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PHOTOGRAPHY AND THE POLITICS OF
REPRESENTATION IN THE FRACTURED

TIMES EXHIBITION

Helouise Costa

There was a certainty of the importance of photographic media. The entry of photography i"t‘; ths
museum came in the wake of the explosion of traditional supports. The classic photographers Sto0
on one side and, on the other, the dematerialization.

Walter Zanini'

When asked about the situation of photography in museums during his period as director of MAG USP, Walter
Zanini was assertive in stating that it contributed to the disruption of traditional categories of art Such_ag
assessment is shared by authors of the so-called postmodern critique, such as Douglas Crimp and Rosallill |
Krauss®. For Crimp, the entry of photography into the art museum highlighted the crisis of modern art and hS :
alleged autonomy. Krauss, in turn, makes explicit the contradictions of the process of incorporating Photogragez
into the art museum based on the categories of art history. If we consider that photography was mco.rpﬂfat : :
into MAC USP in the 1970s, a time when its collection was expanded and updated, we will see that, In fact,

: : b
played an important role in questioning the premises of modernism and in facing the new challenges posed by
contemporary art, :

This essay aims to reflect on the presence of photography in Fractured Times. The result of a collective curatr:j
work, the exhibition proposes to revisit sensitive moments in the history of the 20th and 21st centuries 1O
the MAC USP callection. Photography tsel is not the object of this reflection, but placing itin the broader %
of 1970 cuural critique, which made it a key element in the questioning of the politics of reprosonta!

A: anthropologist Elizabeth Edwards notes, this phenomenon led to the destabilization of the auth
photography as a producer of truth, enabled the emergence of micro-histories of visuality, encourag®
cultural encounters and raised gy

idence of the close relationship of phatography with materiality and en
| 1 Interview provided by Walter Zanini to the author in April 2008,

 See: Douglas Crimp, Sobre as ryjp
: upias Crimp, So Inas do museu. Sa0 Paulo: Mart ; Rosali g S0
Totordc. Barolng: Cuses s mose artins Fontes, 2015; Rosalind Krauss. “0 espago dis

Photography”. In: Ruby Banks (ed.) Made to be Seen: A History of Visual Anthropology. Chicz



he specific point of view of anthropqlogy, Edwgrds‘ reﬂgctions can be perfect
e 1970s. That was when a S|gn|f|can.t portion of art|st§ refused the aestheticizatipp of

aohy with a modernist bias, investing in the rgsumptlon qf documentation in other terms Incorporaeg
photogrbp :der universe of contemporary artistic practices, especially those of a conceptual nature, Photogragy
::”;ﬁttr?t?ut;?j to the questioning of art, the artist an_d their social role, gave visibility to new themeg and Coﬂtributez
to the construction of counter-hegemonic narratives.

Fractured Times highlights the critical potential of the. photqgraphic image, tqking into aggount not only its history
in the museum’s collection, but mainly the possibilities |t_ oﬁer; to question the DO|!tICS of representation of
different social groups today. Between the individual, the institutional and the collective, photography transits
through different themes and temporalities, as we intend to show below through the analysis of some sets of
works present in the exhibition.

Despite starting fromt ly transpogeg

to the field of art of th

*

The incorporation of photography into the MAC USP collection began with the exhibition 9 fotagrafos de Sao
Paulo, held between May and June 1971. On the occasion, the museum was donated works by Boris Kossoy,
George Love and Aldo Simoncini and acquired works by Maureen Bisilliat, Claudia Andujar and Cristiano
Mascaro. This initial core of works already pointed to the diversity of themes, approaches and supports that
would characterize the presence of photography in the Museum?.

Boris Kossoy's After of Dance, for example, is part of the Journey throught the Fantastic series, which gave rise
to the book of the same name published by the author in 1971%. Boris Kossoy's first contact with the universe
of dreamlike and fantastic images took place in the 1960s, when he attended the drawing course taught by
Fernando Odriozola. Around 1969, he began to produce photographic images in line with the principles of
magical realism, to which he added references to cinema, theatre and advertising.

In Kossoy's images published in Journey throught the Fantastic we see situations in which elements that
destabilize the logic of everyday life are inserted They are staged photos and most include human figures that
embody different characters: the bride, the conductor, the harlequin, the dancing couple and the minotaur. The
female nude and inanimate mannequins can be seen strategically placed on stage.

N by Kossoy for his stagings fit into the concept of non-place, coined by the F"’"FE
0¢, which refers to places of passage, characteristic of the contemporary cit wi
sh affective bonds. Marked by transience and utilitarianism, these places contribute t0
meaninglessness of oyr daily actions. The bride at the train station, the young womn

: 0
Uple dancing at the Congonhas airport and the harlequin on a random road are some
9 out uprootedness and loneliness feelings.

Some of the places chosen b
anthropologist Marc Ay
which we do not establi
highlight the degree of
on the overpass, the ¢co
the characters that brin

Joumey throught the Fansyi > The book i
composed of 3 successiantasnc stands out for jtg experimentalism and complex narrative. The

: ; 85
the unspeakable of thy s VISual micro-stories that fuse realism and fiction, having been able t0 fxg(f’
S& times lived under the military dictatorship with the subtext not being understo

the agents of repression.




The 10 photographs by Cristiano Mascaro,_ qfﬁthe Barrientos’ funeral series, were
then young photographer during a trip to Bolivia’. Mascaro was sent by Veja magazine to gy death o
country’s president, René Barrientos Ortunio (1919-1969), killed m'a hehcopter crash. A Conservative Milit
man, Barrientos came to power through an ar_med coup and r_emameld President between 1954 and 1969 |
1967, however, he launched himself as a candidate for the presidency in quect elections and wag easily 9|ecie(rjl
due to his enormous popularity. His great acceptance am_ong the country s les_s favored POpulation wag dug
his dual origin—Spanish and Quechua—which allowed him to ’address the indigenous People and fielq Workers
in their own language, placing himself as one of them. Accordmg to speculation that circulated at the time, hig
disappearance was linked to the death of the guerrilla fighter Ernesto Che Guevara, captyred and killed dl;ring
his government.

Produceq i 1969 py the

Cristiano Mascaro chose to photograph Barrientos’ funeral from the point of view of the popular reaction
instead of recording the official protocol of the event as usual. He recorded the local population, mostly of
indigenous origin, expressing their grief at the loss of the populist leader, regarded by them as a benefactor
As a set, the series proposes an almost cinematic narrative and uses resources such as internal captions tg
create greater visual impact. The bodies of each of the individuals, united by suffering, seem to transform intg
a single collective body. The photographic series Barrientos’ funeral was presented in the 9 fotégrafos de
Sao Paulo, being the first exhibition in which Cristiano Mascaro participated. Like the work of Borig Kossay,
Mascaro’s photographic copies were mounted on rigid supports, in poster format, a widely resource used at
the time, which alludes to the materiality of the image and to its presence in the domestic space as a decorative
element. Acquired by MAC USP in the same year it was exhibited, the series testifies to the incorporation of

photojournalism into the collections of art museums in the 1970s and speaks of the various ways of seeking
the truth of the facts.

Hildegard Rosenthal and Alice Bril are two modern photographers, considered pioneers of photojournalism in
Brazil, who not by chance had their works incorporated into the MAC USP collection in the 1970s, an initiative
by Walter Zanini”. The exhibition Hildegard Rosenthal — Photographies, was organized by him in 1974 aqd
resulted in the recognition of the photographer by the artistic circuit. Phatographs produced by Hildegard n
Lasgr Segall's studio were among the nine series exhibited. Two of them are exhibited in Fractured Times' !
the flrsF, the artist appears painting a portrait of Lucy Citti Ferreira who, as a muse, poses for him piaying ltne
ac?cordlon. In the second, the numerous Canvases, carefully arranged in the studio, reveal the artist's obsessiof
with L.ucy’s face, SO often captured in his paintings. In exhibition these photos are a counterpoi.ntlto a Stee"d
?hoertrzrag py Lucy Citti Ferreira in which she is alsg depicted playing her musical instrument. The pg}mtmg,;‘;o
mirric))rsw\(:;lésayear' unveils her affinity to mysic and reminds us that she was also an artist. As in @ g2

. . | 1 inqing {0
o re lqvolved N an imagery of seduction and power established between the two artists, e
& Complexity of their Social and gender roles.

Alice By tal1950"

angig;ﬂ;,‘,’,g t:feso-ther hand, has two of her series featured in Fractured Times: Juquery Hoséo Itﬁf;?:me

% o comao' Pgulo, 1954, The first Wwas produced in the psychiatric hospital that Jgn Sthe St

Helena Groy. z, missioned by the artist Maria Leontina, whom Brill had met while aﬁe"dmgm'shthem
P- The second wag vommissioned by Pietro Maria Bardi, whose objective was to PUbl

Por Hildegarg Rosenthal e Alice Bril” R IEB, D
: , Dossig

13
de arts!
raiectori . e
ng;;o;: Photographers, see: Helouise Costa, “Sistema de arte & relagaes de géne |
8 According tg 1, : Mulheres, arquivos ¢ memorias, 2018, pp. 115-131.
€ Website of the Moreira Sajleg n
usp

51 Photographs i
n stit
M5, 2009, " (2L MAC USP oy 57 g0 some ofu::hﬂ:hlfs

of
- corigs CONSISBY
). the institution that owns the patrimonial rights to Alice !3’!" 3 vg,': 1y- siofa®
are duplicated. See: Alice Brill. Arte e inconsciente. Trés visoes S
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e city of Sao Paulo®. In the Images taen at Juquery
in a commemorative book of the 4ttpagzgzesn?rgymozht: entr:ﬂce of the_esta.blisthme‘rtlr’:, EEFQUthh{%cour ard,
l:n?:ecgrill offers a record Ot];: r;ftljéiographer highlights 50?9 hOfot(?s SISSf?t;esnSSurvr:; . ane(;rBCeﬁggogszOm:
| ighborho ,

to the ar; t;t:(il;y ;\;hsegg Paulo, Brill tereF;Se ;Z;ﬁ;%ha{:ma%/r;aduto do Ch'é,’ casting her gaze on the Precarioys
.ma%eosng in the center, suc.h. as Pragiioi of the Afro-descendants resildln‘g In the cap|t?r rr\:eg Utnm:f ?lher
lcoocnaditions in which a Sigmﬂcix O#r\lice Brill does not glorify mOdif_”'zjt;roomﬁtefg\e’ﬁzfis ::f pf;ggrrae s‘:mns
PP Worktlr?gte\l/tift;rt]iinizes’the Black population disenfranchise

of a social process

: ' ies Rio Negro Expedition,
; d photojournalism can be_ found in the series R/q
Anunusual approximzton bet\,‘:leedeqoar:hinmiseum by the author_ ! 2(? ?iz/e%nhtzecr?ﬁgss]oodna%fdtg‘;r?r;faf?ig
e Frajm'u'nd, P - PG (R S, Raymlor)d i t to the Auschwitz concentration
LT exhlb'F'O”- Blomh' Ay’ D Jawisty gl e ws til he managed to undertake
s P hlsremained for two years doing forced labor ulrlled to Brazil in 1953 and firgt
camp at the agehol‘ 1Sérg:tif:d t?is survival. Still impacted by the war he trave
a risky escape that gu

otographer for the newspaper
in the capital of Sao Paulo, where he began to work as a photog p

decided to settle in the

0 Estado de S. Paulo.

. tist Fldvio de Carvalho as 2
, - he was hired by the ar d on news
. iving in Brazil for five years when ‘ _ Id be loosely base |
AR D hvmfgl m“?r: the modern surrealist style.”" The film Wodlf been kidnapped, as a chil,
i tt[|')] n:)ar:saofl [t?we time about a white woman who had supposedly
published in the

joined the
m im m Olga Walewska also jo
by an indigenous group. In addition to Raymond Frajmund, Eva Harmst and g
yanin roup. Ir
team as actresses in the film.

. ition to Rio Negro,

: B d for permission to join an e’_‘pedmon o objective
In order to make his projectt Vlta:rgesgrl?/:lclg ?;P%aglezgoarzfﬁated b;;/ the Sert?r]isti Z)Tufﬁé \Q::dnsaﬁi‘gshg(ised w
elPhes byth? Inldlar:il?rcc]jie(;r:ous groups, including the Waimiri and the Xiriana'2. ent given to the newspagehr
gk con:ac(} n at:odg c%nﬂicts betweén Carvalho and the others. In a_S_fate;?avio broke off refations Wﬂs
ILLJJIE%Z t’szfateFrelx?mSL?nd tells that about 15 days after the startl of the GXDGS:‘QOSV 0 cameras were his and | wa
him, who fo;bade him to continue filming: “I couldn’t do any’[hlng begaulfies o
at hi’s Service.""® Besides the conflict Frajmund kept photographing by
The set of 4

ing to

ccording
jmund. Taken accord e
Photographs gathered in Fractyreq Times are by Rayn;]?ﬂrﬂi;?la ot expt.rCle!'; mEven
the pattern adopteg by the illustrated press of the time, the photos , ges and not as individuals.
APpearance and behayior of the indigenous Peoples, understood as typ

itute rare
. d, the images
though it is still necessary to confirm the ethnicity of the group portraye
records of the troubleqd EXpedition.

Mazdnia: medg de film

This Expedition to the Mazon wag announce

ar os indios”, Ultima Hora, Nov. 19" 1958.
lhrough the stre

r 0l

i gummer e’

. raded S S .
ion in which he pa

d by the press of the time as Experigncia n. 4 because ‘hi agg;r:ga Flavio de Carvalh?

feets of downtown 340 Paylp had been Named Experiéncia n. 3. See: Amanda Bonan and Ren%: e Dale, 2019.

40 Paulg; 0ai Cultura], 2018; Kiki Ma.zzucchelii. Fldvig e Carvalho, o anlropofago ideal. Sao Paulo: Almei

13 Ultima Horg, Nov, 1gn 1958,
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; ext of contemporary art, portraiture often Makes otherpeg o, .
From the 1970s Onwarisdflcié&eoiot?lte expressiveness of the portraygd figure Or exaticism, butigk?:gl:gg]
no |0I’Igerfrolm the 90'”8 feminist claims or even gender and sexuality issugs in 5 broad sengg. Robe
account sqma! refat'lon éituaﬁons produces a sequence, almost cinematographic, of portrajts 0f a gry
Okumura, in his serle§ e s,treetS- Inquisitively, they return their gaze when they perceive themsewes
of boys who seem tor:nto rapher’s attention, denouncing the asymmetry of class relations. Letigja Parente
as the object of thep Oofga model’s face, in an operation that makes explicit the Way in which women's
RIS th? ]miﬁeir social roles in patriarchal societies. The performative dimension Of self-portrajtyr
appe_aranqe delagtie ks featured in the exhibition. Anna Bella Geiger, on her part, appropriates stereotypeg
lsesidarin ngeral oy opulation, conveyed in postcards, to stage the impossibility of meeting this other
images of thmn?ﬁgjzr;rc])uasng Smptie dlof any subjectivity. In Gretta Sarfate’s works, the self-portrait is the
[rgiiftdo:v;:rfz);;give actions in which she fragments her own body, transforming these records into tools
for investigating sexual roles in contemporary times

The performative actions is also at the core of some works of Hudinilson Jr., as in the case of Narcisse |

Exercise of Seeing Myself VIl'*. The artist's trajectory began when hg;;aj\ ta;jhmztted ;oﬂ::g ﬁr\]r::ggob:\;grii
' 1975 and 1977. € sam ;

Penteado College (FAAP), where he studied arts between_ ' ; |

attend the School of Communications and Arts of the University of .Sao Paulo (ECA USP), wrr]lerﬁohe obbmgg

privileged access to a photocopying machine of the Xerox brand, which represented a new technology,

used almost exclusively for commercial and bureaucratic purposes.

Daringly challenging the

during which he interact

paper. Already at the tim

pragmatic use of the equipment, Hudinilson began to hold performance 2?;32";
ed with the machine, completely naked, reproducing parts Of his pody . s
€, art critics identified in his actions 3 parallel with the mythologlt?al figure of f:gz bodf
The work presented in Fractured Times is the result of this process and reveals .dE'HaIIS of’ the a:( Iwhich ;
récomposed as a large mosaic. The male human body was the main theme of Hudinilson Jr..s Wofrtﬁe soile
also represented in Refarence Notebook XVill, in which he engages in a voyeuristic exploration 0
objectified by the pornographic industry.

The fragmentation of the body also a

_ : en Bisilliat
| ppears as an artistic strategy in the series Black Skin by Maure
Born in England and naturalized Braz

g ing, which

lian, she initially dedicated herself to learning painting and df:;??s’t e
she abandoned in 1962 in favor of photography. Produced in 1 968, Black Skin is considered to btz‘j oy MACUS?
work in the field of Photography's, The series consists of 23 photographs, 8 of which are owne Sy exhibition.
having been incorporateq intg the collection after the aforementioned 9 S0 Paulo Photographer;
Maureen records the body of iticated play o
tp an affection of political vocation, as evalyateq by Claudinei Roberto da Silva®. Using a sophisticd '
lights ang shadows, the phot

ile making
0lograph ial ination with her model’s skin color, il
Teference to the ef Srapher materializes the fascination with e
Reisewitz performg

. [at
ort .to give social visibility to this portion of the Brazilian pOD_UIa“On' Sfftﬁaéifo, 2 Black
man, for ma aSimilar operation whep, he seeks to materialize his affection g Portrrﬁldhood memories:
s Ilarge-si n};years, Was at the service of his family in daily tasks and who inhabits his ¢ tlreminds us of the
discret o dzzmii)jhs: @ simple portrait becomes an monumental image tha

Omeone who, other

0, What would pe
esence of s wise, might not be seen.

14 Thiga

: 017.P-
nalysis Was grii 1 3 ¢ - MAC usk 2
T i ginally publisheq n: Helouise Cogyy, Fronteiras incerts- arte e fotografia no acervo do MAC USP. Sio Paulo:
3L “Pele preta®, 1.
16 Clauging Foma o2 Luz, vo. 3, 53 payi IMS, 2014,
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i Robertg g3 gi. «
Canas nas g O 98 Silva,

Pro
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1 2024.
2 : 14 April 20
demm"'a'*"’“i'l"-'-lSID.br:’painer-curatorial/clauc_iinei~robert0-da—snlva/. Access

P
's family, giving Ver
Conceigao in them, a Black woman close to the photographer’s fami ‘
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On thread aligys
. ing photography as a comm lo
Times exhibition Wh”e tai-(mg Ef today’s social movements, The friction
siting the Fractured s i identity claims f photography, offers us cifrent g
The challenge of ‘_’lus agendas of the 197the conceptual dimension OthFa)t e polics ofrepresrizion oy
us o connec‘F varlgs largely enabled by truth. and makes us awari uestions lead, inevitably, to 3 reflecﬁqn
between the ‘f”?,g W}]at is understood ase SOCiéI constructions. Suc -c(ja led *nermanent exhibit_ions””. I thi
0} ¥l QuiesiLe lly determined collectiv s and the role of the >0 latform for critical reflection open 10 the
result of hlstorlce:3 eyo f public art coflecﬂOTVIAC USP collection into a.g d to a collective vision of belonging to
on the imp?ﬁg Times seeks to turn? ;T\ifays oredictable, but committe
sense, frac ives that are no
- arratives

nstruction of na oty

goplural and inclusive society

17 The term “permanent exhibition” rg
display, Despite the h

fers to the b
Changes in thig con e

Ception, th

permatell
. le sets 0N '
mmutab

rennial and i .

Eginnings of museums, when collections were undefsmﬂgnags.tﬁrn exhibition.

erm continues to pe Used, but it has been replaced by




