensagem, seja ela qual for, se pode arrogar
uma interpretagdo univoca. Inversamente, ainda que cada
leitor ou espectador seja Unico e possua sua prépria gre-
Iha interpretativa, que pode ela prépria variar de acordo
com as circunstancias, a interpretagdo de uma obra nem
por isso é ilimitada, pois tem limites e regras de funciona-
mento (Joly, 2002, p. 12).

Portanto, essa complexidade em relagcdo ao jogo interpre-
tativo (nem tudo pode, mas muito pode) esté relacionada ao que
chamamos de interpretacéo, ou seja, o processo de construgédo de
sentidos. Alegre (2004) colabora com esse estudo sobre as pos-
sibilidades interpretativas ao afirmar que a falacia da imagem se
constitui no fato de:

uma mesma imagem poder levar a interpretagdes variadas
e mesmo divergentes ou contraditérias. Muitas vezes, a
imagem confunde o discurso narrativo em lugar de escla-
recé-lo, criando incongruéncias e forjando um campo
préprio de significAncia que permite perceber novos sen-
tidos da comunicagao pretendida (Alegre, 2004, p. 77).

No cinema, os processos de construgdes de sentidos sdo
particularmente produtivos, visto que hd uma narratividade filmica
peculiar, ou seja, texto, som e imagens em movimento ddo ao espec-
tador possibilidades de vislumbrar representagdes/realidades de
acordo com seu contexto sécio-cultural, histérico, educativo, reli-
gioso, etc. Para isso, reforcamos que precisamos langar mao de uma
andlise que transite pelos terrenos da dimensao icnica em movi-
mento ou imagem em movimento, aliada aos sons e texto verbal.
A esse estudo do amélgama formado pelo imagético, sonoro e verbal,
damos o nome de andlise multimodal. A anélise multimodal imbrica
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uma investigagao discursiva e critica da imagem, da sociedade, das
ideologias e dos poderes. Precisamos estudar outros letramentos da
contemporaneidade que exigem sistemas semidticos multimodais
(Kress, 2003). Em suma, a multimodalidade filmica e sua analise
compreendem regras proprias, em que inscrigdes gréficas, musica
e efeitos sonoros, de luz, enquadramento, angulagdo e montagem
contribuem para a significagdo da obra em uma mesma plataforma:
a da consisténcia multimodal.

ATECNICA DA IMAGEM
E A IMAGEM TECNICA

Acreditamos que o cinema, como modo de representacao,
carrega uma linguagem peculiar que ressignifica o mundo, no
intuito de entendé-lo melhor. Escolhemos o filme Crash, no limite
de Paul Haggis (2005) para exemplificar o caréter violento na figu-
ragdo, que se da, em parte, pelas escolhas técnicas. Cremos que
essas escolhas sejam intencionais e cooperem para a construcdo
de sentido do filme. Crash se trata de uma narrativa filmica que
problematiza diversos conflitos existentes na sociedade americana
pds- “September 11th’; mas que permite reapropriagdes em nosso
contexto. Corroborando Lourengo, Crash:

Em vez de demonstrar o maniqueismo caracteristico dos
discursos oficiais do governo americano, expde uma fan-
tastica “zona cinza” e ndo-linear, em que as diades Bem/
Mal, Branco/Negro, Insider/Outsider e Vitima/
Algoz séo desconstruidas ao longo da trama, demons-
trando que pensar responsabilidades envolve uma pro-
funda auto-reflexao do proprio civilizacional das relagdes
sociais (Lourencgo, 2007, p. 1).

Dessa forma, o filme, produzido no formato complexo do enredo
multiplot de cenas fragmentadas caracteriza o cendrio de agitacéo,
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confronto e duvidas. O quebra-cabeca das cenas e a fotografia
escura sugerem as multifacetadas formas com as quais o individuo
se coloca na vida urbana, demonstrando a angustia em procurar
desvendar a vida e a morte, nos desafios didrios da pds-moderni-
dade. Para que isso ganhe significado e seja interessante, é preciso
gue estas histdrias se relacionem entre si de algum modo, isto é, que
uma adicione sentido a outra.

Caberia considerar a maneira pela qual o realizador, Haggis,
apodera-se dos recursos filmicos, criando géneros, um leque de
efeitos e interagdes sociais. Kress (2003, p. 106) questiona: “como as
imagens representam as relagdes sociais e as interagdes sociais?”
(tradug@o nossa). Assim, a imagem na tela simula o movimento das
sequéncias e tem de ser redimensionada por dados técnicos como
a largura do suporte (tela) e as dimensdes da janela da camera. O
suporte é digital e, portanto, exige uma preparagao diferente para uma
montagem diferente da narrativa filmica, como afirma Meireles (2013):

No mundo digital ndo faz mais sentido nos referirmos
as nossas tomadas como se fossem filmadas. Faremos
uma nova claquete onde deve constar o tipo de cdmera,
o ndmero do cartdo ao invés do rolo, o nimero do clipe
gerado pela camera no lugar do take e o nimero da cena
como é hoje (Meirelles, 2013).

Supomos que as técnicas figurativas ndo sejam apenas
meios para criar imagens; séo meios de perceber e de interpretar
o mundo. Sendo assim, a passagem da pelicula para os pixels® da
camera digital e, ainda, para imagens em 3D, na qual o espectador
guase toca os seres virtuais, muito provavelmente influi ndo somente
na qualidade da captacdo da imagem, mas no momento em que é
contemplada, por conseguinte, na percepg¢do do mundo e na teia de
significados que construimos ao ver um filme. Crash, embora ndo
seja 3D, evidencia essa passagem para o digital, por meio das cenas
fragmentadas, da montagem e edigao, as quais preparam o especta-
dor para a quebra da narratividade linear.
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Na chave das cores, Flusser (2012) esclarece que somos
envolvidos por cores dotadas de significado; somos programados
por cores, que sdo um aspecto do mundo codificado em que vive-
mos. As cores sao portadoras de mensagens. Em Crash, vemos que
a saturagao da cor funciona como uma espécie de desconforto nao
reconhecido; as tintas carregadas sublinham um mundo agitado, de
superestimacgao material. Tendo isto em mente, o diretor trabalhara os
planos - segmentos continuos da imagem, cuja funcao estd em deter-
minar um ponto de vista em relagdo ao objeto filmado, designando a
posicao particular da cdmera, a disténcia e o dngulo. A sintaxe filmica
compreende também os fatores psicoldgicos das personagens, bem
como a cenografia, a combinagéo da trilha sonora com as mensa-
gens das letras, da cadéncia do som, dos instrumentos escolhidos e
do timbre melédico. Até mesmo o siléncio diz algo. Tomemos a cena
em que a filha do latino Daniel leva um tiro supostamente fatal:

Imagem 74

Fonte: Fotograma da cena do filme Crash®

O grito do pai estd em som off, aquele cuja fonte ndo apa-
rece na imagem no momento em que se da na faixa sonora (Metz,
1972, p. 247). A dor do pai é silenciada em meio ao caos psiquico
das personagens. A politica do siléncio se define pelo fato de que,
ao dizermos algo, apagamos outros sentidos possiveis, mas indese-
javeis, em uma situagao discursiva. Podemos deduzir que o siléncio,
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na cena mencionada, assinala o fracasso da tentativa de dialogar,
o ruido na comunicagdo ou a auséncia sociabilizagdo harmonica.
Orlandi (1997) alega que “No inicio é o siléncio. A linguagem vem
depois" Esta nocao de siléncio como significagao, guiada pelo espago
pictérico, mostra-nos como a cena mobiliza uma multiplicidade de
sentidos. Nesta tomada, o close-up no grito de Daniel nos permite
uma recepgao que aproxima os telespectadores da representacao
de sua angustia. Seu siléncio é uma estratégia de sobrevivéncia; sua
dor ndo necessita de palavras ou de sons (Silva, 2010).

Outro exemplo de uso de recursos tecnoldgicos € a ilumi-
nagao do filme, no caso, a fotografia escura do negro discriminado
em Los Angeles. Desnecessario dizer que 0 negro americano anseia,
desde a época da escravidao, pela igualdade de direitos, refutando
qualquer referéncia histdérica que o colocara em um patamar inferior,
por meio de estigmas diversos como o do transgressor, de natureza
diferente, valores divergentes etc. Os afroamericanos ainda enfrentam
as sequelas da segregacéo racial, desde as leis Jim Crow.®® Participa
deste debate Giroux (2002) ao afirmar que existe nos Estados Unidos
(postulamos que também em nosso pais), um panico moral de cor
branca (white moral panic):

Sob a crescente cultura da violéncia, real e simulada,
repousa um racismo sedimentado que tem produzido o
gue chamo de o panico moral branco. Os elementos desse
péanico estdo enraizados, em parte, num medo crescente
da classe média branca em relagao ao declinio da quali-
dade de vida social, politica e econdmica resultante de um
aumento da pobreza, drogas, édio, armas, desemprego,
usurpagao social e desesperanga (Giroux, 2002, p. 207).

No Brasil, apesar desta white moral panic ser escamoteada
nos meios sociais, educacionais e de massa, vemos que as discus-
sOes acerca das cotas para negros nas universidades, bem como
o forte racismo policial contra negros sdo exemplos desse medo
que a populagdo branca geralmente sente ao encontrar um negro
na rua a noite, por exemplo. Retomando Crash, do lado de fora das
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casas muradas e protegidas estdo Anthony e Peter, representantes
do ndcleo negro e pobre do filme. Essas personagens de pele escura
(assim como todas as personagens negras do filme) trazem a tona
guestdes como a posse de arma, racismo, desigualdade social e eco-
ndmica, utilizagdo de drogas, interceptacéo de veiculos roubados,
perseguicdo e desconfianga.

Imagem 75

Fonte: Fotograma da cena do filme Crash

A foto de Peter acima, bem como a cena em que ele aceita a
carona do policial branco Hansen indica que o figurino do gorro cir-
cunscreve sua invisibilidade social e seu modo de ganhar voz e forma,
ainda que fantasmagérica, pela transgressao, tornando-o emblema
de qualquer negro que se vé encurralado e forgcado a sobreviver
desta maneira. Os elementos mencionados acima compdem parte
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da estrutura de um filme, cujo conteldo, inevitavelmente, expressara
representacdes sobre um Outro.

Uma outra cena perturbadora mostra como o "Outro negro” é
representado de forma estereotipada. A cena em que a personagem
Christine é abusada sexualmente pelo policial branco Ryan, aponta,
além da violéncia duplamente imposta a Christine, devido ao fato de
ser mulher e mulher negra, em particular, para a impoténcia de seu
marido que, inerte diante do que vé, esboga a dominagéo do branco
e da policia a quem se submete.

Imagem 76

Fonte: Fotograma da cena do filme Crash

Giroux (2002) mostra, ainda, como na vida real essa cena se
repete nas inUmeras manchetes e reportagens dos jornais impressos
e televisivos. Segundo o autor,

O que é repreensivel sobre a repeticéo infindavel dessas
imagens é o fato delas ndo apenas reproduzirem este-
rebtipos sobre negros (retratando-os como criminosos
e trapaceiros), mas também pelo fato de removerem os
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brancos de qualquer responsabilidade ou cumplicidade
pela violéncia e pobreza, as quais tém se tornado tdo
endémicas na vida norte-americana. Representac¢des
racistas alimentam e valorizam a assung¢édo de que o
desemprego, a pobreza a usurpagao e a violéncia sdo um
problema negro’ (Giroux, 2002, p. 207).

Uma das discussdes que realizamos ao desenhar este
artigo foi a percepgao de nosso locus de enunciagdo em relagdo ao
racismo, as cotas e ao white moral panic, ou seja, COmo Nnos pPosi-
cionamos em relacdo a esses temas em nossas aulas e em nossas
vidas didrias. Estamos apenas reforgando (em tom panfletario) o
gue ja se sabe sobre o racismo em nosso pais ou utilizamos nossas
construcdes de sentidos para gerar discussoes e transformacdes em
nossas aulas de inglés?

DA REPRESENTAGAO DO OUTRO

O Outro surge quando se cria um ideal hegemonico. A politica
de inscricdo da diferenga construiu as identidades de alguns homens
com um sinal negativo, produzindo medo, opressao, preconceito e
violéncia - sintomas j& conhecidos, porém redimensionados no
alvorecer deste milénio. Neste cenario, os vinculos humanos transfi-
guram-se em territérios onde é preciso travar conflitos de reconhe-
cimento. Quando o reconhecimento faz com que o “eu” se distancie,
sobremaneira, de um “Outro’; surge o preconceito, o qual toma o
aspecto amorfo, ndo-linear, de diferentes instancias e contingéncias,
predominantemente, vicioso de um ciclo que desencadeia violéncia
de muitas naturezas, motivada pelo sentimento de medo fantasma-
gdrico e da negacao do outro, isto é, da aversao pela alteridade.

Entenda-se por alteridade a construcdo de significado que
distingue o “eu” idealizado em contraposicdo ao cidadédo de origens
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outras. Sendo assim, as construgdes discursivas evidenciam o dife-
rente, o Outro, por categorias pouco expressivas como forma de falare
caracteristicas étnicas (cor da pele, textura do cabelo, caracteristicas
fisicas) e sociais, como marcas simbdlicas de distingdo de grupos. O
Outro expurga sua condicao distinta e torna-se objeto de temor, evi-
denciando o quéo violenta pode ser a representagdo que dele se faz.

Ao falarmos de representacao violenta no cinema, pensamos
na violéncia plastica, simbdlica ou verbal. Zizek (2003) explica as coor-
denadas dessa nova ordem do Real em sua violéncia extrema como o
preco a ser pago pelas camadas enganadoras da realidade. Somente
o presente importa - a luta diéria pela sobrevivéncia, a fuga no sexo
bruto e promiscuo, agarrando cada dia sem projetos para o futuro.

Mas a violéncia também estd no modo pelo qual represen-
tamos aqueles que, supostamente, ndo se encaixam na categoria
WASP (White, Anglo-saxon and Protestant) (Alcoff, 2009). Além disso,
a questao da alteridade fica evidente no cendrio estadunidense, pds
11 de setembro, quando hé violéncia explicita na representagao do
racismo, do sexismo, nas desigualdades de género e sociais. O drabe,
0 negro, o latino imigrante, o asiético, a elite branca americana, seja
na figura do promotor ou da dona-de-casa produzem algumas das
narrativas discriminatérias e predominantes nos EUA ainda hoje. O
evento de 11 de setembro passa a ter uma insercéo histérica, pois,
serviu de precedente para transformar quase todo incidente em
um ato terrorista. Retoma-se a narrativa do perigo, desde Pear!
Harbor®, quando o discurso politico encontrou sua vereda manipu-
lativa. Obviamente, o aparato tecnoldgico exerceu grande impacto na
construgdo e reconstrugédo de significados desse episodio traumatico,
apropriando-se de vérias midias que convergiram para a narrativa
audiovisual como forma de expressado e até mesmo de veiculagdo. A
midia ndo so difundiu a ansiedade, ela funcionou como um meio para
intensificar o trauma imediato em varios espagos geograficos e popu-
lacionais. No cinema, néo foi diferente.
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A retdrica do governo Bush assume seu lugar dentro desta
cadeia midiatica com uma narrativa mais ampla, cuja estrutura res-
vala a realidade psiquica. A histéria dominante reafirma a primazia
dos individuos estadunidenses como vitimas, sobreviventes incitados
a erradicar o mal, intensificar a sequranga da patria - combinagao de
inocéncia e honradez que caracteriza o ethos norte-americano, a par-
tir de entdo e a necessidade de retaliagdo contra um inimigo antia-
mericano, antidemocratico. O presidente fortalece o sujeito ameri-
cano como o portador de qualidades louvéveis, em contraposi¢ao ao
"Outro” que o vitimou; ele recorre a varios bindmios que imprimem
significagdes ja pressupostas: “evil” x “god”; "heroes” x “fanatics”
etc. Embora a linguagem, segundo Pécheux (1988), presuma outras
margens para a interpretacdo dos enunciados, os efeitos de sentidos
gerados na construgao da representagao americana elencaram ine-
vitavelmente um oponente em comum - o suposto terrorista, o orien-
tal, pois os discursos, sobremaneira os de ordem politica, trouxeram
uma “aparente” homogeneidade, uma ilusdo de transparéncia que
procurou eliminar, o quanto possivel, a possibilidade de equivocos
e contradi¢oes. A ideologia se faz nas praticas sociais, inscritas na
histdria, ou seja, em diferentes acontecimentos e no nivel do incons-
ciente do sujeito. Para Pécheux (1988), o discurso é o ponto onde se
dé a articulagdo entre fendmenos linguisticos e processos ideoldgi-
cos, entre lingua e histéria, uma vez que é na materialidade linguistica
gue esses processos ideoldgicos se manifestam e sdo observados.

Bush desmoraliza o governo do Oriente Médio, intitulando-o
de "evil, barbaro, inclusive em pronunciamentos de conotacéao reli-
giosa, clamando pelo respeito dos americanos diante da tragédia
qgue o mundo inteiro presenciou; comecava ali o que alicergaria pos-
teriormente suas medidas governamentais de ataque ao Afeganistao
de Bin Laden e ao Iraque, do entdo ditador Saddam Hussein, outro
simbolo do mal, pronto a perpetrar novos ataques terroristas, caso
nao fosse destruido pelo exército dos Estados Unidos.
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Enquanto a América se torna, em tese, a expressdo do mul-
ticulturalismo, o “Outro” que se teme no filme, o “outro” que ameaga
a supremacia, o "Outro” que incomoda sexualmente é figurado pelo
muculmano, bem como pelo asiatico, pelo latino e, sobremaneira, pelo
negro. A imagem atribuida a etnia afrodescendente é extremamente
negativa. As mulheres negras, por exemplo, apresentam-se frageis e
submissas a vontade dos homens. Em Crash, tanto a mae drogada
do policial (Detective Graham Waters), como a mulher do diretor de
televisdo (Cameron Tayer), expressa tal apagamento social. Se no
passado, a mulher negra era a ama de leite ou serva sexual de seu
senhor, hoje, temos o exemplo j& mencionado de Christine, mulher
do diretor que é molestada por um policial branco.

A representacdo da violéncia em Crash exibe agressoes
verbais e plasticas, mas, sobretudo, simbdlicas em mengdo a um
Outro transgressor e diferente de (nds)®, o qual deve ser punido/
banido, de alguma forma, do convivio social. Para Vattimo (2011) a
representacdo do Outro, por si s6, prescinde dos insultos verbais e
do sangue jorrado. Ha violéncia implicita em qualquer tentativa de
entendimento deste outro, uma vez que sé entendo algo ou alguém,
por meio dos valores que o intérprete traz, de seu conhecimento de
mundo e sua histdria.

Vimos que as narrativas filmicas espelham crencas com-
partilhadas pelos membros de uma comunidade, em busca do
sentimento de unidade e da (re)afirmacao de identidade individual e
coletiva. O cinema tornou-se o espaco para que o homem pudesse
habitar mundos alternativos, no cruzamento entre o real e o virtual, o
real e o imaginaério.
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LETRAMENTO VISUAL:
IMPLICACOES EDUCACIONAIS

Kress e Van Leeuwen (2006) atentam para algo curioso e
lamentavel em relagcdo a educacéo das criangas: nds, educadores,
praticamente deseducamos nossos jovens em relagcdo a producao
de imagens, num processo que se inicia com incentivo a criatividade
e termina com a exting¢éo total do uso das imagens. Curioso devido
ao fato de a sociedade contemporanea estar sobremaneira influen-
ciada pelas imagens e lamentavel, pois numa sociedade cada vez
mais influenciada (controlada?) por midias de massa que veiculam
imagens incessantemente, poderiamos entender melhor como inter-
pretamos ou somos levados a interpretar esse universo de imagens.
Segundo Kress e Van Leeuwen (ibid):

Nos anos recentes da escolarizagdo, as criangas sdo
constantemente encorajadas a produzir imagens e a ilus-
trar seus trabalhos escritos. Os professores comentam
tais ilustragdes da mesma forma que fazem com as partes
escritas do texto, embora talvez ndo do mesmo modo: ao
contrério da escrita, as ilustragdes ndo sdo “corrigidas”
nem criticadas (..) na época em que as criangas atingem
dois anos de escolarizagao, as ilustragdes terdo mormente
desaparecido de seus trabalhos™ (Kress; van Leeuwen,
20086, p. 16, tradugao nossa).

Os autores seguem argumentando que os anos seguintes
fazem com que o trabalho pedagégico com as imagens focalize as
produgdes especializadas e técnicas, ou seja, mapas, diagramas e
tabelas. A criatividade e a producao livre de imagens séo reservadas
aqueles que escolheram as carreiras artisticas. Guardadas as genera-
lizagdes, parece-nos que a realidade inglesa retratada pelos autores
deve fazer parte da realidade escolar brasileira. Embora muito se fala
sobre 0 "uso” pedagdgico das imagens hoje em dia, veremos que,
quando utilizadas na produgao de cartazes, propagandas ou videos,
a capacidade de produgao criativa e livre é praticamente eliminada.
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Cabe aos alunos, como vemos defendendo em Ferraz (2006, 2008,
2010) realizar a leitura autorizada e validada pelo professor. Essa
nova habilidade de ser um multi-tasker, embora essencial na socie-
dade contemporanea ndo vem sendo, ainda segundo Kress e Van
Leeuwen (2006, p. 17, tradugdo nossa), incentivada nas escolas: "no
gue se refere a essa essencial habilidade comunicacional, ou seja,
esse novo letramento visual, a educagéo, sob pressao das deman-
das politicas reaciondrias, produz analfabetos" O letramento visual
(ou que os referidos autores cunharam como The grammar of visual
design) problematiza essas questdes ao sugerir que as imagens
sejam inseridas, discutidas e estudadas filosoficamente em todos os
niveis educacionais. Em Ferraz (2013), defendemos que:

O letramento visual (visual literacy) é uma das areas que
propdem uma educagao critica por meio das imagens.
Muitos tedricos, tais como Mirzoeff (2002), Mizan (2004,
2011), Manovich (2001), Morin (2005), Gaskell (1992) e Joly
(2002), entre outros, afirmam que a importancia dos estu-
dos visuais esta no fato de que as imagens sdo ndo meras
representagdes da realidade social (viséo linear onde a
imagem x significa y), mas sim que eles constroem signi-
ficados e, como tal, desempenham um papel crucial em
todas as esferas sociais, incluindo os contextos educati-
vos (Ferraz, 2013, p. 9).

Voltando as interpretacgdes do filme Crash, podemos indagar:
quais as possiveis implicagdes de um trabalho de letramento visual
nas aulas de inglés? E quando esse trabalho néo é realizado? Como
educar por meio das imagens e ao mesmo tempo, ensinar e desen-
volver as habilidades linguisticas? Cremos que o grande desafio do
letramento visual (e ndo somente), quando trazido para a area de
educacao de linguas adicionais/estrangeiras é o de justamente pen-
sar num trabalho linguistico-educacional-critico-formador ao utilizar
0s recursos das imagens. Monte Mér (2006, 2007) tem defendido
gue essa pratica pedagdgica preocupada com a triade linguistico-
-filoséfico- educacional pode e deve estar presente na educagéao de
linguas estrangeiras (na formagao dos educandos e dos professores).
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Numa pesquisa sobre linguagem digital e interpretagdo, a autora
critica o fato de o trabalho de interpretagdo de imagens ser ainda
realizado, em muitos contextos, de maneira convencional:

Na interpretacdo de imagens predomina o processo
interpretativo convencional, definido por Ricoeur (1987)
como uma linha hermenéutica tradicional, consideran-
do-se que esta fortalece a apreensao do sentido dado, e
ndo promove a construgdo de sentidos pelo interlocutor
(Monte Mér, 2007, p. 43).

A autora chama a atencgdo para o fato de a construcdo de

sentidos néo ser incentivada. Em diregé@o contréria, relendo Giroux
(2002, p. 226), podemos afirmar que o cinema funciona como uma
prética pedagdgica que inclui histdrias, memdrias, modos de vida,
identidades e valores que sempre pressupdem nogdes de dife-
renca e de comunidade. Assim, uma pratica pedagdgica de letra-
mento visual com o filme Crash em nosso contexto nos apresen-
taria alguns desafios:

1.

Transposig¢ao/ reapropriagéo: ao transpor o filme para a reali-
dade local (brasileira, paulista, etc), poderiamos levantar algu-
mas questdes: como seria produzir um “Crash-Brasil"? Em
quais aspectos as versdes seriam parecidas ou divergentes?

Temas como imigragao: na cena anteriormente mencionada
do grito silencioso do pai latino Daniel, poderiamos discutir as
questdes imigratdrias nacionais; quais sdo, como sdo aplica-
das aos diversos imigrantes que vém morar no pais. Damos
tratamentos diferentes a um australiano e a um colombiano?
No filme, a filha de Daniel leva um tiro. Em nosso contexto,
nossas criangas sofrem algum tipo de violéncia? Podemos
fazer algo em relagéo a isso como educadores?

Sobre o racismo: temos? Perpetuamos? Néo percebemos?
Reforcamos? Admitimos? Praticamos? Refletimos? Essas
poderiam ser algumas questdes problematizadoras.
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4, Espacgo para o incerto: cremos que nessa pratica pedagd-
gica, devemos deixar espago para o incerto, para as incer-
tezas, para o que ainda nao temos respostas prontas, mas
que enriquecerdo as discussdes e que provavelmente nos
transformarao.

CONSIDERAGOES FINAIS

Acreditamos que o cinema nos serve como instrumento de
modalidades multiplas, no tocante as construgdes imagéticas, sono-
ras, discursivas e gestuais sobre etnias, classes sociais, questdes de
género, sexualidade, status social e esferas de poder. Além disso,
o cinema nos oferece a possibilidade de nos distanciarmos para
enxergarmos o Outro, conhecé-lo e respeitar sua visao de mundo.

Vimos também que, por meio do estudo do /ocus de enun-
ciacdo, podemos (des)fazer o mecanismo de representacao violenta
da diferenca, substituindo-o pelo exercicio de nos colocarmos no
lugar das vozes silenciadas. Tal mecanismo se desarticula quando
ressignificamos verdades dadas e adotamos o que Vattimo (1983)
chama de weak truth, ou seja, a desconstrugdo do conceito de uni-
versalidade, da fixagdo de significados, da coeréncia do sujeito e de
valores etnocéntricos.

No trabalho com o texto filmico, abordamos o sujeito que sé
pode ser entendido em sua complexidade quando analisamos os
loci de enunciacdo e os pontos de vista do enunciador/ receptor:
diretor, roteirista, equipe, espectadores diversos etc. Sendo assim, a
andlise critica deve pontuar os varios interlocutores engendrados na
trama filmica, na composicao dela e de sua interpretagdo pelo leitor/
telespectador. Entendemos que o cinema precisa ser analisado em
sua forma e conteldo. Sob esse prisma, o cinema nao é uma reflexao

303



sucinta da realidade, mas o resultado de um processo de criacédo e
interpretagao social. Afinal, todas as formas de conhecimento sdo
vistas como resultado de discursos, praticas, paradigmas que fize-
ram com que fossem construidas como tais.

O letramento visual atenta para essas questoes imagéticas
de representacao, da iconicidade e da interpretagdo conectando-os
com as questdes educacionais. Nesse caminho percorrido, estamos
sugerindo que o letramento visual fomente discussoes, problema-
tizagOes e praticas pedagdgicas também na area de educacéo e
linguas estrangeiras (no ensino e aprendizagem da lingua inglesa,
mais especificamente).

Em conclusdo, em um de nossos cursos de formacgéo de
professores de inglés, obtivemos algumas monografias que resultam
deste trabalho pedagdgico por meio das imagens. Cremos que deve-
mos incentivar nossos educandos a construir seus préprios sentidos,
algo especialmente possivel e interessante de ser realizado quando
o cinema é inserido nas aulas.
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INTRODUCAQ®

Os tempos atuais estdo fortemente marcados pela presenca
das imagens como complemento de textos escritos, ou, até mesmo,
como seus substitutos. Segundo Mirzoeff (1998), estamos vivendo
em uma época da cultura visual que ndo apenas é parte do nosso
cotidiano, mas se tornou o nosso cotidiano inteiro; basta darmos uma
rapida olhada ao nosso redor e observaremos as centenas, talvez
até mesmo milhares de imagens ocupando nosso campo de viséo a
todos os momentos do dia, tanto em espacos publicos quanto priva-
dos, seja em anuncios impressos ou televisivos, nos exames médi-
c0os, Nos memes, nas fake news em redes sociais, nas fotografias que
estdo nos jornais ou que guardamos como recordacoes.

No entanto, quando incorporada em atividades em sala de
aula, as imagens acabam se tornando objeto suplementar ao texto
escrito, sem que seja estimulado o pensamento critico acerca das
mensagens muitas vezes implicitas que permeiam a sua composi-
cdo e combinacao de formas, cores, angulos etc (Ferraz, 2014). O
gue propomos neste artigo é que professores de lingua estrangeira
comecem a pensar no uso de imagens em sala de aula como uma
oportunidade para trabalharem com os alunos questdes sociais e
politicas, além de abrirem espago para que estes apresentem suas
proprias interpretagdes e seus conhecimentos prévios.

Para isso, o artigo organiza-se do seguinte modo: a préxima
sec¢ao trata da metodologia utilizada na pesquisa; em seguida, sdo
tratadas questdes tedricas a respeito da teoria de Letramento Visual,
principalmente quando inserido em uma perspectiva de educacédo
critica, de modo que sugerimos o uso das imagens de cinema nas
aulas de linguas estrangeiras como um modo de desafiar as con-
cepcdes hegemonicas difundidas imageticamente. Por fim, trazemos
algumas consideragdes finais acerca do letramento visual nas aulas
de linguas estrangeiras.
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METODOLOGIA

Escolhemos como corpus deste artigo cenas dos 007 Contra
o0 Satanico Dr. No (1962) e Kingsman: Servigo Secreto (2014). Os filmes
foram, em um primeiro momento, selecionados devido aos seus vildes,
unicos personagens com deficiéncia das obras. O objetivofoiode inves-
tigar como o estereétipo da pessoa com deficiéncia se da no cinema.

No entanto, conforme a pesquisa se desenvolveu, ficou claro
que precisariamos complementar as andlises, levando em consi-
deracédo também questdes de raga e género e, assim, os diferentes
modos como 007 e Kingsman identificam (e estigmatizam) os seus
inimigos e todos aqueles que ndo se encaixam na identidade hege-
moénica — esta que é o homem branco, heterossexual, cisgénero,
neurotipico e sem deficiéncias fisicas.

Além disso, nosso referencial tedrico esta baseado nas areas
de estudos da linguagem, educagao linguistica, letramento visual e
outras teorias de letramento, cujas premissas foram combinadas as
analises-interpretativas dos filmes supracitados.

O LETRAMENTO VISUAL:
OPORTUNIDADES PARA A SALA DE AULA

Nas salas de aula, 0 emprego de imagens vai muito além das
aulas de Artes, e marca presenca didria nos anos iniciais das crian-
cas, como jardim de infancia e pré-escola, nos quais as criangas sao
estimuladas a fazerem desenhos e exp0-los para pais e colegas. Esta
pratica diminui conforme os anos progridem, mas sem nunca desa-
parecerem por completo. Por exemplo, utilizar desenhos de macas
ou laranjas para ensinar criangas a somar for tradicionalmente um
recurso comum entre os professores de ensino infantil e, em séries
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mais avancgadas, essas ilustragdes eram substituidas por diagramas
e gréficos que ilustravam os conceitos matematicos que estavam
sendo estudados; nas aulas de Histdria, estudava-se sempre com
o auxilio de quadros e fotografias; ndo havia aula de Geografia sem
mapas; hoje em dia, muitos professores de todas as disciplinas
prestam atencdo no uso de fontes e cores apropriadas de textos e
na selecdo de imagens (fotografias, videos) para as suas aulas, por
exemplo, por meio de Powerpoints, Prezis etc.

Em uma sociedade que ndo apenas aprecia, mas que depende
tanto de imagens de todos os tipos em seu cotidiano, seja em formato
de mapas, plantas de casa, sinais de transito, exames médicos etc,, as
imagens perdem sua fungao primdria de entreter e ilustrar e séo, cada
vez mais, centrais para a comunicagao e construgdo de significados
(Felten, 2008). Ademais, em relagdo a midia, percebemos que

Hoje, é comumente reconhecido que a midia desempenha
um papel consideravel no desenvolvimento de identidade,
valores e estéticas do dia-a-dia, ou na construgao de refe-
réncias para o eu e o mundo. Em suma, € indiscutivel que a
midia estd envolvida na criagéo de realidades e na forma-
¢do de processos comunicativos e deve ser considerada
um agente de socializagdo. Nesse sentido geral, ela recebe
caracteristicas bastante construtivas, mas também e, prin-
cipalmente, quando a influéncia e os seus efeitos sao jul-
gados como destrutivos (Hug, 2012, p. 116, tradugao nossa).

Na tentativa de se adaptarem a nova realidade de seus alu-
nos, os professores fazem uso de novas tecnologias e trazem ativida-
des que se aproximem da realidade fora de sala de aula, como, por
exemplo, videos, panfletos, quadrinhos, entre outros. Contudo, estes
objetos sdo geralmente vistos apenas como uma maneira de tornar
a aula mais divertida e atrativa e os professores ndo consideram,
em alguns contextos, os modos de explorar essa visualidade a fim de
estimular o pensamento critico dos alunos.

Visto que a sociedade contemporanea representa a passa-
gem do individuo tipogréafico e linear — este que construia o sig-
nificado de maneira mono modal — para o individuo multimodal
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e ndo linear, as escolas deveriam adaptar seus curriculos de modo
gue passem a incluir atividades que trabalhem com uma “concep-
¢do multimidia de texto” que considera tanto as marcas tipograficas
quanto o uso de som e movimento, diagramas, graficos etc. Logo, do
mesmo modo que sdo ensinadas a ler e a escrever, as criangas pre-
cisam ser ensinadas habilidades de interpretagdo de imagens, pois
a linguagem visual, diferente do que muitos acreditam, ndo é nem
transparente, nem universal, mas obedece aos costumes e caracte-
risticas da cultura em que foi produzida.

Nesse sentido, uma das primeiras ligdes que deve ser repas-
sada aos alunos é o fato de que mesmo que a cdmera tenha disso
inventada para dizer a verdade, 0 mesmo nédo pode ser dito sobre
aqueles que a usam (Cohen, 2003). Mizan (2012) nos lembra que
as imagens, principalmente as que possuem propdsito comercial,
representam um sistema de relagdes entre aquilo que ele (o produtor
da imagem) escolhe mostrar e o que escolhe excluir do produto final,
Isso faz com que o espectador aja de acordo com as informagdes
oferecidas pela imagem. Desde os lanches de fast food, os quais ndo
sdo necessariamente entregues a nés do mesmo jeito que estdo
nas fotos das propagandas, até as capas de revista que apresentam
celebridades muitas vezes editadas, nossa sociedade esta repleta
de imagens que tentam influenciar nossos desejos e nossas per-
cepgOes da realidade e quanto antes os alunos se atentarem a isso,
menos serao consumidores passivos do que seus olhos veem.

Muito conhecida, hd uma lenda urbana sobre a primeira exi-
bicdo cinematogréfica da historia em 1896. LArrivée d’un train en gare
de La Ciotat dos irm&os Lumiere consistia em uma Unica cena de
cinquenta segundos sem som e sem cores de um trem chegando na
estagdo do titulo. Com os anos, espalhou-se a histdria de que a novi-
dade causou tanta comogao que o publico saiu correndo, fugindo do
trem que eles acreditavam ser capaz de atravessar a tela e atropela-
-los. Mesmo que nao seja “verdadeira” (ou sera que aconteceu?), é
uma histéria que é usada de modo a evidenciar a rapidez com que a
cultura imagética evoluiu e, com ela, a nossa prépria conscientizagao
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do carater ficticio e representativo das imagens. Achamos graga das
pessoas que se deixaram enganar por algo tao ébvio: aimagem cine-
matografica (como a fotografia e a pintura, entre outros) busca retra-
tar a realidade, mas ndo necessariamente corresponde a verdade.

Porém, saber que ndo devemos confiar completamente em
tudo o que vemos é apenas o primeiro passo para nos considerar-
mos letrados na drea da visualidade. De acordo com Muller (2008),
competéncia visual "ndo significa ‘reconhecer’ apenas a representa-
¢do, mas colocar essa imagem em contexto; significa entender tanto
os niveis de significados escondidos quanto avaliar o tipo da imagem
e o0 seu contexto de produgéo e recepgao” (p. 105, tradugédo nossa).
Isto é, se as imagens sao resultado de escolhas de seu produtor que,
por sua vez, sdo influenciadas por suas ideologias, visdes e materiais
disponiveis; por outro lado, ndo esquegamos também em quais con-
textos se ddo o consumo dessas mesmas imagens, pois, indepen-
dentemente da posi¢cdo que assumimos, produtores ou consumido-
res, somos influenciados por nossa cultura e experiéncias pessoais.

Vejamos, por exemplo, um dos modos como, em uma de
suas cenas, Dr. No reforga papéis de género, atualmente conside-
rados antiquados. Dr. No foi produzido em uma época na qual pre-
dominava a concepgéao conservadora de que haveria determinados
comportamentos e atitudes associados com a masculinidade e femi-
nilidade que seriam considerados aceitaveis e até desejaveis depen-
dendo do sexo biolégico dos individuos - isto &, a ideia “menino usa
azul, menina usa rosa’, fala da Ministra da Mulher, Familia e Direitos
Humanos, espalhada e criticada por muitos brasileiros nas redes
sociais. Hoje, gragas aos movimentos feministas, estas percepgdes
vém sendo desafiadas devido ao seu carater opressivo.

Um dos comportamentos esperado das mulheres, por exem-
plo, seria a vaidade excessiva, esta que é incorporada por Miss Taro
na cena analisada a seguir. Depois de um encontro sexual com Bond,
a mulher aparece sentada em sua penteadeira reaplicando o batom,
apesar de sua maquiagem ainda estar aparentemente perfeita. Pelo
espelho, é possivel ver Bond recostado na cabeceira da cama.
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Imagem 77 - Miss Taro em cena do filme Dr. No

Fonte: Fotograma, Youtube®®

Por um lado, temos a mulher obcecada com a aparéncia,
sempre preocupada em estar arrumada; por outro lado, o homem
relaxado e fumando um cigarro, atitude frequentemente associada
com uma masculinidade hegemonica nos filmes antigos.

Como professores, podemos tirar proveito desse momento
para discutir com os alunos os modos como esses preconceitos ainda
estdo prevalentes na sociedade, tanto de modo aberto e explicito
guanto de maneira mais indireta. Incentivamos que as questdes pode-
riam ser expandidas, por exemplo por meio da investigagdo dos modos
como esses esteredtipos sdo percebidos pelos alunos em seu dia-a-
-dia, se eles reconhecem esses papeis de género em suas familias,
ou mesmo na escola, como os afetam no cotidiano e quais medidas
podem ser tomadas por eles préprios, tanto em ambito individual
quanto coletivo, para desfazer essa mentalidade, mormente, sexista.

Assim, defendemos que sem que se trabalhe com essa
consciéncia critico-interpretativa de imagens, e tendo em vista que,
diferentemente do texto escrito, “a mente ndo precisa reconhecer
conscientemente o que os olhos veem para a imagem ter um efeito
no subconsciente” (Burns, 2006, p. 3), nasce o perigo de que os
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espectadores se tornem seres passivos que aceitam a suposta natu-
ralizagdo do mundo visual sem questionamentos, colocando a repre-
sentagao univoca de umaimagem como prova final de um argumento.

Visto que a capacidade de entender (e, por vezes, utilizar)
a linguagem visual é entender o meio de comunicagéo pelo qual a
sociedade contemporanea informa, compartilha e cria, é essencial que
os alunos se prepararem para navegar em um mundo dominado por
imagens passiveis de interpretagdes socio-histéricas. Acreditamos
gue essa pratica se realizaria por meio do Letramento Visual, que,
de acordo com Bamford (2009), trata-se de construir significado a
partir de imagens, por meio de habilidades de criticidade e reflexao.
Desse modo, o Letramento Visual "envolve o desenvolvimento de um
conjunto de habilidades necessdarias para interpretar o conteldo de
imagens visuais, examinar o impacto social dessas imagens e discu-
tir o propdsito, a audiéncia e a posse” (Bamford, 2009, p. 1).

A habilidade de reconhecimento das mensagens implicadas
em imagens, bem como a consciéncia de suas possiveis interpreta-
¢Oes, deve ser, portanto, ensinada do mesmo modo que se é ensinado
a decodificar metéforas e jogos de palavras em poemas ou livros.
Assim, em uma andlise de um objeto visual, devemos problematizar o
didlogo que existe entre a representagéo tematica e os componentes
técnicos escolhidos pelo(s) autor(es) (4ngulo, cores, enquadramento,
formas etc.), a "gramética visual” das imagens (Kress; van Leuween,
1996), pois, as diferentes formas como os elementos sdo construidos
e dispostos indicam, também, os diferentes significados que podem
ser auferidos dos mesmos.

Pensemos, por exemplo, como se dao a introducdo de dois
personagens no filme Dr. No. Primeiro, temos Sylvia Trench, que
serd a primeira das trés conquistas romanticas de Bond no filme.
Em determinado momento, ela faz uma visita inesperada ao espiéo
g, para a sua entrada, a cdmera é colocada em um angulo baixo, de
modo que o publico tem uma visdo, primeiro, das pernas nuas da
mulher e s6 depois do resto de seu corpo.
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Imagem 78 - Cena do filme Dr. No

Fonte: Fotograma do filme

Esta € uma escolha comum para personagens femininas,
pois deriva de uma sociedade patriarcal que salienta a figura fisica
feminina de modo a sexualizd-la — quase sempre, de modo desne-
cessario. A mulher, nesses cendrios, é sempre pensada primeiro em
relagdo ao seu corpo, e, somente depois, em caracteristicas como
sua inteligéncia, seus sentimentos, sua agentividade etc. Resultado
do male gaze (olhar masculino), este que é o ato de retratar as mulhe-
res, nas diversas midias, como objetos sexuais de acordo com uma
otica masculina e heterossexual; essas a¢des continuam a reprodu-
zir a nogao equivocada de que as mulheres existem para servir aos
homens e ser um espetdculo para os desejos sexuais masculinos.

Um movimento de camera similar é feito na representacéo
de personagens com deficiéncia no cinema, mas com objetivos dife-
rentes. Quando Dr. No entra em cena pela primeira vez, a cAmera
foca primeiro nas pernas do vildo, e depois nos bragos, sem jamais
alcancar seu rosto. Vemos, no fotograma 4 que, devido a abundancia
de branco na cena (abajur, roupas do vildo, lengdis da cama), ficam
evidenciadas as maos pretas de Dr. No, gue simbolizam suas préte-
ses. Essa escolha faz mais do que criar uma atmosfera de mistério em
relagdo a identidade de vildo, mas, como o que acontece com Sylvia,
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objetifica o corpo ndo-hegemdnico e convida a audiéncia a encarar
com fascinio o corpo com deficiéncia, para esse corpo "quebrado”
que revela a natureza cruel da personagem.

Imagem 79 - Dr. No entra no quarto de Bond

Fonte: Fotograma do filme

Imagem 80 - Dr. No aproxima-se de Bond

Fonte: Fotograma do filme

Harnett (2000) concorda que personagens deficientes e suas
histdrias tém sido tradicionalmente apresentadas tendo em mente
uma audiéncia de pessoas sem deficiéncia e, portanto, ndo buscam
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representar as complexidades de suas personagens, mas apenas
apresentar uma imagem "“palatdvel” para quem estd assistindo. Em
aspectos técnicos, este isolamento cinematogréfico se da

através de vérios mecanismos incluindo o ponto de vista
da cdmera, que posiciona o espectador invariavelmente
como uma pessoa sem deficiéncia; distancia fisica é
geralmente colocada entre personagens com deficién-
cia e outros, e as cenas raramente sao filmadas da linha
de visdo realista de alguém em cadeira de rodas. [..] O
espectador é automaticamente construido como alguém
sem deficiéncia (Harnett, 2000, p. 22, tradugdo nossa).

Nesse sentido, é importante enfatizar que, quando tratamos
de representagao e interpretacdo de imagens cinematograficas em
contextos educacionais, ndo devemos nos ater apenas a questdo da
presenca de personagens negras/asiaticas/com deficiéncia no filme,
mas também como elas sao realmente retratadas e quais os apara-
tos técnicos que os inserem no longa-metragem. Para fins de com-
paragao, € interessante observar também a cena de introdugdo da
vild Gazelle em Kingsman. Em sua primeira cena no filme, a cadmera
comega por seu rosto e faz um movimento de tilft — movimento efe-
tuado com a cdmera verticalmente de cima para baixo, ou vice-versa
— até finalizar em suas proteses.

Ao optar por um movimento e enquadramento oposto ao de
Dr. No, a importancia da personagem nao é colocada em sua defici-
éncia, mas em sua propria pessoa.
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Imagem 81 - 0 movimento de tilf comega no rosto da personagem

Fonte: Fotograma do filme

Imagem 82 - Apenas depois que a camera apresenta o rosto
de Gazelle, ela se foca nas préteses da personagem

Fonte: Fotograma do filme

Nosso préoximo exemplo, este que nao é tirado dos filmes,
retoma duas consideragdes importantes do letramento visual que ja
vimos enfatizando no artigo: tanto a importancia de pensar em como
os elementos de uma imagem dialogam entre si, ao invés de vé-los
como elementos isolados, quanto de “Ié-1a” dentro de seu contexto
de produgdo e recepgéo e, ainda, em seu contexto sécio-histdrico
(no momento de visionamento pelos alunos). Por exemplo, a imagem
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abaixo, Kodak Girl in Fair Japan (1905), de Charles Allan Gilbert, foi
a ilustracdo de uma peca publicitéria da empresa de equipamentos
fotogréficos, Kodak, cujo slogan na época era "Kodak Simplicity”
(Simplicidade Kodak).

Imagem 83 - Kodak Girl in Fair Japan (1905), de Charles Allan Gilbert

Fonte: Arquivo aberto de internet (Commons)®

Baseando-se em uma andlise descritiva, estamos diante de
uma imagem consideravelmente simples por possuir poucos perso-
nagens e cores. A figura feminina, a Garota Kodak, se destaca como
um ponto de luz no centro da obra e sua posicéo elevada em relagdo
ao homem puxando o riquixa atrai o olhar do espectador para ela.
A Garota Kodak tem a sua atengéo voltada para o lado esquerdo,
onde esté localizada uma lanterna tipica japonesa que ela estéa pres-
tes a fotografar, visto a pequena cédmera em suas maos. Este tipo
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de anélise pode ser utilizada em aulas de linguas estrangeiras, por
exemplo, para a construgado de novo vocabulario e aprofundamento
de estruturas gramaticais e, a0 mesmo tempo, para a percepgao dos
elementos técnicos que constituem as imagens, bem como as pos-
sibilidades interpretativas.

Assim é que o professor de linguas pode conciliar o ensino
linguistico e o incentivo a criticidade dos alunos (BRASIL, 2006) por
meio de perguntas como: qual é a representacgao que é feita do Japao
e dos japoneses nessa imagem? Observando a cor mais escura
da personagem japonesa e a predominancia do branco da Garota
Kodak, que tipo de inferéncias pode-se fazer acerca das relagdes
raciais da época? O quanto elas se mantém nos dias atuais? Dado
gue 1905 é 0 ano em que o Japao venceu a Guerra Russo-Japonesa,
quais seriam as motivagdes de usarem o Japdo como cendrio para
esse anuncio publicitario? O quanto a visdo acerca do Japdo mudou
(ou nao) desde entao?; e também aproximar os questionamentos a
realidade do aluno e de sua apreensdo do mundo, com questdes
como: qual é/era a sua visdo de paises asiaticos? Como os asiaticos
sdo representados na midia atualmente? Como vocés veem os des-
cendentes de asiaticos aqui em seu curso de graduagao?

A representacdo de paises estrangeiros no cinema é um
campo fértil para discussoes similares. Majoritariamente produzidos
a partir de uma visdo hegemonica, filmes hollywoodianos tendem
a representar paises asiaticos, africanos, drabes etc. com base em
esteredtipos e conhecimentos superficiais sobre os paises e seus
nativos. Como resultado, as telas de cinema se enchem de imagens,
por vezes, estereotipadas sobre o outro.

A imagem da Jamaica em Dr. No, por exemplo, é constru-
ida sob uma perspectiva que ainda considera a ilha uma nacéo
subalterna ao império:
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Imagem 84: Cena de Dr, No

Fonte: Fotograma do filme

Imagem 85: Cena de Dr. No

Fonte: Fotograma do filme

No fotograma 7 vemos um homem negro servindo os agen-
tes britanicos e brancos. Considerando-se que, na época, a Jamaica
havia acabado de declarar sua independéncia, o filme parece que-
rer reforgar o estabelecimento da antiga soberania britanica diante
os levantes anticoloniais através do Caribe e da Africa. Os empre-
gados negros no filme ndo possuem voz e existem para servir
a vontade britanica.
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No fotograma 8, temos também uma visdo do hotel em que
Bond esta hospedado. Ao fundo, outro empregado negro silencioso.
Alids, a presenca de outros hdspedes brancos também nos leva ao
segundo ponto: 0 modo como o filme também desenha a Jamaica
como um pais turistico e paradisiaco, algo que é complementado
pelo que vemos no fotograma 9, no qual os personagens James
Bond e Honey Ryder se encontram perdidos no meio da floresta, e
na qual se evidenciam a flora verdejante e exuberante da Jamaica.

Imagem 86 - Cena de Dr. No.

Fonte: Fotograma do filme

Por meio dessas cenas, o publico é levado a enxergar a
Jamaica como um lugar tropical, um local paradisiaco que serve de
refUgio e escape para as elites brancas. E, no caso de Bond, é onde
ele pode se aventurar e salvar a identidade britanica. E também em
suas aventuras sexuais que Bond reafirma sua masculinidade e, adi-
cionalmente, pinta a Jamaica em tons afrodisiacos.

As imagens aqui selecionadas, entdo, podem ser usadas em
sala de aula para provocar entre os alunos questionamentos tais
guais: como paises caribenhos sdo representados nos filmes atu-
almente? Como se comparam com a visao apresentada em Dr. No?
E em relagéo a outras midias como reportagens e guias turisticos?
O quanto essa visdo afeta o préprio pais (em questdes de turismo,
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economia etc.)? Essas reflexdes podem levar os alunos a irem muito
além em sua habilidade interpretativa, pois pode criar oportunidades
para que eles mesmos iniciem suas préprias investigagdes em torno
do tema. Portanto, esse tipo de questionamento visa estimular os
alunos a deixarem suas posicdes de espectadores passivos e passa-
rem a (re)pensar o que eles pressupunham como verdades univer-
sais e objetivas, de modo a incentivarmos nos alunos “um senso de
abertura estética’ mas também alunos “criticamente conscientes da
capacidade das imagens de manipular” (Bamford, 2009, p. 5).

No tocante ao uso de imagens em sala de aula, uma mudanca
importante foi também a virada tecnolégica que ampliou o acesso
aos meios de comunicagao e, portanto, facilitou o desenvolvimento
de abordagens educacionais que se utilizam de meios audiovisuais,
como a exibicdo de filmes, séries, videos de mdusica etc. em sala
de aula. Argumentando a favor do cinema como texto pedagdgico,
diz Giroux (2001, p. 589) que ele “ndo apenas reflete a cultura, mas
na verdade a constrdi, indica a necessidade de uma perspectiva
radicalmente diferente sobre letramento e a relagdo entre filmes e
sociedade" Do mesmo modo, o autor assevera que, por anos, 0 Uso
de meios audiovisuais foi aplicado principalmente para fins linguis-
ticos, e as imagens teriam fungdo apenas de complementar o texto
reforcar a questdo gramatical. Nao pretendemos desmerecer essas
atividades, j& que a escolha do filme certo pode expor os alunos a
diferentes sotaques, expressoes idiomaticas e diferentes estruturas
gramaticais, tanto familiares quanto inéditas e, portanto, sdo de
grande ajuda nas aulas de linguas estrangeiras. Contudo, quando
o foco esta estritamente ligado a um aperfeigoamento linguistico,
todos os temas sociais e culturais que permeiam os filmes e a prépria
opinido e visdao dos alunos séao deixados de lado.

Nesse ponto, ressaltamos que o professor deve dar abertura
aos alunos para expressarem suas interpretagcdes da imagem vista
ou do filme assistido, pois o letramento visual tampouco pretende
delimitar uma Unica forma correta de se enxergar algo, muito pelo
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contrério, a pratica do letramento visual reconhece que as imagens
nao sdo produtos de uma Unica realidade e, quando tratadas assim,
acabam por diminuir a abertura para negociagdes de variadas inter-
pretagdes entre produtor e publico, ou entre os varios espectadores
de uma mesma obra. Todo conhecimento produzido e consumido é
sempre coletivo e, portanto, ndo se conclui em uma verdade univer-
sal e completamente “objetiva” (isto é, atemporal e isolada social-
mente), desmantelando assim o pressuposto de que existiriam leituras
“certas” e "erradas’

Outrossim, Menezes de Souza (2011a, 2011b) ressalta que
mesmo que os atos de produzir ou consumir um texto paregcam
agoes individuais, tanto o autor quanto o leitor/espectador sao frutos
sécio-histdricos das comunidades a qual pertencem e na qual pos-
suem um histérico de leituras-de-mundo anteriores e, portanto, nao
devemos focar a andlise de uma obra apenas no processo de produ-
¢ao e nos modos como o significado é criado dentro do contexto do
autor, mas também em como nossa interpretacao de leitores/espec-
tadores desses significados estd inerente ao nosso préprio contexto
sécio-histdrico.Além disso, temos que pensar em como esses textos
também influenciam nossas concepgdes de mundo e nossos com-
portamentos, principalmente em relagdo a grupos sociais com 0s
quais temos pouco ou nenhum contato direto no mundo real.

Pensando, entdo, em quais sdo as imagens populares de
pessoas com deficiéncia no cinema — o “coitadinho’; o alivio cdmico,
o "super-humano” g, claro, o vildo —, devemos nos questionar como
elas se traduzem para a vida real, isto é, quais sdo as impressoes
deixadas no publico sobre esse grupo social tdo sub-representado
na midia, depois de assistir um filme que contenha um desses este-
redtipos. A esse respeito, Mitchell e Snyder (2000) afirmam que
"de fato, Kriegel e Longmore argumentaram em conjunto que as
representacoes de deficiéncia poderiam ser entendidas como uma
vinganca catdrtica daqueles que estigmatizam” (p. 19); Norden vai
ainda além, ao associar toda a histéria do cinema em uma rede de
conspiragdo, na qual o cineasta de Hollywood, “participa de um

322



esquema exploratério que capitaliza sobre o espetdculo visual que
as deficiéncias oferecem a camera" (Mitchell; Snyder, 2000, p. 20).

Mais especificamente, quando pensamos na pessoa com
deficiéncia assumindo a posicéo de vildo, tragamos a origem deste
esteredtipo até a era dos filmes silenciosos, quando nao era possi-
vel comunicar a imoralidade de uma personagem de modo direto
e verbal e, portanto, as produgdes cinematograficas dependiam da
atuacao fisica e de indicagdes visuais para se separar os malvados
dos bonzinhos. Assim, desde meados de 1910, deficiéncias fisicas
se tornaram um modo de caracterizar personagens moralmente
corruptos (Mitchell; Snyder, 2000), algo que persiste em alguns fil-
mes de Hollywood até os dias de hoje. Exemplos famosos séo Dr.
Strangelove de Dr. Fantastico (1964), Elijah Price em Corpo Fechado
(2000) e, sua sequéncia, Vidro (2019), Dra. Veneno de Mulher-
Maravilha (2017), e muitos outros. Deste modo, intencionalmente ou
nao, o cinema acaba por confluir a imagem da deficiéncia com a
imagem da maldade através de diversos sinais visuais.

Através do pensamento critico promovido pelo letramento
visual, os alunos terdo as ferramentas necessdrias para entender o
impacto social e as ideologias e valores subjacentes a essas ima-
gens, de modo a saberem como agir em resposta a elas.

Ademais, 0s novos tempos pedem também uma nova cons-
cientizagcdo sobre os modos de se criar e recriar significados que
existem atualmente que se d4, em parte, em decorréncia das mudan-
cas da produgéo artistica que se dao pelo capitalismo. Stanovsky
(2017), com base nos estudos de Benjamin, comenta sobre a cultura
do Remix, um momento que revoluciona ndo sé como consumimos
as imagens, mas também como a produzimos. Citando Benjamin, é a
partir da introducédo de novas tecnologias que a arte se torna "meca-
nicamente reproduzivel” e ndo mais estd submetida a antiga pre-
senca da obra original. Este cenario € ampliado pela proliferagao de
ferramentas digitais que permitem ndo apenas o rapido e abundante
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compartilhamento dessas imagens, mas também que estas sejam
editadas por qualquer um (com aprovag¢édo ou nao do autor original).

Na era da Cultura do Remix e da cultura visual, entdo, as
habilidades digitais dos alunos atuais podem superar a de seus
professores, o que lhes permite encontrar, divulgar, editar e criar
imagens com muita facilidade. Mesmo para os menos habilidosos,
a internet propicia diversos sites e aplicativos voltados para a mani-
pulagdo imagética: adicionar texto, contrapor duas ou mais imagens,
cortar, girar, escurecer, recolorir, sdo alguns exemplos das possibi-
lidades oferecidas. Destacamos, também, que cada nova edicdo
gera uma nova camada de significagdo, essa indissocidvel de seu
préprio contexto sécio-histérico. Como consequéncia, "nossa cultura
digital acelerou o ritmo das mudancas e prontamente se prestou a
um redirecionamento politico da arte e cultura” (Stanovsky, 2017, p.
130, tradugao nossa).

Nos dias de hoje, o exemplo mais evidente do fendmeno
gue Stanovsky comenta é a abundancia de memes nas plataformas
digitais, de modo que eles ndo mais existem apenas para uso pes-
soal, mas até mesmo as empresas estdo se apropriando desse novo
recurso para anunciarem seus produtos e conquistarem os usuarios
da internet. Em sua maioria, 0s memes sdo compostos de imagens
— seja ela uma foto, a cena de um filme, uma montagem — tirada de
seu contexto e modificada para encarnar diferentes situagdes e con-
textos. Nos exemplos abaixo, selecionamos a imagem original (foto-
grafia 2) posteriormente intitulada “Namorado Distraido” retirada de
um site de banco de imagens. O original, entdo, € modificado para
representar um novo contexto (fotografia 3). Apesar das modifica-
¢oes do conteldo, a estrutura mantida permite que os entendamos
em todos os casos com o mesmo sentido: a mulher de azul repre-
sentaria o que se deveria fazer e a mulher de vermelho como a opgao
mais atraente e prazerosa.
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Imagem 87 - Imagem que deu origem ao meme

Fonte: internet®

Imagem 88 - meme

Fonte: internet®

Portanto, por inserir-se na perspectiva da educacao critica, o
Letramento Visual ndo sé considera as multimodalidades pelas quais
o significado é criado e transmitido, mas também reavalia as supos-
tas separagdes entre o que é académico e o que é popular, entre a
cultura produzida no centro e a produzida nas margens, de modo a
discutir essa mudanca de olhar para as comunidades excluidas, que
vém pedindo por seu espago em &mbito politico, social, cultural e
académico (Mizan, 2018, p. 228). Em suma, no cendrio atual em que
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estamos inseridos, as capacidades de editar e reproduzir as imagens
com facilidade em qualquer hora ou lugar permitem também que
sejam questionadas a arte e cultura hegemonicas.

H& um exemplo interessante em Kingsman que podemos
aproximar desse assunto:

Imagem 89

Fonte: Fotograma do filme - Sala de reunido dos Kingsman

Vemos que a sala de reunido dos Kingsman é decorada
com forte influéncia da época vitoriana, de estética classica, que
visa evidenciar o dinheiro e o poder daqueles que ali residem.
Pode-se observar também a grande quantidade de detalhes que
dao textura aos modveis, seja as mesas, a lareira, as molduras dos
guadros, ou as luminérias, por exemplo. As cores predominantes sdo
sébrias, como o cobre, marrom, e tons dourados, que também evi-
denciam poder financeiro e luxo. Por fim, os retratos, que supomos
ser de pessoas importantes na histéria da agéncia, cobrem a pare-
des de modo imponente.
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Assim, apenas através dessa imagem, o filme estabelece os
Kingsman como uma instituicdo de histéria e tradigdo antigas e, como
consequéncia, a instituicdo passa a personificar os valores hegemd-
nicos (e elitistas) que ainda correm dentre a sociedade britanica.

Em outro momento, quando o agente Hart faz uma visita
ao “covil” do vildo Valentine, sua casa ndo se parece nem com um
esconderijo caricato de vildes, nem com o lar dos Kingsman:

Imagem 90 - Casa de Valentine

Fonte: Fotograma do filme

Imagem 91 - Casa de Valentine

Fonte: Fotograma do filme
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Ao invés de uma estética mais tradicional, a casa de Valentine
possui um estilo mais clean, com menos mdéveis e, estes, menos
detalhados — devemos observar o formato mais simples e moderno
do lustre, por exemplo. Ademais, as obras de arte que decoram o
ambiente diferem do estilo realista dos retratos dos antigos Kingsman
tanto nos temas retratados quanto nas técnicas de pintura utiliza-
das; essas obras mostram-se como um contraste direto entre ele e
seus oponentes. Visto que os cendrios sdo construidos, em muitos
casos, para nos dizer algo sobre os personagens e suas identidades
culturais, ao se colocar o vildo como aquele que destoa dos ideais
tradicionais presentes na sociedade, Kingsman parece validar a qua-
lidade hegemonica de seus herdis. Assim, o que o filme parece nos
dizer visualmente é que, diante de um contexto ostensivamente bri-
ténico dos Kingsman, Valentine — que ndo se submete aos valores
tradicionais — é construido como a ameaga para com estes ideais; e
tudo isso nos é dito com apenas alguns quadros na parede.

Tendo em vista tudo o que foi mencionado até entao, acredita-
mos que ha necessidade de se repensar a presenga das imagens em
sala de aula, tendo em mente que elas, agora, permeiam o ambiente
cultural e que as novas tecnologias permitem, como nunca antes, a
proliferacdo em massa de edigdes, memes, colagens, mashups etc.
Os alunos, entao, estdo inseridos em um cendrio de cultura visual que
eles ndo apenas consomem, mas também produzem; mas ndo é por-
que nasceram em uma sociedade saturada por imagens que essas
habilidades sdo inerentes a eles ou aos docentes, pois, a0 mesmo
tempo em que o ato de ver esta envolvido em um processo ativo de
construcao, a interpretagao dessas imagens, por sua vez, envolve um
espectador critico (Felten, 2008). Diante de um mundo que se torna
mais visual a cada dia, “o Letramento Visual é crucial para a obtencdo
de informacéo, construgdo de conhecimento e desenvolvimento de
resultados educacionais bem-sucedidos” (Bamford, 2009, p. 2, tra-
dugao nossa), e, portanto, é imprescindivel para que naveguem com
sucesso no mundo multimodal que os espera fora da sala de aula.
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CONSIDERAGOES FINAIS

As inUmeras possibilidades interpretativas que surgem com
0S Novos meios de comunicagao exigem que pensemos na sociedade
de modo diferente ao invés de tentar usar velhas técnicas em novos
espacos, isto é, as escolas precisam se adaptar as novas tecnolo-
gias e incorpora-las nas atividades educativas; elas devem explorar
guestdes de ambito social, politico e cultural. Desse modo, abrem-
-se diversas oportunidades para diversificar o ensino de linguas e
expandir as ferramentas de interpretacéo utilizadas pelos alunos.

O que esperamos dos professores é que, considerando-se as
novas caracteristicas da cultura visual em que vivemos, reconhegam
gue o vocabuldrio imagético é tdo valido quanto o verbal, e que, a vista
disso, tirem proveito de filmes, séries de televisao, charges, memes,
mashups, bricolagem, videos de musica, entre muitos outros, para
educarem os alunos que desenvolvam habilidades de reconhecer
uma ilustracdo, identificar seus discursos implicitos e alocar a refe-
rida imagem em seu contexto de produgao e recepcao (Muller, 2008).

Ademais, o letramento visual € uma pratica que pode ser
aplicada em diferentes dreas de aprendizagem e inclui-la na sala de
aula é importante para desenvolver o pensamento critico e a solugao
de problemas que tornarao os alunos mais preparados para o mundo
fora da sala de aula e com muito mais consciéncia de seus papéis
nesse mundo, de modo que se tornem, além de espectadores, pro-
dutores responsaveis e criticos dentro das novas midias.
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POTENCIALIDADES PARA
A EDUCAGAQ LINGUISTICA



INTRODUCAQ®®

Imagem 92

Fonte: Fotograma do filme® - Cena inicial

Use precise language...

Wear your assigned clothes...
Take your morning medication...
Obey the curfew..,

Never lie.

Enquanto o narrador do filme O Doador de Memoérias afirma
gue “Todas as memdrias do passado foram apagadas’, os comandos
escritos (Use linguagem precisa, use as roupas designadas, tome
seu remédio matinal etc.) acima aparecem na tela um apds o outro,
como legendas de cenas em preto e branco que mostram a comu-
nidade (aparentemente feliz) em que a histéria se passa. Esse inicio
emblematico apresenta, j& de partida, o que estd por vir: um filme
provocativo, contracorrente e critico de sociedades em que a base
é o capitalismo, neoliberalismo, iluminismo, cientificismo, enfim, a
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sociedade moderna. A sinopse®? do filme, que comega em preto e
branco e sé depois vai ganhando cores, retrata uma pequena comu-
nidade que vive em um mundo aparentemente ideal, sem doengas,
sem desemprego, sem guerras, mas, também, sem sentimentos. Os
habitantes sdo submetidos a uma dosagem didria de um medica-
mento que nao permite que os sentimentos venham a tona. Contudo,
tirando a clpula que comanda a sociedade, ninguém sabe para que
servem essas doses didrias. Também nao hd competicdo nem aflicao
pela escolha das profissoes, pois os jovens sdo designados para cada
tarefa que desenvolverdo durante suas vidas pelos lideres da comu-
nidade. Uma Unica pessoa é encarregada de armazenar as memérias
da comunidade, de forma a poupar os demais habitantes do sofri-
mento produzido pelas lembrangas sdcio-histéricas (competicao,
guerra, mortes, maldade) e também guid-los com sua sabedoria, o
Doador. De tempos em tempos esta tarefa muda de maos e agora
ela cabe ao jovem Jonas (Brenton Thwaites), que precisa passar por
um duro treinamento para provar que é digno da responsabilidade
que esta fungao exige.

O filme é bastante interessante, pois salienta que uma socie-
dade utopicamente assentimental é, na verdade, um lugar monétono,
supostamente homogéneo e sem vida. Varias reflexdes podem ser
retiradas dessa ficgdo: Como seria um mundo em que ninguém se
emociona? Em que as pessoas nem sequer saibam que as emogdes
existem? E melhor um mundo ideal, sem as emogdes, ou o mundo
real, onde as pessoas vao da alegria extrema & tristeza profunda? E
possivel que o sistema (no caso, os governantes ancidos) escolha a
profissdo de cada cidaddo a depender das caracteristicas que exi-
bem durante a infancia e a adolescéncia? Se ndao ha emocdes, os
casamentos neste mundo utdpico podem ser comparados com 0s
“casamentos arranjados” na sociedade real? Por que o filme tem a
sua maior parte em preto e branco? Quais sdo os efeitos de sentido
das cores que vao "aparecendo” e o que elas desvelam?
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A metodologia desta pesquisa é qualitativa/interpretativista,
na qual o corpus escolhido advém de algumas cenas do filme em
questdo. Algumas perguntas que norteiam esta investigagao sao:
quais sdo os discursos hegemonicos que circulam na sociedade
criada no filme? Qual o objetivo dos "governantes” da comunidade
em propagar um discurso de "harmonia” e homogeneidade e ao
mesmo tempo de “sujeicdo”? Quais sdo as estratégias discursivas
gue Jonas (personagem principal) utiliza para se contrapor a ideolo-
gia dominante? Quais seriam as relagdes do filme com a sociedade
(brasileira) atual? Em tempos recentes, hd um discurso univoco,
hegemonico e homogeneizante em que as minorias devem ser exclu-
idas ou silenciadas em nossa sociedade brasileira? Deveriamos levar
tais questionamentos para as nossas salas de aulas? Poderiamos
educar e ensinar linguas por meio dessas discussdes? Buscamos
responder a essas questdes por meio de interpretagdes das imagens
(fotogramas) e dos didlogos correspondentes as mesmas com vis-
tas a discussdo dos conceitos de discursos como préticas sociais,
ideologias, heterogeneidade e homogeneidade, poder e emocgdes (e
a falta delas). Tais conceitos estdo intimamente conectados com a
sociedade (p6s?) moderna em nivel global e com a educagéo lin-
guistica em linguas estrangeiras e materna no Brasil em nivel local.
Como revisao de literatura, propde-se retomar os estudos discursivos
ensejados nas teorizagdes de Bakhtin (1998, 2008, 2012, 2014, 2017) e
Foucault (1996, 2007, 2014), os estudos socioldgicos da Sousa Santos
(2007) e os estudos de letramento visual no ensino de linguas defen-
didos por Mizan (2014). A proposta dialdgica de escritura preconiza
teorizagOes e dados imbricados ao longo da reflexdo. Como resultado,
espera-se contribuir com um maior entendimento dos estudos sobre
letramento visual na educagao, assim como expansdes do olhar em
relacdo a alguns conceitos-chave da sociedade contemporanea.

Para isso, comegamos refletindo sobre as teorias discursivas
do Circulo de Bakhtin a fim de entendermos os processos discursivos,
a construgdo de ideologias oficiais e cotidianas e da subjetividade.
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Veremos que a busca da homogeneidade pelo discurso é abalada
por dissidéncias, pelas contrapalavras. Expandindo nosso olhar
sobre as questdes discursivas, revisitamos as teorias foucaultianas
com o intuito de discutir a questdo da meméria. Para tal, trazemos
a tona as praticas discursivas como arquivo e as relagdes de saber/
poder e de verdade, conceitos que achamos fundamentais para pro-
blematizagao do filme. Logo apds, trazemos essas discussdes para
0 campo das praticas pedagdgicas tomando como embasamento
as teorias de igualdade de Bourdieu e o pensamento abissal em
Sousa Santos de modo a contraditar a prevaléncias das ideologias
dominantes que circundam nossas escolas. Como conclusédo, dis-
cutimos como o letramento visual pode potencializar a educagéao
linguistica em LM /LE.

0 PERIGOSO DISCURSO
DA HOMOGENEIDADE

Meu nome é Jonas. Eu ndo tenho
sobrenome. Ninguém aqui tem,

Jonas, cena inicial.

Nesta sec¢do, entrecruzam-se algumas cenas do filme (foto-
gramas e didlogos das personagens) e as teorias do Circulo de
Bakhtin sobre o discurso, com vistas a discussdo sobre a homoge-
neidade e heterogeneidade sociais. Busca-se, ainda, problematizar
o discurso e sua vital importéancia na construgao da subjetividade,
uma vez que somente através dele é que nos tornamos seres sociais
nas relagdes intersubjetivas que estabelecemos com nossos parcei-
ros. Assim, a aquisigcdo de conhecimento nos multiplos processos
de ensino e aprendizagem é promovida pela troca discursiva entre
docentes e discentes nas interagdes discursiva em sala de aula e
para além desse espago educacional.
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Os estudos discursivos no ocidente avangaram apds a rup-
tura que a Andlise do Discurso traz em relagdo aos estudos mais
estruturais da lingua/linguagem, a partir da obra de Pécheux,
"Analise Automatica do Discurso’, em 1969. A obra se concentra no
sentido de entender a lingua enquanto parole, quer seja, a lingua
como um fendémeno social, histérico e ideoldgico e analisa-la levando
em conta os sujeitos e as condi¢des sdcio-histéricas e ideoldgicas
nas quais o discurso acontece e, assim, depreender quais sdo 0s
efeitos de sentido e ndo mais o sentido enquanto algo acabado,
fechado em si mesmo.

Ainda, na década de 1970, é revelado ao ocidente os estu-
dos de um grupo de tedricos russos que ja priorizavam os estudos
linguisticos pelo ponto de vista sécio-histérico e ideoldgico. Para o
Circulo de Bakhtin, o discurso é a lingua nas relagdes concretas entre
0s sujeitos nas relagbes que estabelecem com seus interlocutores
em situacdes reais de uso (Bakhtin, 1998). E sob este prisma que tra-
taremos o discurso neste estudo. Para o autor, ndo devemos enxer-
gar a lingua como "um sistema de categorias gramaticais abstratas,
mas sobretudo como um sistema ideoldgico, a lingua como visdo de
mundo, como uma opinido concreta, que assegura um entendimento
mutuo em todas as esferas da vida ideolégica” (Bakhtin, 2014, p. 32,
tradugao nossa). Essa nogao pds-estruturalista de lingua/linguagem
é essencial para entendermos como discursos (tais como os produ-
zidos no e por meio do filme em questao) circulam, sdo produzidos,
apropriados, interpretados e solidificados nas esferas sociais.

Ainda com base no Circulo (2014, 2017), asseveramos que
todo signo é ideoldgico, pois se imbui de um sentido que lhe é
atribuido socialmente, nas interagdes verbais. Um signo ndo existe
simplesmente como uma parte da realidade; ele reflete e refrata
outra realidade" (Bakhtin, 2012, p. 32), podendo, assim, distorcer a
realidade ou ser fiel a ela, com as palavras do autor: refleti-la ou refra-
ta-la, pois a apreciagao ideoldgica sugestiona todo signo. “O dominio
do ideoldgico coincide com o dominio dos signos: sdo mutuamente
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correspondentes. Ali onde o signo se encontra, encontra-se também
o ideoldgico” (p. 32-33). No filme, é exigido dos cidadaos a ‘precisdo
da linguagem, o que nos mostra como o discurso influencia nas rela-
¢Oes intersubjetivas. Quando se exige a precisdo em vez de deixar
as pessoas falarem espontaneamente e expressarem suas ideias e
sentimentos livremente, temos um exemplo de como € através da
préatica social discursiva que o sujeito se posiciona histérica e ideo-
logicamente e por isso é abominado na “sociedade ideal” do filme.

Assim é que a palavra é o signo ideoldgico par excellence,
uma vez que ela é neutra e se prenha de significados a cada uso
concreto dos sujeitos em seus enunciados (Bakhtin, 2012), o que
significa dizer que cada vez que pronunciamos uma palavra ela se
renova em termos de efeito de sentido, se impregnando de resso-
nancias ideoldgicas refletindo e refratando posicionamentos sdécio-
-histéricos. Um exemplo cldssico é a palavra companheiro, que se
desdobra em variadas significagdes a depender do sujeito histérico
que a pronuncia. Uma mulher pode apresentar seu “companheiro” a
outra pessoa; um aluno pode ter um “companheiro” para realizar um
trabalho em dupla; uma pessoa pode sair para um happy-hour com
seu “companheiro” de trabalho; um sindicalista de esquerda pode
convocar seus “companheiros” para uma manifestagcao; esses sao
apenas alguns poucos exemplos que demos para ilustrar a neutra-
lidade da palavra e como ela é imbuida de sentido a depender do
acontecimento discursivo.

A guestdo ideoldgica é de suma importéancia para entender-
mos as relagdes discursivas. Para os tedricos do Circulo de Bakhtin,
temos dois tipos de ideologia: a ideologia formal, aquela que se pro-
pde como ideologia oficial e que domina os campos da atividade
humana (religioso, jornalistico, politico, judiciario etc.) e a ideologia
do cotidiano, aquela que se estabelece nas relagdes intersubjetivas
do dia a dia. Essa pode tanto confirmar a ideologia formal, como
pode também subverté-la, podendo chegar a implodi-la quando
encontra solo fértil nos grupos/classes sociais (0 que pode levar um
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certo tempo). No caso do filme em questado, podemos observar essa
ideologia formal sendo enraizada na sociedade por meio das rela-
¢oes cotidianas embasadas nos discursos dominantes que circulam
entre os cidadaos; e, na ideologia do cotidiano que circunda o prota-
gonista, vemos a dissidéncia com a ideologia formal.

A acepcao de que somos constituidos na e pela linguagem
é relativamente comum nas teorizagdes sobre as questdes discur-
sivas; no entanto, visto que um de nossos objetivos neste trabalho
é o de favorecer a compreensdo de como os cidadidos da comu-
nidade retratada no filme "O Doador de Memdrias” sdo cerceados
pelo discurso dominante dos dirigentes comunitérios, pretendemos
aprofundar um pouco mais sobre esse aspecto. Vejamos estas con-
sideracoes de Voléchinov (Circulo de Bakhtin): "O individuo como
proprietério dos contelidos da sua consciéncia, como autor de suas
ideias, como uma personalidade responsdvel por suas ideias e dese-
jos, € um fendmeno puramente socioideolégico” (2017:129), ou seja,
apenas nas relagdes intersubjetivas € que somos capazes de nos
tornarmos seres sociais por meio da ideologia e da historicidade que
nos constitui. Ndo hé subjetividade singular fora das relagdes sociais:
eu sou apenas por que me coloco para com o outro, 0 outro me
enxerga e me (in)completa; é na alteridade que eu me torno sujeito
num movimento continuo exotdpico de ir até o outro e de voltar a
mim (Bakhtin, 2017).

O sujeito sozinho, isolado, ndo pode dar significagao as pala-
vras, ao discurso. Até mesmo o discurso interior é constituido na
exterioridade. As palavras sao interiorizadas apenas depois de terem
circulado na imensa cadeia da criatividade verbal que se da na con-
vivéncia social; sé depois disso é que retornam ao sujeito e passam a
habitar seu mundo interior, seus pensamentos. E a valoragdo dada a
elas vai depender do horizonte social ao qual o sujeito se afina. Para
Bakhtin (2008, p. 67), “a vida auténtica do individuo sé é acessivel a
um enfoque dialdgico, diante do qual ele responde por si mesmo e se
revela livremente’) é o ato responsdvel sem alibi no ser (Bakhtin, 2017).
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Ao se revelar, o sujeito reconhece seu ato, responsabilizando-se
por ele, coloca sua assinatura e ao assumir a sua responsabili-
dade, indicia seu horizonte social, seu pertencimento a um grupo
social e a uma sociedade; transparece sua singularidade: sou esse
porque ndo sou aquele; é a contrapalavra que o marca como ser
social Unico, subjetivo.

O discurso se comporta como fios ideoldgicos que tecem uma
teia sociodiscursiva através das relagdes dialdgicas que o configura e o
diferencia da lingua ‘pura’: o seu aspecto dialdgico tem a ver tanto com
suas relagdes com os outros discursos quanto com os sujeitos que o
enunciam. Nao ha enunciados genuinos, j& que sempre emergem em
resposta a outrem, sdo atravessados, tangidos por outros que ja circu-
lam na sociedade e, apenas considerando essas relagdes dialdgicas,
é que se pode depreender os seus efeitos de sentido. Dai a dificul-
dade do jovem Jonas de conseguir atravessar a barreira discursiva dos
"outros” a fim de encoraja-los a irem contra o discurso hegemdnico da
comunidade e enxergarem além do horizonte sécio-histérico e ideold-
gico posto pela classe dominante ali enraizada.

Por isso é muito importante também ressaltarmos que o
discurso é uma arena de luta de classes: abastado de ressonéncias
ideoldgicas, os enunciados refletem e refratam as ideologias circu-
lantes na sociedade:

Mas justamente aquilo que torna o signo ideoldgico
vivo e mutdvel faz dele um meio que reflete e refrata a
existéncia. A classe dominante tende a atribuir ao signo
ideoldgico um caréter eterno e superior a luta de classes,
apagar ou ocultar o embate das avaliagdes sociais no seu
interior, tornando-o monoacentual. (Volochinov (Circulo
de Bakhtin), 2017, pp. 113-114).

Essa € justamente a dendncia em "O Doador de Memérias’,
pois ao usurpar dos cidaddos o direito das memdrias coletivas e
individuais, restringe-se a circulagao dos signos ideolégicos de toda
sorte, inculcando-se apenas aqueles cuidadosamente escolhidos
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pelos dirigentes da comunidade (os ancidos), quais sejam: a “har-
monia’, a “igualdade’, a "homogeneidade’, a “felicidade” Em uma
das cenas, o Doador de memdrias ancido, encenado pelo ator Jeff
Bridges, em continuidade ao treinamento de Jonas, assegura:

Imagem 93

Fonte: Fotograma 2 do filme - Cena em que Jonas vé as cores pela primeira vez

Jonas: “E vermelho, como o cabelo dela”

Doador de memodrias: “Quando nossa gente escolheu
desistir de tudo isso, cores, raga, religido, eles criaram a
mesmice. Seféssemosdiferentes, poderiamossentirinveja,
rancor ou ressentimento. Precisdvamos da mesmice”

A cena em que Jonas vé as cores pela primeira vez é deveras
marcante no filme, pois é revelado a ele que ha cores no mundo
e elas estdo sendo negadas em nome da vida em preto e branco
(que aqui pode ser interpretada como a homogeneizacéo das rela-
¢Oes sociais e a repressao da sentimentalizagdo). Jonas, como pre-
destinado, ja havia percebido cores no cabelo de Fiona, sua melhor
amiga e paixdo. Porém, ao adentrar as memorias do Doador, emo-
ciona-se com o por do sol visto de um barco e com uma simples
magca de cor vermelha.
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Uma outra cena marcante mostra a Cerimdnia de Designacéo,
em que “cada um estd predestinado” e deve |he ser atribuido a sua
funcgao social a partir daguele momento, como se em um “batizado”:
cada jovem deverad cumprir rigorosamente essa fungao para o resto
de sua vida, sem que fosse |lhes dada a minima chance de escolha.
Em ambas as cenas, percebemos agdes (e regras) na diregédo da
mesmice, ou seja, na eliminagao das diferengas, como se isso fosse
possivel. Essas acdes e regras permeiam todo o filme e compdem, ao
mesmo tempo, a sua critica a uma sociedade moderna sustentada
por filosofias positivistas (“o correto é viver em uma harmonia ilusé-
ria e o errado seria vivenciar os conflitos inerentes a humanidade”),
iluministas (“nds, os ancidos, sabemos o que é melhor para vocés,
cidadaos ignorantes; e vamos ilumina-los com o nosso conheci-
mento, ou melhor, a parte que permitiremos que vocés saibam”) e
cientificistas (o que ha de mais humano, de mais subjetivo, é con-
trolado por artificios cientificos, como as inje¢cdes que dissipam as
emocdes). Em relagdo a homogeneidade e homogeneizagao, Sennet
(2013) reitera que

A homogeneizagdo cultural é evidente na arquitetura
moderna, no vestudrio, na comida de rdpido consumo,
na musica popular, nos hotéis... A relagdo é globalizada
interminavel. “Todo mundo é basicamente igual” expressa
essa visdo de mundo que busca a neutralidade. O desejo
de neutralizar toda a diferenga, de domesticé-la, decorre
(é pelo menos o que tentarei demonstrar) de uma angus-
tia em relagéo a diferenga, conectando-se com a econo-
mia da cultura global de consumo (Sennet, 2013, p. 19).

Com isso, o filme escancara a homogeneizagéo social e cultu-
ral, nos desafiando a pensar, o tempo todo, sobre a modernidade que
nos homogeneiza, nos rapta a diferencga, pormenoriza e apaga (quando
nao extermina) as minorias que ndo se encaixam nos ideais de harmo-
nia da ideologia dominante. Além disso, como nos alerta “O Doador’,
busca-se a todo custo a eliminagéao dos conflitos, como se estes ndo
fossem inerentes aos seres humanos, constituindo suas subjetividades:
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Imagem 94

Fonte: Fotograma 3 do filme - Cena inicial, vista aérea da comunidade

Jonas (narrador): “Viviamos num mundo onde as dife-
rencas nao eram permitidas. Ndo existia o popular, a
fama, perdedores ou ganhadores, nossos ancidos eli-
minaram tudo isso para ndo haver conflitos entre nds:
medo, dor, inveja, édio"

Nesta cena, enquanto Jonas narra 0 mundo em que viviam, a
comunidade vaisurgindo por meio de um zoom out.Interessantemente
é que toda a cidade foi planejada e estruturada numa arquitetura em
que as construgdes formam casulos circulares perfeitamente orga-
nizados (fotograma acima). Depreende-se da fala acima de Jonas
que para se viver em uma suposta "harmonia’; a sociedade deve eli-
minar o medo, a dor, a inveja, o ddio e todos os demais sentimentos
negativos. Na esteira dessa discusséo, Mouffe (2013) sugere que ndo
devemos eliminar o conflito, mas, para além de tentar soluciona-lo
"harmoniosamente’, devemos nos unir em torno de uma pratica
agonistica em que os conflitos sdo potencialmente produtivos.

Porém, assim como um refletor da ideologia dominante, o
discurso também é um refrator que desestabiliza essa ideologia
e faz emergir as contrapalavras, num embate que tende a romper
barreiras ou a estagna-las, de acordo com a entrada que as ide-
ologias divergentes da hegemoénica sdo capazes de impregnar.
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As forcas centripetas agem na diregdo de homogeneizar os discur-
S0S para que sejam aceitos como discurso Unico, numa tentativa de
harmonizar a sociedade. O perigoso discurso da homogeneizagdo
sobrepuja no sentido de aniquilar as diferencas, dando a impressao
de que hd um modelo a seguir, apenas uma opgéao é a correta e
todos devem concordar. Nao obstante, temos a contrapalavra que
surge na ideologia do cotidiano e tende a desestabilizar as funda-
¢cOes da arquitetbnica dominante, criando uma arena de lutas, na
qual o discurso assume papel principal.

No filme em analise podemos observar essa imploséo pela
subversdo que a personagem passa a protagonizar ao questionar
e a infringir as regras postas pela ideologia oficial daquela socie-
dade. E suas agdes passam, necessariamente, pelo discurso, uma
vez que esse é constitutivo do ser, tanto de seu discurso exterior,
guando expde para os outros habitantes suas angustias e desco-
bertas; quanto de seu discurso interior, quando comecga a pensar e
refletir sobre as imposicdes provindas da ideologia dominante. E o
que veremos na segao subsequente.

0 DISCURSO SOB AS LENTES
FOUCAULTIANAS: /
ARQUEOLOGIA E GENEALOGIA DAS MEMORIAS

O objetivo desta secgao € interligar as perspectivas foucaul-
tianas sobre lingua/linguagem/discurso, sob vieses arqueolégicos e
genealdgicos, e as cenas em que a questdo da memoria (histéria
da comunidade) é apresentada ou apagada. No olhar foucaultiano,
a liberdade passa a ser a possibilidade de exercitar a atitude-limite
como caminho para a critica e para a mudanga, ou seja, a liberdade
passa a ser entendida como a "nossa real capacidade de mudar
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as praticas em que somos constituidos ou nos constituimos como
sujeitos morais” (Veiga-Neto, 2007, p. 27). A partir do momento em
gue passamos a refletir a ponto de transgredir os limites aos quais
somos impostos, movimentando-nos pelos lugares, questionando as
préticas sociais, colocando em xeque aquilo que é dado a priori e
passando a considerar 0s acontecimentos criticamente, poderemos
chegar a uma certa liberdade. E a Educagdo é um dos, sendo “o”
caminho para abrirmos nossas perspectivas e passarmos a compre-

ender o mundo através de lentes mais criticas.

Foucault assume a linguagem como constitutiva do nosso
pensamento e, em consequéncia, do sentido que damos as coisas, a
nossa experiéncia, ao mundo (Veiga-Neto, 2007, p. 89). Percebemos
gue ha, assim como nas teorias do Circulo de Bakhtin expostas na
sec¢do anterior, um abandono da ideia de lingua como represen-
tacdo de mundo, algo que passa a ocorrer mais frequentemente
na segunda metade do século XX. Destarte, assim como Bakhtin,
Foucault embasa suas reflexdes na linguagem como agao no mundo,
como prética social, ja que a linguagem nao é mais um espelho da
realidade e sim fomentadora de sentidos.

Além disso, essencial para os estudos pds-estruturalistas fou-
caultianos é a consciéncia do /écus de enunciagdo de cada sujeito.
Constata-se essa consciéncia em sua declaragdo: “Sempre que
tentei realizar um trabalho tedrico, foi com base na minha prépria
experiéncia, sempre em relagdo aos processos que vi acontecendo
ao meu redor” (Foucault, apud Eribon, 1991, pp. 28-29). O filésofo
propde que “o discurso ndo é simplesmente aquilo que traduz as
lutas ou os sistemas de dominagéo, mas aquilo por que, pelo que se
luta, o poder do qual nos queremos apoderar” (Foucault, 1996, p. 10).
A visao de discurso em Foucault traz a ideia de objeto de desejo e de
poder. O autor vai além do discurso como campo de reproducado de
poder e o coloca como a prépria ferramenta de exercicio do poder.
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Portanto, para Foucault, discurso pode abarcar as seguintes
caracteristicas: 1. H4 no discurso um desejo da verdade; 2. O dis-
curso depende de seu contexto histérico (arqueologia e genealogia);
3. O discurso nunca serd uma unidade facil de ser interpretada ou
compreendida; 4. Discurso estd sempre imbricado nas relagdes de
poder; 5. O discurso molda e é moldado pelas formagdes discursivas
(direito, medicina, religido, pra citar alguns), ou seja, todo discurso
precisa ser considerado a partir das praticas discursivas que o ori-
ginou, promovendo uma imbricagdo de memoria e acontecimento.

Pensando na homogeneizacéo cultural constante no filme,
vale ressaltar o conceito de préticas discursivas desenvolvido por
Foucault na obra Arqueologia do saber: "um conjunto de regras and-
nimas, histdricas, sempre determinadas no tempo e no espaco, que
definiram, em uma dada época e para uma determinada area social,
econdmica, geogréfica ou linguistica, as condigbes de exercicio da
fungéo enunciativa” (2008, p. 133).

O filésofo remete a essas praticas ligando-as a arquivo, que
teria um nivel particular entre a lingua como sistema de construcao
discursiva e o corpus como conjunto das falas pronunciadas. Esse
arquivo, ou melhor, essa pratica discursiva que faz irromper uma
gama de enunciados, os quais oscilam “entre a tradicdo e o esqueci-
mento’; oportunizam o aparecimento das “regras de uma prética que
permite aos enunciados subsistirem e, ao mesmo tempo, se modifi-
carem regularmente. E o “sistema geral da formacéo e da transfor-
magao dos enunciados” (Foucault, 2007, p. 147-148).

Seguindo a trilha das definigdes das novas ideias que emer-
giam no alvorogado periodo, Foucault (2008) nos indica que

O arquivo é, de inicio, a lei do que pode ser dito, o sis-
tema que rege o aparecimento dos enunciados como
acontecimentos singulares. Mas o arquivo é, também,
o que faz com que todas as coisas ditas ndo se acu-
mulem indefinidamente em uma massa amorfa, néo se
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inscrevam, tampouco, em uma linearidade sem ruptura e
ndo desaparecam ao simples acaso de acidentes exter-
nos, mas que se agrupem em figuras distintas, se com-
ponham umas com as outras segundo relagdes multiplas,
se mantenham ou se esfumem segundo regularidades
especificas (p. 147).

Para Foucault (2007, p. 147), o arquivo é, de inicio, a lei do que
pode ser dito, o sistema que rege o aparecimento dos enunciados
como acontecimentos singulares. Mas o arquivo é, também, o que faz
com que todas as coisas ditas ndo fiquem suspensas e inacessiveis,
mas que se relacionem entre si, contrapondo-se ou se reafirmando.

Segundo Veiga-Neto, num primeiro momento, “O arquivo
pode ser entendido como um jogo de relagdes num discurso; um
jogo que se da nessas relagdes puramente discursivas e que, por
isso mesmo, é “irredutivel as coisas ditas ou aos homens que a dis-
seram” (2007, p. 95). Esse posicionamento de Foucault dos discursos
como arquivos refere-se as praticas discursivas como um conjunto
de regras que oportunizam os enunciados de se agruparem e de
fornecerem um sistema que regulariza e ao mesmo tempo permite
que os enunciados se modifiquem, desde que dentro daquilo que é
proposto pelo sistema de restricdes a que estd exposto. Este trabalho
desenvolveu um modo de investigagao “arqueoldgico” e histérico. “O
objetivo de tal abordagem é descobrir a génese das ciéncias huma-
nas, o desenvolvimento de nogdes de razao e desrazdo e o desen-
volvimento histdrico da episteme moderna” (Edgar; Sedgwick, 2002,
p. 72, tradugdo nossa). Desse modo, entendemos a arqueologia fou-
caultiana como: 1. A histdria dos discursos de diferentes instituigcoes,
como o hospicio, a prisdo, a universidade e suas verdades estabe-
lecidas; 2. Critica € o movimento pelo qual o sujeito se da o direito
de questionar a verdade sobre seus efeitos de poder e questionar o
poder sobre seus discursos da verdade; 3. Sistemas de pensamento
e conhecimento sdo regimes de verdade que envolvem poder; 4. A
Linguistica (gramatica, sintaxe e fonética) prestou pouca atengéo em
como o significado é construido e interpretado.
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A esse respeito, na cena do filme, o Doador explica ao rece-
bedor de memodria (Jonas):

Imagem 95

Fonte: Fotograma 4 do filme - Jonas, em treinamento para ser o préximo Doador de memdrias

Doador de memérias: “Sua fungdo é dar conselhos no
presente usando as memdrias do passado (..) pois a
comunidade ndo tem memdria”

Foucault propde ainda que o arquivo sdo todos aqueles
discursos que se unem pelo conteldo de verdade que o momento
histérico Ihes proporciona, e assim, permite seu pronunciamento.
Portanto, “ndo se trata de qualquer discurso, senao aquele conjunto
que condiciona o que conta como conhecimento num periodo par-
ticular” (Veiga-Neto, 2007, p. 95). Assim, nessa cena depreende-se
que o conjunto enunciativo dessa sociedade, seu passado, presente
e futuro, estd sob a égide de um Unico morador (o Doador) ao qual
Ihe cabe conduzir quais praticas discursivas serdo dispostas para a
circulagdo dos enunciados da vila.

Com isso, pensamos a questdo de ‘arquivo’ em comunhao
com o que Foucault chama de formacéao discursiva, ou seja, oriundos
de uma mesma instituicdo que traz consigo suas “formas” discursi-
vas, que acabam por conter uma histéria e uma maneira particular
de estar no mundo, uma forma de meméria coletiva. Cada formagao
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discursiva tem suas proéprias regras que definem o modo como seus
discursos circulam, além de acabar por revelar uma conduta, uma
prética social. Se pegarmos, por exemplo, os discursos circulantes
nas escolas na década de 80, poderemos vé-los como arquivo,
pois as praticas discursivas que ali estavam contém a memoria de
como se davam as préticas escolares e, desse modo, nos permitem
enxergar as relagdes que eram construidas naquele momento, tanto
intersubjetivas quanto as relagdes de poder. Retomando a cena,
percebe-se que a manutengao do presente depende das escolhas
que o Doador faré a partir de sua formagao discursiva, de suas prati-
cas discursivas (o que ele ird ou ndo compartilhar com os membros
da sociedade a partir de seus conselhos - aqui vale retomar que
nenhum outro cidaddo, mesmo os da mais alta clpula, tem acesso
a essas memorias). Nesse sentido, Foucault, sobre a meméria, incita
que devemos conhecer

Os limites e formas da memdria e como aparece em varias
formacdes discursivas: Quais sdo os enunciados que cada
um reconhece como validos ou questiondveis, definitivos
ou nao capazes? Quais foram considerados insignifican-
tes e quais foram excluidos? Que tipos de relacionamen-
tos séo estabelecidos entre o sistema de enunciados e o
corpus de enunciados passados? (Foucault, 2014, p. 106).

O processo genealdgico foucaultiano é atribuido a segunda
fase de seus estudos e é, de certa forma, uma continuidade de
seus interessentes de escavagao arqueoldgica histérica discursiva,
agora com foco nas relagdes de poder: “Com efeito, tal abordagem
suplementa as analises histéricas anteriores, revelando as relagdes
de poder subjacentes inerentes aos discursos do conhecimento”
(Edgar; Sedgwick, 2002, p. 72, traducdo nossa). Nossa leitura do
processo genealdgico aponta para as seguintes caracteristicas: 1.
Ha conhecimentos dominantes e subjugados e devemos escava-los
nos processos de formacao discursiva; 2. H& multiplos sujeitos ou
produtores de conhecimentos e essa visdo enfraquece a ciéncia
moderna; 3. Ao invés de ciéncia, Foucault opta por genealogia; 4.
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Ha uma interligagdo de conhecimentos a varios eixos de dominagéo
e resisténcia; 5. Genealogias sdo andlises histérico-criticas que ras-
treiam a criacédo de identidades, normas sociais e institui¢des.

Imagem 96

Fonte: Fotograma 5 do filme - Jonas relembrando as memdrias da diversidade dos seres humanos

Jonas: “"Eu me perdi, mas de um jeito bom. Eu vi sinais e
sons que ndo tenho palavras para descrever. Rostos com
peles de todas as cores diferentes. Me sinto tdo vivo! Isso
era proibido? N&o sei o que pensar, no que acreditar.

Doador de memérias: “Nao aceite como verdade sé por-
gue vem de alguém que vocé respeita”

A instalacédo da verdade ou mesmo do desejo da verdade em
"0 Doador de Memdrias” é proeminente e revelador. Isso porque o
filme mostra uma sociedade distépica, em que todos os cidadaos
acreditam viver num mundo perfeito, até que Jonas resolve revelar
memdrias e sensagdes que vao abalar a sociedade. Ai reside a forga
das préticas discursivas, o discurso como acontecimento, como
empoderamento de forgas ideoldgicas. O cerne do filme, acredita-
mos, estd em elevar ao maximo o que Foucault chama de ‘procedi-
mento de exclusao, principalmente o de ‘interdicao’.
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Sabe-se bem que ndo se tem o direito de dizer tudo, que
nao se pode falar de tudo em qualquer circunstancia, que
qualquer um, enfim, ndo pode falar de qualquer coisa.
Tabu do objeto, ritual da circunstancia, direito privilegiado
ou exclusivo do sujeito que fala: temos ai o jogo de trés
tipos de interdigdes que se cruzam, se reforcam ou se
compensam, formando uma grade complexa que néo
cessa de se modificar (Foucault, 1996, p. 9).

Trazendo para o campo da educacao critica, principalmente
para a area de linguagens, nos leva a pensar que, por intermédio
das préticas discursivas educacionais, ha a possibilidade de pro-
movermos condigdes em que os alunos sejam autbnomos para
compreender melhor o discurso, agugando neles a vontade de ver-
dade (Foucault, 1996, p. 18) de modo que sejam capazes de refletir
e transgredir a partir da atividade discursiva, ndo sé no ambiente
educacional mas também na vida em geral.

Enquanto educadores, precisamos ficar atentos ao que dize-
mos/ensinamos, uma vez que "“a verdade é aquilo que dizemos ser
verdadeiro” - que equivale a dizer que as verdades ndo sdo desco-
bertas pela razdo, mas sim inventadas por ela (..)" (Veiga-Neto, 2007,
p. 90). Essa consideragdo nos faz refletir que a verdade depende do
ponto de vista, do contexto sdcio-histérico a que estéo inseridos os
sujeitos da enunciagdo. O que é verdade para um, ndo necessaria-
mente é verdadeiro para o outro. No filme, podemos observar como
essa questdo € de suma importancia nas relagdes intersubjetivas
entre 0s sujeitos sociais, pertencentes a uma sociedade com sua
cultura e sua ideologia pré-estabelecidas, e como a "verdade” pode
ser questionada e ressignificada.

Devemos olhar o discurso como prdtica discursiva que
engendra toda a sociedade. E através dos discursos que os sujeitos
se relacionam no mundo e constroem uma complexa rede que acaba
por determinar e moldar a forma de agir e de estar socialmente. Por
tal motivo é que devemos, como educadores, observar as praticas
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discursivas que utilizamos em sala de aula, a fim de tentarmos néo
reproduzir (pré)conceitos enraizados na sociedade e, sim, podermos
incentivar discursos que reflitam sobre estes conceitos.

Em relacdo ao poder-saber, Foucault nos ensina que todo o
poder engendra saber pois estdo intimamente ligados, o que ndo quer
dizer que o saber sirva ao poder porque o beneficia e nem que o pri-
meiro decorra da utilidade do segundo. Nao ha relagdo de poder sem
que este tenha uma relagdo simultdnea com um campo do saber e
nem poder que seja constituido fora dos limites do saber. As relagdes
de "poder-saber” ndo sdo possiveis de serem examinadas partindo de
um sujeito do conhecimento que pode ser ou ndo “livre em relagdo ao
sistema do poder; mas é preciso considerar ao contrario que o sujeito
gue conhece, 0os objetos a conhecer, e as modalidade de conheci-
mentos sdo outros tantos efeitos dessas implicagdes fundamentais do
poder-saber e de suas transformacgdes histéricas” (Foucault, 2014, p. 31).

Uma das cenas finais do filme é a Cerimoénia de Dispensa
para Outro Lugar, que se trata de injetar uma substancia letal nas
pessoas que se comportaram fora das normas estabelecidas para o
controle da “"sociedade ideal" Neste caso, é a Fiona (a personagem
pela qual Jonas se apaixonou) que estd sendo condenada por ter
conhecido as emocgdes. Todos os ancides assistem a cerimonia, e
no didlogo entre a ancia chefe e o ancido doador de memdrias, a
ancia chega a dizer que nao se pode dar o poder de escolha pois as
pessoas nado teriam sabedoria para utiliza-lo.

Ancia Chefe: "As pessoas sdo fracas, egoistas. Quando
as pessoas tém liberdade para escolher, escolhem
errado. Toda santa vez!

Nesta cena, fica nitida a questdo do poder, central na obra
foucaultiana:

Ora, o estudo desta microfisica supde que o poder nela
exercido ndo seja concebido como um propriedade, mas
como uma estratégia, que seus efeitos de dominagéo nao
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sejam atribuidos a uma ‘apropria¢é@o’, mas a disposigoes,
a manobras, a téticas, a técnicas, a funcionamentos; que
se desvendem nele antes uma rede de relagdes sempre
tensas, sempre em atividade, que um privilegio que se
pudesse deter; que lhe seja dado como modelo antes
da batalha perpétua, que o contrato que faz uma cesséo
ou a conquista que se apodera de um dominio. Temos
em suma que admitir que esse poder se exerce mais do
gue se possui, que ndo é o ‘privilégio” adquirido ou con-
servado da classe dominante, mas o efeito de conjunto
de suas posicdes estratégicas - efeito manifestado e as
vezes reconduzido pela posigao dos que sdo dominados
(Foucault, 2014, p. 30).

Assim, podemos entender qudo poderoso é o discurso e
como ele afeta diretamente todos as relagdes sociais. A imposigao
da precisdo da linguagem pelos ancides dessa “sociedade ideal”
mostra como hd a necessidade de controle dos discursos circu-
lantes. A microfisica do poder estd associada aos discursos assim
como a memobdria discursiva. Na sessdo seguinte veremos como o
protagonismo advém da liberdade de expressado e como as praticas
pedagdgicas podem (e devem) promover um conhecimento que
leva a criticidade.

PRATICAS PEDAGOGICAS PARA
ALEM DO PENSAMENTO ABISSAL

Sousa Santos (2007) sustenta a ideia de que o embate entre
o que é um conhecimento puramente tedrico, tecnicista e aquele
gue promove o protagonismo, que é inspirador, ou seja, 0 embate
entre o conhecimento-regulagdo e o conhecimento-emancipacao e
entre o imperialismo cultural e o multiculturalismo precisam ocupar
de forma integral o cerne das experiéncias pedagdgicas (..) (apud
Oliveira, 2007, p. 104).
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A escola acaba por reproduzir as relagbes de domina-
cdo existentes na sociedade. O que vemos nas escolas é a ordem
(colonialismo) sendo ensinada como a verdade absoluta, tendo
os alunos que se enquadrarem no curriculo, assim como os colo-
nizados para com os seus colonizadores. E preciso quebrar essa
hegemonia da ordem e propor aulas com préticas pedagdgicas que
promovam mais a solidariedade, e que, assim, os educandos pos-
sam absorver o que Oliveira (2007) chama de “democracia social’,
ou seja, as relagdes democraticas devem permear todas as relagdes
sociais em todos os niveis.

Portanto, desestabilizar o centro da experiéncia pedagdgica,
confrontar conceitos a fim de experienciar diferentes sensagoes e
emocdes, partir para o debate incentivador de novas perspectivas,
promover o questionamento daquilo que é passado como cultura
hegem©onica para os muitos e variados tipos de movimentos culturais
existentes, buscar inserir no contexto escolar o conhecimento origi-
nado fora das esferas cientificas; todas essas a¢des devem constar
ndo somente nos curriculos, mas também nas praticas diarias dos
professores em salas de aula. Segundo Bourdieu:

(..) para que sejam favorecidos os mais favorecidos e
desfavorecidos os mais desfavorecidos, € necessario
e suficiente que a escola ignore, no dmbito dos conte-
Gdos do ensino que transmite, dos métodos e técnicas
de transmissédo e dos critérios de avaliagdo, as desigual-
dades culturais entre as criangas das diferentes classes
sociais (1998, p. 53).

De fato, o que se percebe na escola é uma tentativa de uni-
formizacdo (assim como no filme), uma vez que os curriculos, em
muitos contextos, ndo levam em conta a cultura e os saberes difun-
didos, ndo apenas em cada classe social, mas também em cada
espaco social. Desse modo, temos uma reprodugéo na escola do que
acontece na sociedade de modo geral: sob a égide do ideal de igual-
dade, acaba-se disseminando as ideologias dominantes, reforcando
o capital simbdlico da classe dos mais favorecidos.
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Cabe aqui, analisando a sociedade construida no filme, dis-
cutirmos o que Sousa Santos chama de pensamento abissal, qual
seja, “um sistema de distingdes visiveis e invisiveis, sendo que estas
dltimas fundamentam as primeiras’ Aquelas se fundamentam atra-
vés de 'linhas radicais’ que separam a realidade social em dois uni-
versos distintos: o "deste lado da linha" e 0 “do outro lado da linha” A
segmentacao é feita de modo que “o outro lado da linha" desvanesse
como realidade, “torna-se inexistente e é mesmo produzido como
inexistente” (Sousa Santos, 2007), assim como acontece na socie-
dade representada em “O Doador de Memérias”: tudo que estaria
"do outro lado da linha" é apagado, inclusive quimicamente, de modo
que s6 prevalega o “deste lado da linha" Para expandir esses concei-
tos, prosseguimos com duas cenas:

Imagem 97

Fonte: Fotograma 6 do filme - 0 Doador ensina a Jonas o que é musica e o que sdo emogdes
Doador de memdrias (ancido): “Sentimentos sdo sé sen-

timentos, estdo na superficie, emogdes sdo profundas,
primitivas, se prolongam’
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Imagem 98

Fonte: Fotograma 7 de filme - Familia reunida, Jonas pergunta sobre 0 amor

Jonas: Pai, vocé me ama?
Mae de Jonas: Jonas, precisamos de linguagem, por favor!
Irma de Jonas: O que significa amor?

Mae de Jonas: Jonas usou uma palavra tdo antiquada que
j& nao estad mais em uso.

Citando Freire, Farell et al. (2017, p. 87) acreditam que “as
emocdes sdo inerentes ao self e sdo essenciais para o modo pelo
qual interpretamos o mundo” Entretanto, como vemos em Sousa
Santos (2007), os alicerces das relagdes sociais sustentam, mantém
e valorizam tudo aquilo que é cientifico, racional, positivo, homogé-
neo e hegeménico, deixando para o outro lado da linha os seus opos-
tos. Assim € que os sentimentos, as emogdes, a heterogeneidade, a
diferenga e as minorias sdo pormenorizadas, desvalorizadas, negli-
genciadas e, muitas vezes, eliminadas (ou tentam ser?) das relagdes
humanas em muitas sociedades modernas (estados-nagdes). Um
exemplo que se conecta diretamente a cena do filme supracitada é
o fato de que a educacgao vai se tornando, com o passar dos anos,
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séria (neoliberal e competitiva). Quando criangas, podiamos brincar
para aprender. Na universidade, aprendemos que estudar é sério,
debater é sério, escrever é académico e, com isso, como ja nos aler-
tou Rubem Alves (2001), em sua obra “Escola e sofrimento’, vivencia-
mos que aprender com alegria se foi hd muito tempo. Isso também
nos remete a Freire, uma vez que o educador defendeu processos
de transformagao, liberagdo e empoderamento, os quais acontecem
também por meio do amor (Freire, 1996). Complementam Farell
et al. (2017, p. 94) que

O amor sustenta todas as virtudes educacionais. O amor
sustenta a curiosidade e a humildade intelectual neces-
sérias para se aprender. O amor sustenta a abertura, a
tolerdncia, o compromisso e o respeito requeridos para
o didlogo. Além disso, o amor sustenta o cuidado, a cole-
gialidade, a coeréncia e a autenticidade necessérias para
ensinar (Farell et al. 2017, p. 94).

Com isso, a fim de problematizarmos a cilada dicotomica das
linhas abissais, recorremos a ecologia dos saberes de Sousa Santos
(2007) para reafirmar a importancia das relagdes dialdgicas entre
todos os conhecimentos. Estes, deveriam operar no consenso e no
dissenso, em que, por exemplo, amor e ciéncia pudessem ensejar
outros olhares em relagdo ao nosso fazer académico e educacional.
Esse esforco revela outros modos de olhar a relagdo eu e o Outro
gue, como bem argumenta Silva (2017, p. 10): “Nao bastava falar
sobre o Outro sé porque eu gostava do tema. O Outro que nos é
diferente e, a0 mesmo tempo, tdo igual’ Ainda, "O Outro mulher,
negro ou as margens que frequentemente desponta com represen-
tacOes esterotipicas, dadas as generalizagdes excessivas que dele
fazemos” (Silva, 2017, p. 10). E, ainda, damos as maos a Sharon Todd
para assegurar que olhar para a diferenga como uma questédo do
conhecimento implica perceber que "a alteridade é uma posigcao
forjada por circunstancias sociais opressivas ou pelo menos exclu-
dentes, e &, portanto, indesejavel. A esperanca € que quanto mais
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sabemos sobre o Outro, melhor somos capazes de entender como
responder a ele e como ser mais responsdavel” (Todd, 2001, p. 68).
Dessarte, somos capazes de, com o Outro, partilharmos o sensivel
nas relagdes humanas:

Denomino partilha do sensivel o sistema de evidéncias
sensiveis que revela, a0 mesmo tempo, a existéncia de
um comum e dos recortes que nele definem lugares e
partes respectivas. Uma partilha do sensivel fixa portanto,
ao mesmo tempo, um comum partilhado e partes exclu-
sivas. Essa reparticdo das partes e dos lugares se funda
numa partilha de espagos, tempos e tipos de atividade
que determina propriamente a maneira como um comum
se presta a participacdo e como uns e outros tomam
parte nessa partilha (Ranciére, 2005, p. 15).

Visto a importancia de um olhar plural para com nossos edu-
candos, a importancia de uma educacéo que privilegie aquilo que é
singular, heterogéneo de modo que a relagdo que construimos com o
Outro possa ser significativa para nés e para o Outro em uma posigao
de troca, de aprendizagem mutua, é que iremos finalizar este estudo.

CONSIDERAGOES FINAIS:
UMA PROPOSTA DE LETRAMENTO VISUAL

Iniciamos esta reflexdo com diversos questionamentos.
Apoiados na transposicdo de nossas interpretagbes de algumas
cenas de O Doador de Memodrias as relagdes sociais “reais’; podemos
afirmar que os discursos hegeménicos que circulam na sociedade
criada no filme sédo deveras similares a muitos discursos hegemoni-
cos que temos vivenciado especialmente apds os resultados das elei-
¢Oes presidenciais brasileiras em 2018. Assim, em ambos os mundos,
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o ficcional e o "real’, o objetivo dos “governantes” da comunidade
em propagar um discurso de "harmonia” e de "homogeneidade” e
ao mesmo tempo de “sujei¢cao” se concretiza no filme e a cada dia
no Brasil. Jonas utiliza estratégias discursivas para se contrapor a
ideologia dominante e se indagarmos: Quais seriam as relagdes do
filme com a sociedade (brasileira) atual?, é certeiro sustentar que,
em tempos recentes, hd um discurso univoco, hegemdnico e homo-
geneizante em que as minorias devem ser excluidas ou silenciadas
em nossa sociedade. Essas discussoes exemplificam alguns dos
guestionamentos da area do letramento visual que, segundo Mizan
(2012, p. 277) mostra de que formas “a linguagem imagética e sua
construgcdo de conhecimento do mundo sdo geradas tanto dentro
de um contexto sécio-histdrico-ideoldgico especifico quanto dentro
de relagdes socioecondmicas especificas entre os poderosos e os
subalternos” Assim é que os letramentos visuais se tornaram, hoje
em dia, uma drea essencial dentro dos estudos de letramentos,
pois: 1. Questionam a representatividade das imagens (fotografias,
cinema, multimodais) colocando-as como construtoras de reali-
dades sociais, e ndo mais como meras representagdes do real; 2.
Promovem uma transdisciplinaridade advinda dos estudos culturais,
sociologia, antropologia, filosofia, educagao, estudos de cinema, foto-
grafia, artes, entre outros, a fim de problematizar as imagens que
circulam contemporaneamente; 3. Incentivam e valorizam préticas
pedagdgicas em que as imagens passam de meras coadjuvantes
(por exemplo, complementos de textos escritos) para protagonistas
na construgao de sentidos.

Com isso, nosso posicionamento enquanto professores/pes-
quisadores é de que podemos (ou devemos) levar tais questiona-
mentos para as nossas salas de aulas, educando e ensinando linguas
por meio de discussdes advindas de praticas de letramentos visuais.
Muitos sdo os questionamentos possiveis a partir do filme. Algumas
estratégias de ensino podem ser realizadas em sala de aula:
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. Quiais séo as interpretacdes construidas por cada estudante?
Como estas dialogam ou se distanciam uma das outras?
Como discutir a expansdo do olhar ou a diversidade interpre-
tativa por meio deste filme?

. O que os estudantes entendem por conceitos-chave da
sociedade moderna, tais como homogeneidade, igualdade,
desigualdade, harmonia, uniformidade, histéria, memodria,
emocdes, sentimentos?

. Quais séo as possiveis relagdes entre ficcdo e realidade? O
contexto local dialoga com o filme estadunidense?

. O que o filme nado aborda mas deveria? Quais sdo as
suas fraquezas? H& outros filmes que dialogam com
este? Em quais sentidos?

. Foi possivel aprender a lingua inglesa ou lingua portuguesa
com o filme? Em quais momentos e quais atividades?

. O que os estudantes desejam debater? Como querem con-
duzir as discussoes, analises e atividade em relagdo ao filme?

Com essas propostas de agdes pedagdgicas, incitamos
nossos alunos a refletirem tanto nas questées filoséficas e sociais
que estao no entorno do filme “O Doador de Memérias', quanto em
préticas discursivas que permitam-lhes expressar modos de pensar
e de agir, incentivando a construgdo da subjetividade.
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Este texto foi publicado por Cotrim Silva em 2019: SILVA, A. A. C. Letramento Critico (Visual e Racial):
Desconstruindo representagdes univocas e suas violéncias. REVISTA X, v. 14, p. 168-180, 2019,
Nesse sentido, o estudo sobre “representacdo da violéncia” assume uma amplitude consideravel,
dada a natureza indissociavel dos conceitos “representagéo” e “violéncia, assim, denominado, por
nos, de "violéncia da representagéo”

Ler informagdes mais detalhadas a respeito das tentativas de ruptura da representagdo
hegemadnica na tese de doutorado de SILVA, A. A. C. O sensivel (ndo) partilhado: a violéncia poética
e politica da (ir) representagédo do negro em Hollywood, 2017

This work was published by Ferraz and Mizan in 2019: FERRAZ, Daniel de Mello and MIZAN,
Souzana. Visual Culture Through the Looking Glass: vision and re-vision of representation through
genealogy and cultural translation. Trab. linguist. apl. [online]. 2019, vol.58, n.3, pp.1375-1401. Epub
Dec 09, 2019. ISSN 2175-764X. https://doi.org/101590/010318135765115832019
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This is an expression created by the far-right (the president of the nation included) to minimize and
mock the racist and homophobic events. Thus, they say it is mi mi mi (crying talk) when a black
person or a gay person (seen as snowflakes, in their terms) is discriminated either through jokes
or symbolic violence.
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https://www.harmoniarosales.com/collections

Available in: https://www.leonardodavincinet/the-vitruvian-man.jsp. Acesso em 29 de novembro
de 2016.

Available in: https://br.pinterest.com/faustobraganti/harmonia-rosales/?lp=true

Retrieved on: https://hinditimesnownews.com/trending-viral/article/happy-new-year-2019-welcome-
new-year-2019-with-these-beautiful-quotes-messages/339056. Access on 1jan 2019,

Retrieved on: https://21121m.co.l/a10n-7wan-bIan-KNi7'0-1nmp/27aw Access on 1jan 2019,

Retrieved on: http://portaldoamazonas.com/felis-natal-sim-prefeitura-apoia-funcionario-apos-erro-
ortografico

https://www.reddit.com/r/brasil/comments/b1176d/%C3%A9_isto/

https://www.theatlantic.com/entertainment/archive/2019/04/how-john-singletons-
boyz-n-hood-got-its-name/588385/

https://www.imdb.com/title/tt1666185/

https://www.newyorker.com/culture/postscript/mourning-john-singleton-a-guardian-
of-black-cinema

https://www.indy100.com/article/racist-graffiti-english-language-walthamstow-london-artist-
chris-walker-8658966

https://www.facebook.com/search/top/?q=Taj%20Ali%2C%20racist%20graffiti&epa=
SEARCH_BOX

https://www.publico.pt/2019/04/29/sociedade/noticia/acto-xenofobia-leva-protesto-
estudantes-brasileiros-faculdade-direito-1870928

This text was published by Mizan and Ferraz in 2019: MIZAN, S, FERRAZ, D. M. The postmodern
turn in prosuming images: Juxtaposition, dialogism, and the supplement in contemporary visual
culture, Dossié Especial FICLLA, REVISTAX, Curitiba, volume 14, n. 5, p. 126-150, 2019.

All'images 1, 2 and 3 were retrieved from the artist's Instagram profile. https://www.instagram.
com/p/Brsidbnh2Zm/?utm_source=ig_share_sheet&igshid=o4laqv6vox8f Access on February
20th, 2019,

All images 1, 2 and 3 were retrieved from the artist's Instagram profile. https://www.instagram.
com/p/Brsidbnh2Zm/?utm_source=ig_share_sheet&igshid=04laqv6vox8f Access on February
20th, 2019.

Al images 1, 2 and 3 were retrieved from the artist's Instagram profile. https://www.instagram.
com/p/Brsidbnh2Zm/?utm_source=ig_share_sheet&igshid=o4laqv6vox8f Access on February
20th, 2019.

Pratt (1992) coined the term "contact zones" to refer to social spaces where cultures meet, usually
in unequal relations of power in situations such as colonialism or slavery (p. 4).

https://marta-omeucanto.blogs.sapo.pt/igualdade-e-equidade-628108 Access on Sept 12019
https://br.pinterest.com/pin/325455510564931892/?Ip=true Access on Sept 12019
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https://me.me/i/equality-equity-inclusion-revolution-ftp-e1098c8d2fae4d4ca90094769707632d
Retrieved from www.google.com Access on April 23rd 2019,
https://enwikipedia.org/wiki/Girl_with_Balloon

Source: Page of The Mercury. Retrieved on: https://wwwthemercury.com.au/news/world/
banksys-shredded-girl-with-balloon-renamed-love-is-in-the-bin-says-sothebys/news-story/
f5a2143c58¢694661901dd35dbb459b3 Access on April 23rd 2019,

Source: Page of Aim at Art https://www.aimatart.nl/en/a-different-look-at-communication-get-
inspired-by-banksy/ Access on April 23rd 2019,

Source: Site Histéria das artes. Retrieved from: https://www.historiadasartes.com/sala-dos-
professores/as-meninas-velazquez/ Access on April 23rd 2019.

Source: Bienal 2018 de Sdo Paulo. Retrieve from: https://wwwifolha.uol.com.br/fsp/ilustrad/
fq150202.htm Access on April 23rd 2019.

Retrieved from: https://casavogue.globo.com/LazerCultura/Arte/noticia/2018/09/waltercio-caldas-
seleciona-obras-que-falam-de-tempo-e-espaco-para-bienal-de-sp.html Access on April 23rd 2019.

Retrieved from: https://casavogue.globo.com/LazerCultura/Arte/noticia/2018/09/waltercio-caldas-
seleciona-obras-que-falam-de-tempo-e-espaco-para-bienal-de-sp.html Access on April 23rd 2019,

This text was published by Mizan and Ferraz in 2021, on Revista Brasileira de Linguistica Aplicada,
Special Edition: Educating in Pandemic times.

Source: https://www.revista-pub.org/post/24052020 Retrieved in 10 ago 2020.

Our translation: “This is not a president” Source: https://www.facebook.com/jornalistaslivres/
photos/a.292153227575228/1676788509111686/ ?type=3

Our translation: “The daily stroll of the virusian man" Source: https://www.brasil247com/charges/
homem-virusiano

The Gaia hypothesis, named after the ancient Greek goddess of Earth, posits that Earth and its
biological systems behave as a huge single entity. Source: https://www.sciencedirect.com/topics/
earth-and-planetary-sciences/gaia-hypothesis

Our translation: “Geography didactic materials have arrived in schools, sent by the Ministry of
Education’. Source: Facebook, author.

Source: https://www.fastcompany.com/90185896/street-artist-banksy-takes-on-global-warming

Our translation: "A fox is sunbathing in the junction of Gravias and St. Jones st" Source: http://
myagiaparaskevigr/eidiseis/4266-alepoy-liazetai-gravias-kai-agiou-ioannou

Source:  https://www.huffpostbrasil.com/entry/lions-in-south-africa-lazily-sun-on-road-absent-of-to
urists_n_5e99bea8chhbea5259d5b24a?riBn=true

Source: https://br.pinterest.com/tayncosta/desigualdade-social/
Source: https://www.instagram.com/p/CAlfeuXB1zV/?hl=en

Source: The meme juxtaposes two images: https://www.otvfoco.com.br/luciano-huck-expoe-
imagem-devastadora-gera-comocao/, https://revistamarieclaire.globo.com/Moda/noticia/2020/03/
em-meio-surto-de-coronavirus-fashionistas-usam-mascaras-grifadas.html
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Source: Facebook authors

In this meme there is a pun with the words Ministry and Mistery in Portuguese. By taking away

the syllable "ni" from Ministry, the cartooning creates an irony: “Mistery of Health’ Source: https://
twitter.com/brunnomelocbn/status/1269804528838336512?lang=ar

In this meme, the ophthalmologist asks the patient to read PAN DE MIC and the patient reads Communism.
Source: https://wwwdiariodocentrodomundo.com.br/essencial/caiu-na-rede-ensaio-sobre-a-cegueira/

Source: https://jornaldebrasilia.com.br/politica-e-poder/25-perolas-de-bolsonaro-sobre-a-pandemia-e-
contando/ Acesso em 10 ago 2020.

https://noticias.uol.com.br/colunas/camilo-vannuchi/2020/05/28/que-ameaca-comunista-e-
esta-de-que-0-governo-tanto-fala.htm

Source: https://wwwfacebook.com/MidiaNINJA/photos/a164308700393950/1943611365796999/?
type=3

Source:  https://wwwfrance24.com/en/americas/20200529-papers-still-separate-and-unequal-
us-cartoonists-on-the-death-of-george-floyd

Source: Pretitudes/Instagram

Source: https://www.facebook.com/alfamarama/photos/a.541995495910137/2734065720036426/
ype=3

QOurtranslation: “Children, the class is about to start, go to your study room and turn on your laptops" In
the enchanted world of neoliberals this is the solution for educating citizens. Source: Facebook author

QOur translation: Distance learning. Access the platform, do you activities and send them online.
Education cannot stop. Source: https://campanha.org.br/noticias/2020/04/28/dia-da-educacao-em-
tempos-de-pandemia-com-decisoes-de-olhos-vendados-para-realidade-nao-e-facil-comemorar/

QOur translation: Social inequality and Distance learning classes. Source: https://campanha.org.
br/noticias/2020/04/28/dia-da-educacao-em-tempos-de-pandemia-com-decisoes-de-olhos-
vendados-para-realidade-nao-e-facil-comemorar/

Our translation: Neoliberalism not only makes Brazil bleeds, but also destroys the dreams of the
next generation. Source: Facebook author

Source: https://www.facebook.com/photo.php?fbid=3061608897228798&set=pb.100001391544747,
-2207520000.&type=3

Source: https://www{facebook.com/trendingcomblog/photos/a.392089094540186/893481271067
630/7type=3

Este texto foi publicado por Mizan na Revista X, vol. 2, p. 264-278, 2013,
This text was published by Mizan in the journal Polifonia: Estudos da Linguagem, vol. 21, p. 68-90, 2014,
This text was published by Mizan in the journal Revista Dialogos Interdisciplinares, vol. 1, p. 126-138, 2015.

Este texto foi publicado por Cotrim Silva em: SILVA, A. C."As representagdes sensiveis do ser filmico,
permeadas pela estética da violéncia e o letramento visual” em Didlogos Brasileiros no Estudo de
Géneros Textuais/Discursivos. Letraria, Araraquara, 2016.

Django Livre de Tarantino é uma releitura de Django com Franco Nero, o qual, inclusive, faz uma
ponta no filme. Tarantino também se apropria da musica-tema, Django de Lufs Bacalov e Rocky
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Roberts. E curioso como a marcagao do compasso alude ao caixdo que Franco Nero trazia consigo,
da mesma maneira que ilustra as correntes que Django e seus colegas sdo forcados a arrastar.
Existe um paralelismo entre um ruido da musica e o chicote do cowboy ou o agoite do castigo.

In: http://brasil.elpais.com/brasil/2014/11/25/internacional /1416878092_531438.html . Acesso em
dezembro de 2014,

Este texto foi publicado por Cotrim Silva e Ferraz em 2014: SILVA, A. A. C,; FERRAZ, D. M. Representagdes
violentas do outro no cinema: perspectivas étnicas e educacionais no espago imagético. POLIFONIA:
ESTUDOS DA LINGUAGEM. , v.21, p43 - 67,2014,

Um pixel é a expressao visual, materializada na tela, de um calculo efetuado pelo computador,
conforme instrugdes de um programa. Questdes de Imagem, ECA, USP, 2013,

Do banco de imagens Google imagens, cena do filme, banco de imagens de livre acesso.

Leis locais e estaduais em vigor entre 1876 e 1967 no sul dos EUA. Pregavam a segregacao racial,
sobretudo de negros, em todos os locais piblicos (WILLIS, SUZAN, 2008, p13).

A esse respeito, ver os documentarios The Fog of War: Eleven Lessons of Robert S. McNamara
(2003) USA - Direcao: Errol Morris e Why we fight (2005). Inglaterra/ Canadd - Diregéo: Charlotte
Street.

Este texto foi publicado por Daniel Ferraz e Gabriela Tomizuka em 2021 na Revista Policromias.
https://wwwyoutube.com/watch?v=jVd7UKNVcGQ Acesso em 10 jun. 2020.

https://commons.wikimedia.org/wiki/File:C._Allen_Gilbert-_The_Kodak_Girl_in_Fair_Japan,pg
Acesso em 10 jun. 2020.

https://wwwilickr.com/photos/smallcurio/43278078242 Acesso em 10 jun. 2020.
https://wwwilickr.com/phatos/smallcurio/43278078242 Acesso em 10 jun, 2020.

Este texto foi escrito por Rosana Furtado (UFES, in memoriam) e Daniel Ferraz em 2018, Ele é
inédito para este livro.

A partir deste, todos os fotogramas foram retirados do site aberto Youtube.com. Disponivel em
https://wwwyoutube.com/watch?v=d6Muy8TNCHQ Acesso em 03 jan 2019,

Sinopse retirada do site “adoro cinema’ < http://www.adorocinema.com/filmes/filme-195540/ >
Acessado em 24/10/2016.
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