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No principio © mundo néo existia.
As trevas cobriam tudo.
Enquanto ndo havia nada, apareceu
uma mulher por si mesma. Isso
aconteceu no meio das trevas.
Ela apareceu sustentando-se
sobre o seu banco
de quartzo branco.
Enquanto estava aparecendo, ela
cobriu-se com seus enfeites e fez
Como um quarto. Esse quarto
Chama-se Uhtaboho taribu, o
‘Quarto de Quartzo Branco’
Ela se chamava Yeb4 Burd, a “Avé do
Mundo” ou, também “Avé da Terral
— Umusi Parékumu e Torami-kehiri

arte € irma da histéria. Sem a
gente-artista para fixar numa
imagética o queseimpode lem-

brarno processo historico, talvez as nar-
rativas Coloniais-oficiais nao estivessem
crayadas €M nossas memdrias. Diversos
artistas, como Victor Meirelles (1832-1903)
COm Primeira missa no Brasil (1861) [img.
171, € Pedro Américo (1843-1905), com
Independéncia OuU morte (1888) [img.
19].'foram €ssenciais para que o bra-
stlewp acreditasse €muma

90s Desana-Ke hiripsra (g 4

Parokumu (Firmiang Arantes L'ane Umus;
1990) e Torami-keniri (i, Gome:)fgﬂ
e.um marco na Oficializacag de Oa?a),
histéria do Brasil, mes .

s : MO que estg ainda
nao circule nos livros €SColares

Anarrativa org| trans-
POsta ao suporte fisico de um livro instj-

9ou o artista Feliciano Lana (1937-2020j8
[imgs. 18, 20] a criar uma Imagética de-
sana* e influenciou outros artistas in-
digenas até o que chamamos de arte
indigena contemporanea. Da mesma
maneira, loseca Yanomami® [imgs. 21,22,
de posse do poder da voz e das técni-
cas pictograficas ocidenta Is, registrou os
momentos do contato entre sua cultura

€0 mundo branco e as correlagdes com

a cosmologia de seu povo. A figura do

artista indigena contemporéneo, que

atravessa o mundo e nos apresent.a

outras epistemologias e posigdes his-
toricas ndo assumidas oficialmente pe~|0

Estado, é essencial paraa manutengaO
e a propagacéo dos pontos de Vista
epistemoldgicos e historicos dos sujél-
tos indigenas.

16.

Carmézia Emiliano
Parixara, 2029
(detalne [detaill)

In the beginning, the world did not exist.

Darkness covered everything.
Out of this nothing. in the middie of this darkness, a woman appeared.
She appeared leaning against her bench made of white quartz,
She dressed herself in ornaments and built a room around herself
made from stone.
This room is called Uhtaboho Taribu, the ‘Room of White Quartz”
She was called Yeba Burd, the "Grandmother of the World"and
“The Grandmother of Earth."
— Umusi Parokumu and Torami-kehiri

rtis history’s sister. Without artist-people to transform things that must be

remembered from the historical process into images, perhaps official co-

lonial narratives would not have been forced upon our memories. Sev‘-
eral artists, like Victor Meirelles (1832-1903), with his painting Primeira mis;a np Brasil
[The First Mass in Brazil] (1861) [img. 17], and Pedro Américo (1843-1905), with his rndg-
pendéncia ou morte [Independence or Death] (1888) [Img. 19], were fupdarr}entgl in
the process of making Brazilians believe in an inventgd history of Brazn.whlc: “:?;
on today as a modern fiction and in much of the ofﬁma! record. In contrast, t eised
tory of the first nations—of those Indigenous to the C.ontlnent—r?as been r:i?; Brazn:
Very little documentation can be found about the-m in booifs wrlt'ten byc\;varl o
ians, partly because of a meager interestin Iistemngl to their stor:gs. ?nn) ol
of the right to have a voice (obtained only in Brazil's 19{38 Constitu ioséntat]on let.
Indigenous people did not even have the righ_t to pollt_lcal self-l;ipreumicatior.l o
alone symbolic and historical self-representation. In th|s sense, eKZhiripc")ré s
the book Antes 0 mundo nao existia: mitologia dos gnngos Desanefl—q bl
World Didn't Exist Before: The Mythology of the Ancient Desan;a—g; aim Fi)-kehiri e
by Umusi Parékumu (Firmiano Arantes Lana) (1927-1990) an

17.

Victor Meirelleﬂsms”
em img. 47 imeira missa no ’
Parte pelo parco Interesse do By | Img [f:?r';i}r:ss in Brazil, 1861 |
Pela €scutg € pelg asi Oleo sobre tela !
aVoz (obt; ausencia do diireito 57ia [Oil on canvas), 268x 356 cm
Ido apenas ng Consti ot Carmell Museu Nacional de Belas Artes.
de 1988), ot entao i nstituigao A artista cue Rio de Janeiro, Brasil
qQuer tin, B dirO: Indigenags Nemse-  Emiliano de origem macuxi’ nascﬁana‘
18G80 politicy ql:3 © 2 aUtorrepresen viveu na fronteira entre Brasil € Gudros
€ntacao ssmt'ac')uc dlré. d autorrepre- A estética presente em s€US qua ian
Sentido, 4 Dublica(?ée Nistérica, Nesse  transita entre influéncias de FeHclas e
Mundo , : O do livro A ami, M
SXistia: mitoinar. S5O Lana e de Joseca Yanomamb T o
mltoiog,a dos anti- se odo, de ir alem d6| .
paz, de certo modo, Denilson
Baniwg




artisticamente. Sua produgao nao se pOosse dos seus Pensamentos, Ela

g ent3 , ; i
restringe nem ao cOSMOJgoNICoO NéM  NOS apresenta a Maloca go Japo SEZ Gomes Lana),_ls a watershgd moment as it marks the emergence of a new, official H
a0 contato, pois representa e elabora  juventude, os segredos da damu;id 7 Indigenous history of Brazil, even if it does not yet appear in schoolbooks. {
ibridizaca 5s-contato, em da parixarae d ", The translation of Desana oral narratives i
a hibridizagao cultural pos-contato, P € de outros elementog que ical book prompted artist Feliciano Lana (1937-2020 [ 8 1
que a cultura ancestral macuxi resiste num conjunto, formam sug identidade' into a physica ] P ) ' mgg, ,20] tg cre- | \
2 realidades trazi-  indigenaroraimense. A arti ate some Desana imagery. whose work has influenced other Indigenous artists to 1
e AcApla/as npva::: - histor . ) 'Stadeclarag portray their stories. These contributions from many communities have become a ‘
Hn Colonlza(;ao_da s ama e ntlacu?q, n~a qual o que Poderia part of what we now call Indigenous contemporary art. Similarly, Joseca Yanomamis »
e o = B EAVIEAD (ntHE & chegada [imgs. 21, 22] has recorded moments of contact between his culture and the white
comousodoalgodao,nosapresentam  do gado e das fazendas) se transforma world, as well as drawn correlations with his people's cosmology and of those from il
B SRS = resistencia. Nas: lutss pelo terri- other cultural framewaorks, making use of the power of voice and Western pictorial it
em transito, no qual a cultura macuxi toério — e quando finalmente o conse-

technigues. The figure of the Indigenous contemporary artist, who traverses differ- I
ent worlds and presents us with alternative epistemologies and historical positions
that are not officially adcpted by the state, is crucial to maintain and spread the {
epistemological and historical points of view of Indigenous peoples. ' ;

The artist Carmézia Emiliano, of Macuxi
origing was born and raised on the border of Brazil and Guiana. The aesthetic of

se assenta sobre técnicas ocidentais gue de volta — o que sobra sdo indices
ressignificadas e que servem de apoio  do invasor e o que era do estrangeiro
para a continuidade de sua existéncia logo € absorvido como estratégia de
enquanto nacéo. O tear trazido pe- luta, tornando os indigenas donos do
los padres europeus convive com os gado e das fazendas, masagoraemum

grafismos; a danga parixaraé embalada  sistema compartilhado de gestao, her paintings incorporates influences from Feliciano Lana and Joseca Yanorpat . |
however, she is able to go beyond them artistically. Her practice is not restricte f ll i
, ; . |
to cosmogony or contact; it represents and formulates a post cgntact ;'zc:;j;:sct)s il
o v cultural hybridization, in which the ancestral culture of the Macuxi peop i

and is adapted to the new realities introduced by the colon?zation of the Amaz.on ifiEg
region. Her works—often made with cotton—present us with scenes of\?vanct:ér:g i
and singing in a world in transit, in which the Macuxi gult_ure d!’aws.on esas : .‘;3 |
techniques that are re-signified and support the continuity of its e::]s;erri\ezfs - ; i |
community and as a nation. The weaving looms brought by Europ |

i

2

Feliciano Lana
Mito de Kamaueni e a origem do
aracu-de-pau e outros peixes
[Myth of Kamaueni and the Origins of
Aracu-de-pau and Other Fish], 2013-14
Aquarela, guache, lépis e caneta sobre papel
[Watercolor, gouache, pencil,
and penon Paper], 21x30 cm
Useu da Amazénia, Manaus, Brasil

; ; itar: ing and
exist with graphics; the parixara dance is accompanied by the guﬁig:;:g?y?mng
fishing are practiced using weapons and tools prought b.y the wdio té s
moves on as Makunaimf had predicted: the Indigenous village ac :.Is e i il
the life of the city, and everything coexistsin a world where isolatiol I
increasingly impossible.

M

POr notas de violao: 4 caca e a pesca

Nessa narrativa ar

S€ apoderam ; ; o8
dos brancos _d:xfjerramemas €armas  tistica, chegamos até sua yld? em Emi‘ |
Reimaprevica a*de? SeguecomoMaku-  Vista, capital de Roraima. E all qu'eias . 9.
W0 cOvMstenum Um0 a0 pode observar suas ol e packo Américo i
undo on isoy- : ; ico. aoMm dependéncia oum tith
lamento ficg T v de c? iso criar um mundo pictorico, ugar “n:’ne p,m ddnciscumans, il
masimpossivel.  tempo que apreende esse NOVO b Qeosobreteie Wt
armeézj HH | nvas), 415% /70U !
na fronteira entre m ezia Emiliano,  onge deveria ficar e permanecer. AQOriO M[uoslzrl":zlista da Universidade § 3
MUdanca de terme - 05105 trazessa longe da Maloca do Jap®, seu termer i f %
SerMacuxi ¢ ma?;Z?J: "Striaemque  sua existéncia e sua identidad® S-aonz i
ter me € seraldeaqq _ ; to Felicia |
memeména € alimenty-ig it €  prépria memoria. Enquan rpIeO |
> uaNdo de poge ana-  Lana se ocupa em traduzir © s
céIS.UHtaSet las. & de seus in em

y i ia desana.d
$:€ Como Yepy Buré de cddigo da cosmologia de

e
. xos d
a nos letrar em sisteras compie
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mundos e supramundos que sao me-
diados pelos pajés, Carmézia Emiliano
nos apresenta uma cultura macuxiem
transformagao constante, na qual os
mundos indigena e branco precisam
convergir para que O povo resista a
violéncia permanente do Estado. Dessa
forma,vemos em obras da artista, como
Aprendendo (2022) [img. 60], que o en-
sino das linguas macuxi e portugués €
tao importante quantc 0 aprendizado
de fazer ceramica, do tear de algodao,
do dangar parixara € do tecimento
de cestarias de fibras. Noutras obras,
a artista nos apresenta o uso de fer-
ramentas nao indigenas, bem como
de animais trazidos pelo colonizador
(cachorros, cavalos e gado); porém, ao
contrario de Joseca Yanomami, o agre-
gamento das novidades do branco ndo
€ um modo de negociar com o estran-
geiro, mas de conquistar a autonomia
sobre o proprio territdrio. E nds, como
espectadores, somos convidados a co-

qhecero territério macuxi pelas memo-
rias resistentes da artista.

Terraindigena Raposa Serra do Sol:
territério dos netos de Makunaimi

Upatakon kipi homologacso

mgrokc?okon Pataase homologa(;éo
Wikasa koopang preside,

) nte
wikesa man Lula ya

Wika§a Man wikasa man koopana
Presidente jyj5 Ya wikasa man
moro]

rokookon Pataase homorogado 2

Vinculados a um conjunto ge POVos
que compartilham a sociogeograﬁa
do Bra§ll,ada Venezuela e da Guiana, og
Macuxi tém em sua Cosmologia a pre-
senga do Makunaimi, o heroi que ajuda
no estabelecimento do mundo comg
ele € hoje. Ora sozinho, ora com g pre-
senga-ajuda de seus filnos-irmaos Anika
e Insirikan — sendo juntos os avés an-
cestrais dos Macuxi —, so eles que ela-
pboram a mudanga dos tempos antigos
para gue 0s humanos possam viver nos
tempos atuais. Nota-se que a primeira
mMengao escrita sobre Makunaimichega
ao sudeste na década de 1920 pelas le-
tras do etnologo alemao Theodor Ko-
ch-Grunberg (1872-1924).° Seu diario de
viagem, em posse do modernista Mario
de Andrade (1893-1945)° & transformado,
tornando-se Macunaima, o herdi sem
nenhum carater. A expropriagao da me-
méria macuxi (seja ela intencional ou
nao) nos fez conhecer um Macunaima
e silenciar o Makunaimi por um bom
tempo. Embora desconhecido pelo
Brasil, Makunaimi continuou vivo em
suas terras de origem. NO exercicio dé
pensar sobre violéncias coloniais, ten-
demos a afirmar sobre a agéncia de Ko-
ch-Grunberg e Andrade como mais um
dos muitos extrativismos reproduzidos
pela branquitude. No entanto, como Me-
kunaimi contou ao artista Jaider Esoel
(1979-2021),

Meu filho, eu me grudei na capa 98-
quele livro. Dizem que fui raptado. aue
fui lesado, roubado, injustigado. aue
fui traido, enganado. Dizem que V!
besta. Nao! Fui eu mesmo que U’
ir na capa daquele livro. Fui ed que
quis acompanhar aqueles homens.

. Carmeézia Emiliano, on the border be-
tween worlds, travels through time and history, because being a Macuxiis more

than being a villager—it is 'Fo have m‘emories and to nourish them through the act
of remembering them daily. When in the command of her paintbrushes, paints,
and canvases, she is like Yeba Burd in charge of her thoughts. She introduces us to
Maloca do Japo, her youth, the secrets of the Damurida’ dish, and other elements
of her work that, together, shape her Indigenous identity as a Macuxi from the state
of Roraima. The artist celebrates the history of the Macuxi. Emiliano transforms the
events that could have led to the extinction of the Macuxi people (such as the arrival
of cattle farms) into a story of resistance. In their struggle for territory—and when
they finally get it back—the signs of the invader are all that is left; alien things are
soon absorbed as a strategy for survival. Indigenous people become the owners of
farms and of cattle, but now within a shared management system.

In her artistic narrative, we arrive at her
life in the city of Boa Vista, capital of Roraima state. It is there that Emiliano can envi-
sion the visual landscape of her memories to create a pictorial world at the same
time that she is adjusting to living in this new place, where she would have to remain.
Now far away from Maloca do Japd, her territory, her existence, and her identity ex-
ist for her as memory itself. Whilst Feliciano Lana is occupied with translating the
complex code of Desana cosmology, as a way of instructing us on the complex
worlds and supra-worlds mediated by the pajés, Carmézia Emiliano introd.uces us
to her Macuxi culture in constant transformation, in which the white and Indigenous
worlds must converge so people can resist the violence constantly perpetfated by
the state. As such, we see in works such as Aprendendo [Learning] (2(_)22) img. 60]
that the teaching of the Macuxi language alongside Portuguese is as important as
instruction in ceramics and in weaving, in how to dance parixara and how to make
baskets. In other works, the artist reveals her use of non-Indigenous tqols. aswell ?s
animals brought by the colonizer (dogs, hOrses, and cattle); however, in contrast to

20.

Feliciano Lana
Mito de Kamauenie 8 arlgafn do
aracu-de-pau e outros peixes ;
[Myth of Kamaueni and the Origins ?4
Aracu-de-pauand Other Fishl, ﬁg::
Aquarela, guache, lapis e ca !
sobre?:apel [Watercolo]r. gf:ggr:;n pencil.
nd pen on paperl 3
Muieu %a Amazdnia, Manaus. Brasil
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Fui eu que quis ir fazer a nossa his-
téria. Vi ali todas as chances para a
nossa eternidade. Vialitoda a chance
possivel para que um dia voCceés pu-
dessem estar aqui, junto com todos.
Agora vocés estdo juntos com todos
eles e somos de fato uma caréncia de
unidade. Vi vocés no futuro. Vie me
lancei.Me lanceidormente, do transe
da forga da decisdo, da cegueira de
lucidez, do coragido explodido da
grande paixdo. Estive na margem
de todas as margens, cheguei onde
nunca antes nenhum de nos esteve.
Nao estive I8 por acaso. Fui posto 14
para nos trazer ate aqui.

Nesse sentido, po-
demos exercitar sobre a autoagéncia
de Makunaimi, que possibilitaria aos
Macuxi apresentar no contemporaneo

o que foi perdido por Koch-Grinberg e
Mario de Andrade.

Para que possamos
conhecer oterritorio que Carmézia nos

2l.

Aiyanomae m?::;? .Yanomami
: > npruu téhé, xapiri pé j
hema:a pé kual'. f’rahaﬁ hamé xap?;?p? r:ht’t:l;u
) '3"]: Xapiripé ithoimi, Kua yaro kamapc'i
— &e a 1 hayumamuy makii, ai yanomae
Xapiri maawi Yamaki ni yama thés hiria
totihi praimi 2011

[Q:::gg :Sml‘(anornami torna-se xama ¢ assim
e dep r:‘«tos descem até gle, Os xapiripg
el qu:“fm longe, nzo vem de perto, Por
Wi alem sobre suas terras, ngs —
Mas — nap entendemos bém
Suas palavras)

Whenay, i
S sp?ﬁngnc\:ml becomes 3 shaman this ig
sk vr:; cfiac:wn o him. The Xapiripé
i mThamWeven I away, not from Close

‘. we—the nm'shamamﬁ‘?o:?ﬁﬁkdd their langs,

words very well erstand thejr

apresenta, € pr(?ciso réconhecer os Ne.-
tosf de Makunaimi, e isso, de certa ma-
nel.ra, torna-se parte do modo comg a
artista ngs conta a presenga indigena
em Rc_;ra[ma_. Emiliano vale-se de syg
reminiscéncia e nos da chao firme para
que possamos caminhar seguros nesse
territério. O sequestro de Makunaimi
possibilitou acs sudestinos, agora no
Museu de Arte de Sao Paulo Assis Cha-
teaubriand (MASP) € guiados pela artista,
avisita a Terra Indigena Raposa Serra do
Sol, morada dos seus netos. Makunaimi,
como previsto, cumpre seu desejo
a0 se deixar sequestrar pelo mundo
dos brancos.

Obras como Lenda
do monte Roraima (2007) [img. 23] nos
apresentam o que fora um dia a“grande
arvore de todos os frutos’, que abastecia
0s povos da regido até que, derrubada
por Makunaimi e seus irméos, acabou
por acidente cobrindo o mundo com
seus frutos diversos. No entanto,ao nos
trazer obras que contam sobre 0S tem-

Grafite, lapis de cor, tinta de caneta hid
de cera sobre papel [Graphite. C°|°re
hydrographic pen ink, and crayon on papet’

P.
doagao [gift], Clarice O. Tavares, 2021, MAS
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Joseca Yanomami, the assemblage of white influences does not attempt to nego-
tiate with the foreign, but instead is incorporated to achieve autonomy over one’s

territory. And we, the viewers, are invited to get to know the Macuxi territory through
the artist's memories of resistance.

Raposa Serra do Sol Indigenous Land: The Land of Makunaimi's Grandchildren

upatakon Kipi approval

morokookon pataase approval

wikasa'koopana president Lula ya wikasa man

wikasa man wikasa man koopana president lula ya wikasa man
moro’kookon pataase approved?

Before we take ourselves into the Macuxi
world, we must know who owns the land that ignores borders and states. Linked to
a group of people that share the social geography of Brazil, Venezuela, and Guiana,
the Macuxi cosmology features the figure of Makunaimi, the hero who has made
the world what it is today. Along with the help of his children-siblings Aniké and
Insirikan—who altogether are the ancestral grandparents of the Macuxi—he has
changed ancient times so that humans can live in the present time. The first written
mention of Makunaimi in the southeast of Brazil is from the 1920s, and is recorded in
the writings of German ethnologist Theodor Koch-Granberg (1872-1924)° His travel
diary, in the hands of Brazilian modernist writer Mério de Andrade (1893-1945)"°
was transformed into the book Macunaima, o herdi sem nenhum carater [Macu-
naima: The Hero with No Character] (1928). The expropriation of the Macuxi memory
(whether done intentionally or not) meant we got to know a Macuna!ma, but It.SI:
lenced the story of Makunaimi for a long period. Unknown across Brazil, MaKUflalmi
remained alive in his land of origin. In our exercises of thinking about colonial vi-
olence, we tend to see the agency of Koch-Grunberg and Andradg as one of the
many extractive actions performed by whiteness in colonized Brazil. However, as
Makunaimi himself communicated to the artist Jaider Esbell (1879-2021

My son, | stuck to the cover of that book. They say Iwas kidnapped, that|was mjuﬂ“-‘;
stolen, wronged, that | was betrayed, deceived. They say | was a fool. No! It wa; ;Tise
who wanted to get to the cover of that booK. It was me who wanted to follow; rour
men. It was me who wanted to make our history. |sawinitall fr_'e e ONoW
eternity. | saw in it a chance so that one day you could be h_e re.‘wnth 'e very:vrﬁou in
You are together with all of them, but we are, in fact, lacking in i J'US h trance,
the future. | saw you and threw myself in. | threw myself dorr?*ranr, thro siion i
power, decision, the blindness of lucidity, my heart explodling in dreatPé no['mere
at the bank of all banks, | arrived where no one of us has ever been. | was

by chance. | was put there to bring us here."
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pos dos herois da criagéo, a artista néao
cumpre apenas o papel de narradora
cosmoldgica dos Macuxi, ela nos pre-
para para que possamos compreender
a CONExXao entre seu Povo e o territo-
rio, que se expande além da Maloca
do Jap6. Obras que trazem 0 monte
Roraima, lago Caracarana, 0s ances-
trais Makunaimi, Aniké e Insirikan e
seus feitos sdo importantes para que
possamos, ao olhar para outras obras,
como Pescadores (2008), Timbo (2009)
e Pimenta & ouro (2010) [imgs. 77, 46,
compreender que a ocupagao dos ar-
redores do monte Roraima se da como
heranga direta dos feitos desses herodis
conforme a historia macuxi.

Carmeézia segue cri-
ando possiveis continuidades da memo-
ria de seu avd Makunaimi com sua arte.

22.

i . ‘Jose@a ‘Yanomami
P 6?6 ;1: a panlpha, r:jaxé thotho kine para sisiripe xe,
e s;;e Xe, ixarori Ppexe, pedne pata here prararaa
Kamixz; eisi d1a~a pan‘k|§1 pata prerehe reakura kiri.
ol va‘im :naf.m yar_n.alq urihipe kue nikeru, kue yaro
n yayoai. ){apm yamaki pirio wi yama the urihig
hayumai tehe the3 hirimuu yayoa, 2013
N .
I ngzmt:; O peito do passaro saira azul, a arvore
Ml heia d'e p.éssaros safra azul, 0 som do
,esplrito do japim e Ixarori, 0 esplrito do japim
o Riorrig_s pingos de_chuva caem embaixo
Pt s éamixl tem Mo salra azul. Nossa
realmente diferentes. Q e oG

uand iri
aterra onde moramos, az 22;":”.'” falamos sobre

muito diferentes) FEARCEm

Inthistand thereisthe breast of the bluedacnis, the

salra birds, the sound

Arte naif ou Arte Indigena Contemporénea
cataloga¢des num mundo em branco

pirimooko yapiyai enu’kui
pirimooko yapiyai enu'kui
pirimooko yapiyai enu’kui
turuupan tuna enaya
turuupan tuna enaya?

A gente caga beleza ho mundo, na paisa-
gem,emtudo que e lugarl(..] Ha limitagdes
enormes para alcangarmos uma outraex-
pressao em qualqueridioma para falarda
experiéncia de um pensamento potente,
que se comunica em diferentes diregoes
com transmundos, que transita e que tem
o poder de criar reagées em cadeia nos
ambientes nos quais esses pensamentos
sd0 emitidos, nos quais S0 exprimidos®
— Ailton Krenak

Grafite, lpis de cor e tinta de caneta h_lgfg
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In this sense, we can consider the ongo-
ing agency of Makunaimi, who s_gpports the Mgguxi inthe process of bringing to life
what had been lost by Koch-Grunberg and Mario de Andrade |f’1 the present day.

Through this narrative, we can under-
stand the territory that Emiliano is present_ing to us, ar‘1d we must recognize the
living grandchildren of Makunaimi, and this, 1o a certain extgnt, bec?omes p‘a.rt of
the way that the artist tells us of the Indigenous presence in Roraima. Emiliano
makes use of her reminiscences to provide us with a firm ground on which we can
walk safely across her territory. The kidnapping of Makunaimi has allowed south-
eastern Brazilians, NOW through the exhibition at the Museu de Arte de Sao Paulo
Assis Chateaubriand (MASP) and guided by the artist, to visit the Raposa Serra do
Sol Indigenous Land, the home of his grandchildren. Makunaimi, as predicted, ful-
fills his desire to let himself be kidnapped by the white world.

Works such as Lenda do monte Ror-
aima [Legend of Mount Roraimal (2007) [img. 23] reveals to us what one day was
“the large tree of all fruits” which fed the people of that region until it was felled
by Makunaimi and his brothers, and ended up covering the entire world, by ac-
cident, with all its diverse fruits. However, by presenting us with works that tell us
about the time of the heroes of creation, the artist is not only playing the role of
the cosmological narrator of the Macuxi, but she is also preparing us so we can
understand the connection between her people and the land, which expands
beyond Maloca do Japo. The works featuring Mount Roraima, Caracarana Lake,
the ancestors Makunaimi, Aniké, and Insirikan, and their deeds provide an import-
ant foundation with which so to consider her other artworks, such as Pescadores
[Fisherpeople] (2008), Timbd (2009), and Pimenta & ouro [Pepper is Gold] (2010)
limgs. 77, 46), so that we can understand that the occupation of Mount Roraima's
surrounding areas is a direct legacy of the deeds performed by these heroes,
according to Macuxi history.

; Emiliano continues to create possible
links between the memory of her ancestor Makunaimi and her art.

Naiive Art or Indigenous Contemporary Art: Categorization in a White World

pirimooko yapiyai enu’kui
pirimooko yapiyai enu’kui
pirimooko yapiyai enu’kui
turuupan tuna enaya
turuupan tuna enaya.?

‘;Ve hunt beauty in the worid, in the landscape, everywhere [.]. There are huge lim-

et

t :txons for us to achieve another expression in any other language o talk about
€ experience of 5 powerful thought, communicated in different directions across
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Carmeézia foi catalo-
gada como produtora de arte naif, antes
chamada de arte “bruta” ou “popular’,
pois 0S N@o Macuxis reconheceram em
seurepertoriooguelnes parecia familiar,
comum em seu vocabulario. Coloca-la
na estante do naif ou mesmo da arte in-
digena contemporanea nao alcanga o
transbordamento da memoria da artista.

Quando a borda da categorizagcao nao
comporta mais o extramundo, aichega
na arte de Carmézia Emiliano.O que nao
¢ dito em tintas, pincéis ou tela € o que
nao pode ser classificado. A historia ma-
cuxi n&o € apenas a linha visivel da pas-
sagem do tempo, mas uma transcriagao
de mundos que se atropelam. Emiliano
espreita e captura a pintura de onga,
papagaio, porco-do-mato, abelhas,
beija-flores, peixes, pica-paus, araras,
mutuns & tucanos; mas também, com
suaarapuca-arte, fixaemtelaamemoria
da caxiri, parixara, algodao, ceramica e
tudo aquilo que a faz ser Macuxi. Esse
modo de recordar e gravar nao cabe-
ra num termo preexistente do mundo

23.

Carmézia Emiliano
Lenda do monte Roraii
[Legegd of the Mount Rorai::;? 2007
leo sobre tela, 60x 60 cn"\
Colegzo da artista
[Collection of the artist)
Boa Vista, Brasil .

pranco. E preciso um exercicig de ca-
<;,_ar gma palavra n'o mMundo macuy; que
sugmﬁque Para alem do vocabulario da
arte ocidental. Assim deve ser, quandg
colocados diante da criagéo de artistas
taurepang, tikuna, guarani ou qualquer
outra nagdo indigena.

Ha de se fazer um
exercicio de alteridade, pois Carmézia
Emiliano nao esta nem ne final nem no
comeco da arte macuxi. Ela esta na tra-
vessia. E, nesse lugar, nao cabem classi-
ficacdes, pois seria uma racionalizagao
entre oviver e o fazerarte, separagaoesta
que Ailton Krenak nao percebe ‘em ne-
nhuma das matrizes de pensamentos
de povos originarios que conheci. Todo
mundo que eu conhego danga, canta,
pinta, desenha, esculpe, faztudooqueo
ocidente atribuia uma categoria de gente,
que s&o os artistas™ Essa separagao ou
catalogagao congela o artista de origerrj
indigena e o desligade sua alteridade. He_l
de setercorageme extrapolar as frontel-
ras e epistemologias. Nessa travessia dé
mundos e memarias, saindo da Maloca

Denilson
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worlds,and which transits and has the power to generate chain reactions in the en-
vironments from which those thoughts emanate, [and] in which they are expressed®
—Ailton Krenak

Carmezia has been categorized as a maker
of naive art, previously called “orute’ or “‘popular” art. Non-Macuxi people identified in
her repertoire something that looked familiar, something held in common with their
own vocabulary. To put her on the shelf of naive art or even Indigenous contem-
porary art is not enough to encompass the overflow of the artist's memory. When
the framing of categorization can no longer hold what it attempts to contain, then
we get to the art of Carmeézia Emiliano. That which cannot be said with paint, brush,
and canvas is that which cannot be classified. Macuxi history not only documents
the passage of linear time but is a transcreation of worlds that bleed into one an-
other. Emiliano sees and captures the image of the jaguar, the parrot, the boar, bees,
hummingbirds, fishes, woodpeckers, macaws, curassows, and toucans in painting:
but also, with her art-trap, she fixes memories of the caxiri drink, the parixara dance,
cotton, ceramic, and everything that makes her feel Macuxi to the canvas. This way
of remembering and recording could not fit into a preexisting idea devised by the
white world. It is necessary to engage in an exercise of hunting for words in a Macuxi
world with meanings that go beyond the vocabulary of Western art. And so it should
be when we are placed before the creations of artists from the Taurepang. Tikuna,
Guarani, or any other Indigenous nation.

It is necessary to incorporate alterity into
an understanding of her work, given that Carmézia Emiliano is neither at the end por
the beginning of Macuxi art. She is at the crossing, where no classification is ﬁntng.
as it would mean a rationalization of a separation between living and the practice of
making art, a separation that Ailton Krenak has not seen ‘in thé thinking framework
of any of the original [Indigenous] people | have met. Everyone that | know dances,
sings. paints, draws, sculpts, everyone makes everything thatthe Westhas attributed
to a category of people, which are the artists™ This act of separation of categiczr:
zation freezes the Indigenous artist, disconnecting them from thgr alterity. Ictjta r?d
courage to extrapolate frontiers and epistemologies. In thisierassils o o s:m :
memories, moving from Maloca do Japd o MASP, Carmezia Erplllano !s at ttr:; tsshall
time Yeba Buro, creating conditions for the survival of Macuxi narratn."e(zsnaimi i
remain whilst having an influence on the history ofartin BraZII.' and Ma :d tastés >
Macuxi hero who, by taking down the Wazaka, spreads Macuxi colorsa
all of illi is si rid.

us, the illiterates on this side of the woOn e threshold between e emg; gal,;g
history, Emiliano is the protagonist of her own act of r_eswtanciv iyoa:::zas o
the impact of the city on Indigenous lifé without cieaSIng to beho o s the poWwer
been: Macuxi, the granddaughter of Makunaimi, and Qne w d Pedro Américo
of creating narratives. In the same way that Victor Meirelles an
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do Japo até o MASP, Carmézia Emiliano €
a0 mesmotempo Yeba Burd, criando con-
dicoes desobrevivénciadas narrativasda
origemmacuxique perdurardo enguanto
tivermos historia da arte no Brasil,e Maku-
naima, o herdi macuxi que, ao derrubar
Wazaka,espalha cores e sabores macuxia
nos,iletrados desse outro lado do mundo.
Na borda entre me-

moéria e historia, Emiliano € a protagonista
de sua propria resisténcia no transito
entre aldeia e cidade, mas sem deixar
de ser quem sempre foi: Macuxi, neta
de Makunaimi e artista, agora de posse
do poder de criar narrativas. Assim
como Victor Meirelles e Pedro Ameérico
escrevem e reescrevem a historia de
ocupacao, resisténcia e de possiveis

fgtgros para os Macuxi e suas i,
vizinhangas indigenas, a Chegadazun-
sas producodes artisticas aos museuse :
publicagdes nos codigos dos brancos
talvez nos faga compreendero paisno
gual vivemos. E a nds cabe entrar em
suas obras, como alunos em suas salas
de aulas pintadas em tela, sentar-se e
aprender a escutar a arte e a histériade
Carmézia Emiliano.

Denilson Baniwa nasceu em Mariug,
rio Negro, no Amazonas. Artista visual
e comunicador, produz seus proces-
sos artisticos e sociais a partir das re-
lagdes entre o Movimento indigena
Amazénico e o universo naoindigena.

NOTAS

1 Umusi Pardkumu e Torami-keniri, Antes

0 mundo n&o existia: mitologia dos anti-
gos Desana-Kéhiripora. 2. ed. S0 Jodo
Batista do Rio Tiquié/Sao Gabriel da Ca-
Choeira: UNIRT/FOIRN, 1995 [1. ed. 1980].

2 lbid.

Feliciano Lana foi um artista de origem

dfesa.r?a, nascido em S3o Jodo Batista, rio

Tiquié, Terra Indigena Alto Rio Negro, no

Nna:zonas. Seu trabalho é composto por

tecnicas de desenho e aquarela para re-
t;tﬂf episddios da cosmogonia de seu
Ve:f;::;] rr;eto de sua produg&o é possi-
2=t ecompreenséo mais clara de

Perspectivas complexas que

& . :
n):::)pg:\;g; Olimite da narrativa oral.Em
.k causa,(lj.:ana faleceu apos compli-
ki :s pe!a covid-19,
NoAmazona norf'nnam-se Imiko-mas3,
S, habitam principaimente o

4

rio Tiquié e seus afluentes, além de trechos
do rio Uaupés e rio Negro.

Joseca Yanomami nasceu na décadade
1970, na regiao do Demini, Terra Indigens
Yanomami, no Amazonas. Desde 2003
suas obras s&o exipidas em imDOVta”Zsr
instituicoes de arte € ajudama fortaii -
a luta yanomamie a divulgar 05 saﬁn ;
dos indigenas para © Brasil e.o m-beiro
Ver Adriano Pedrosa € pavid RP%

o terra'ﬂo
(orgs.).Joseca yanomamt: noss?

resta. Sao Paulo! MASP,2022. _ aregié".

Macuxi: povo indigena aue habi®? A\
do monte Roraima, entre © Bresk lstic?
zuela e as Guianas. De fliaGe® "n; gest
karib, a populagao macwino & a5
mada ern torno de 33 M pek "
pando, principalmente. arees dZo estad?
de serras no extremo no

de Roraima.

HY

write and rewrite the history of occupation, resistance, and possible futures for the
Macuxi and their Indigenous neighboors, the arrival of these artistic practices into
museums and publications still operating under the influence of white codes per-
haps can lead us to understand the country we live in. It is up to us to fully commit
to being transformed by their works, like pupils in classrooms painted on canvases
sitting down and learning to listen to the art and history of Carmezia Emiliano. |

Translated from the Portuguese by Adriana Francisco.

Denilson Baniwa was born in Mariua, Negro River,in the Brazilian state of Amazonas.
As avisual artist and spokesperson he devises artistic and social processes drawing
on the relationships between Amazonian Indigenous movements and the non-In-

digenous world.

NOTES

1 Umusi Parékumu and Torami-kehiri, An-
tes 0 mundo ndo existia: mitologia dos
antigos Desana-Kéhiripora. 2. ed. (880
Jodo Batista do Rio Tiquié/Sao Gabriel da
Cachoeira: UNIRT/FOIRN), 1995.

2 Ibid.

Feliciano Lana was a Desana artist, bornin

S&0 Jodo Batista, Tiquié River, Alto Rio Ne-

gro Indigenous Land, in the state of Ama-

Zonas. His work is comprised of drawings

and watercolors that depict the cosmo-

'O.gical knowledge of his people. Through

his practice we can better understand

Complex concepts and viewpoints that go

Peyond the limitations of oral narrative. In

2020, Lana passed away due to COVID-19

complications,

The l?esana people self-identify as Imiko-

Masa. In the state of Amazonas, they

Mostly live on the banks of the Tiquié River

and i
o Its affluents, as well as in portions of
©Uaupés and Negro Rivers.
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Joseca Yanomami was born in the 1970,
in the region of Demini, Yanomami Indig-
enous Land, in the state of Amazonas.
Since 2003, his works have been featured
in major art institutions and have helped
the Yanomami fight for their rights and to
disseminate Indigenous knowledge
across Brazil and the world beyond. See
Adriano Pedrosa and David Ribeiro (eds).
Joseca Yanomami: our Forest-Land (S80
paulo: MASP, 2022).

Macuxi is an Indigenous people that in-
habit the region of Mount Roraima. be-

tween Brazil, Venezuela, and Guiana. As-
sociated through their shared Karib
language heritage, it is estimated that

there are around thirty-three thousand

Macuxi people in Brazil who mainly 0¢-

cupy fields and hills in the extreme nortn

of the state of Roraima. i f
Atypical dishin Macuxi cuising, made O
fish broth with [ots of chiliand other herbs.
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7 Prato tipico da culinaria macuxi, consiste

num caldo de peixe com bastante pimenta
g outras ervas.
Devair Antdnio Fiorotti e Bernardina José
Pedro, Cantos e encantos: Merina eremu-
kon. Sao Paulo/Boa Vista: Patua/Wei, 2019.
Em macuxi, algo como: “O limite da nossa
terra esta homologado / o limite dos pei-
xes esta homologado / o presidente Lula
assinou, o presidente assinou / assinou o
presidente assinou, ele assinou, assinou/ o
limite dos peixes esta homologado” Em 15
de abril de 2005, foi assinada a homologa-
¢ao daTerra Indigena Raposa Serra do Sol,
em Roraima, garantindo aos Macuxi, Tau-
repang, Wapixana e Ingarikd o seu direito
originario sobre a terra que habitam. Essa
cangéao faz parte do repertério chamado
“Cantos da Homologacgao'.
O etndlogo alemao Theodor Koch-Grin-
berg, entre os anos de 1903 e 1905, estu-
dou povos indigenas que habitavam as
regides dos rios Negro, Vaupés e Japura,
No noreeste do Brasil. Entre 191 e 1913, ele

10

1

12

13

14

VIaJOUk Pelo norte do Brag;)
Zuela investigando as COMUNidaggsi, -
genas locais. Ele contatgy dezenmndl.
Povos indigenas, estuday o
cultura material e lin e "ioboge
guas,
Mério dg Andrade foi um ESCritor brag.
I?IFO. Alem de poeta, foi romancista, cop.
tista, critico literario, professore Pesquiss-
dor de manifestagdes musicais, Teve
papel importante naimplantagio dome.
dernismo no Brasil, tornando-se uma gz
figuras mais importantes da chamada
Geragao de 22. O romance Macunaima,o
heroi sem nenhum carater (1928) é consi
derado sua criagdo maxima.
Jaider Esbell, “Makunaima, meu avoem
mim!”. In: André Mesquita e Lilia Moriz
Schwarcz (orgs)), Historias brasileiras. Vol
2 Antologia. S&o Paulo: MASP.no prelo.
Em macuxi, algo como: ‘Coma asade
libélula, subi a correnteza da cachoeira.'.
Ailton Krenak, Tembeta: Ailton Krenak.Ro
de Janeiro: Azougue, 2017.
Ibid.

€ pela Vene.

g Devair Antonio Fiorotti and Bernardilna:
José Pedro. Cantos e encantos: Merina
eremukon. Sa0 paulo/Boa Vista: Patua/
Wwei, 2019. In Macuxi, this roughly trans-
ates to: “The borders of our land are ap-
proved; the borders of our fish are ap-
proved: President Lula signed it; the
president signed it; the President signed,
signed, he signed. signed; the fish bor-
ders are approved.” On April 15,2005, the
approval of the Raposa Serra do Sol In-
digenous Land, in Roraima, was signed,
securing original land rignts for the
Macuxi, the Taurepang, the Wapixana,
and the Ingarikd peoples. This song is
part of the repertoire called “Cantos da
Homologagao” [Songs of Homologation).

9 Between 1903 and 1905, German ethnol-
ogist Theodor Koch-Grunberg studied
the Indigenous peoples that inhabited
the regions on the banks of the Negro
River, the Vaupés River and the Japura
River, in northwestern Brazil; between 191
and 1913 he traveled to the northern
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regions of Brazil and Venezuela to inves-
tigate local Indigenous communities. He
contacted dozens of Indigenous peo-
ples to study their mythology, material
culture, and languages.

10 Mario de Andrade was a Brazilian writer.
As well as a poet, he was a novelist, short
story writer, literary critic, professor, and
music researcher. He played an import-
ant role in the implementation of mod-
ernism in Brazil and became a key figure
in the so-called 1922 Generation. The
novel Macunaima, o herdi sem nenhum
carater is considered his magnum opus.

11 Jaider Esbell, “Makunaima, meu avb em
mim'” In: André Mesquita and Lilia Moritz
Schwarcz leds.), Historias brasileiras. Vol.
2. Antologia (S&0 Paulo: MASP.in press).

12 In Macuxi, this roughly translates to: *on
the dragonfly’s wing.| made itupthewa-
terfall”

13 Ailton Krenak, Tembeta: Ailton Krenak (Rio
de Janeiro: Azougue, 2017).

14 Ibid.




