
1

Why do the Archives archive? - A jouney from the hunko to the counter-ethnography and back

Suelen Calonga



3

Why do the Archives archive? - A jouney from the hunko to the counter-ethnography and back

Suelen Calonga

Bauhaus-Universität Weimar
Faculty of Art and Design

MFA Public Art and New Artistic Strategies

Why do Archives archive? 
A journey from the hunkọ to the counter-ethnography and back

Suelen Calonga 

 (120505)

Weimar, Germany
September 2020



4

Suelen Calonga

Why do the Archives archive? - A journey from the hunko to the counter-ethnography and back

Declaration of honour

I hereby declare in my honor that I have prepared this work without improper help from third parties and 
whitout using any other means than those indicated. The information, methods and concepts taken directly or 
indirectly from other sources are identified by reference to the sources.  This work has not been submitted to 
any other examination authority, either in Germany or abroad, in the same or similar form. I affirm in good 
faith that, to the best of my knowledge, I have told the whole truth and have not concealed anything.

Suelen Angeluce Calonga Vasques Pessoa

The project was supervised by

advisor:
Danica Dakik (MFA Public Art and New Artistic Strategies, Bauhaus-Universität Weimar)

examiners:
Nina Graeff (Department of Musical Education, Federal University of Paraíba, Brazil)
Leno Veras (School of Cummunications, Federal University of Rio de Janeiro, Brazil)





Bauhaus-Universität Weimar 
Fakultät Kunst und Gestaltung 
 
 

Protokoll über die Durchführung der Masterprüfung im 
Studiengang Kunst im öffentlichen Raum, 

 (FAM, PV 17) 
 
 
 

Prüfungstermin:  08.10. 2020 

Name, Vorname:  Calonga Vasques Pessoa, Suelen Angeluce 

Geburtsdatum:   19. Mai 1984 in Contagem (Brasilien) 

Matrikelnummer:  120505 

Thema der Masterarbeit: Why do the Archives archive? - from the hunkó to the  
counter-ethnography and back  

     

BetreuerIn:   Prof. Danica Dakic-Trogemann 

PrüferIn:   Dr. Nina Graeff 

PrüferIn:   Leno Veras de Carvalho 

 
 
Zum fachlichen Inhalt der Arbeit und Verlauf der Präsentation 
 
Why do the Archives archive?  ist eine komplexe künstlerische Untersuchung zum Thema 
kulturelles Erbe und Prozesse seiner materiellen und immateriellen Enteignung. Ausgehend von 
einer alten Aufnahme aus dem Berliner Phonogram-Archiv begab sich die Künstlerin auf eine 
zugleich reale und spirituelle Reise zu den eigenen Wurzeln verkörpert durch afro-brasilianische 
Praxis von Candomblé-Religion. In Form einer theoretischen Abhandlung, eines Archivs (Fotos, 
Diagramme, Karten, Zeitungsausschnitte, Briefe, Dokumente), sowie einer Klangperformance im 
öffentlichen Raum der Stadt Weimar brachte sie verschiedene theoretische und performative 
Elemente auf exzellente Weise zu einem medienübergreifenden, künstlerischen 
Forschungsprojekt von hoher Relevanz zusammen. Die Online-Präsentation wurde klar 
strukturiert und erfolgreich durchgeführt. 
    
Note theoretische Arbeit:   1,0 
 
Note künstl. Arbeit und Präsentation:  1,0 
 
 
 
 
 
Unterschriften: 
 
                      Leno Veras de Carvalho      Nina Graeff                                
                                                                                             



5

Why do the Archives archive? - A jouney from the hunko to the counter-ethnography and back

Suelen Calonga



6

Suelen Calonga

Why do the Archives archive? - A journey from the hunko to the counter-ethnography and back

MANY THANKS TO

Agô! 
Laroyê!

First of all, I thank Ori, my own head, who guided me so that I would safely take all the necessary steps to travel this 
long road. I am grateful for the blessing of all the elders and all the youngest; of all who came before me and all who 
will come after. I thank all the Voduns, Orishas, Nkisis and Encantados who accompany me, and also all the Angels, 
Archangels and Saints who were sent by the people I love to accompany me in this and other battles of life. I thank all 
the ancestors who played and danced and let themselves be recorded so that their voices would cross time and touch my 
heart.
 Among all human beings, I not only thank, but I dedicate this work to Kamai Freire. The love of many lives and 
the person who - today I am sure - is the reason why I crossed the Kalunga so many times, got lost and found myself, 
was taken and was brought, I walked for a long time in the dark until I had the path illuminated by his smile. Thank 
you for everything you have done and do for me, in this work and in our lifes, spiritually, emotionally and concretely. 
Nakupenda sana milele na milele.
 My mother Zenir, my sister Lorena, my father Helio, the Calonga Vasques family and the Dos Santos Pessoa 
family, who in the way they can, cherish me, advise me, listen to me and support me, even if they don't fully understand 
my crazy things. My mother is the most incredible woman who ever stepped on this Earth, and if today I am this person 
capable of great achievements it is because her strength, courage and immense generosity inspires me every day.
 I also thank other mothers, of earth and water, who were and have been fundamental, guiding, helping and 
encouraging me on many levels: Maristela Medeiros (Iya Ẹgbẹ́ Tuntun do Ile Àṣẹ Baralegi, from the Ketu nation), 
mother and mother-in-law - a privilege - who defended me, guided me and helped me with all the wisdom, affection 
and love; Zaildes Iracema de Melo (Nandoji India de Azonsu do Zòogbodó Bogum Malê Hundó, exponent of the Jeje 
nation), who opened the cowries, the house, the arms and the heart to me in a way that human reason cannot explain; 



7

Why do the Archives archive? - A jouney from the hunko to the counter-ethnography and back

Suelen Calonga

Jaqueline Vasconcellos (Òjùọbàọmï from Ábássá Xangô Agodo and Odé Erinlé, from Nagô-Egbá Nation), ori omi and 
perfect human habitation of her Íyálodé Yemoja who received me in her house with these sea arms!
 Hundevá Raimundo Bogum: I thank you very much for your generosity in sharing the teachings. Luizinho do 
Jeje, Ícaro Sá, Ueslei Totó Cruz: thank you very much for your listening moments, teachings and laughter, even if brief.
 I thank everyone who invent the Internet everyday and who helps to make this truly open and democratic 
universe resist; thank you very much Wikipedia, the true repository of human knowledge!
 Thank you very much to Rafael Vitor B. Sousa and Prof. Angela Lühning, always very generous in sharing 
ideas, opinions, questions, contacts and bibliography; staff of IEB/USP and staff of IGHB. 
 Many thanks to the people Weimar gave me and who made this time here much lighter: Güicho Palacio, much 
more than a teacher, but a friend and a chosen relative that I will always carry in my heart; my colleagues from MFA 
PANAS, p.a.n.a.n.a.s, to all the population of Republic of Weimarllanda! To the friends of the monthly Roda de Samba, 
to Jena's friends and our “scientific” meetings, to the friends who are in Berlin, to the friends that are around the world, 
to the friends that I left in Brazil and that give me an unimaginable support, although from distance. I thank David 
Dines (Siso), who walked together with me until this last crossroads, and to whom I will always wish the happiest and 
most prosperous paths. Special thanks to Scott MacLeay, who went from mentor to friend and from friend to chosen 
relative, who seems to know all my potential and never lets me down; thanks to Hugo Cabral Carneiro, sister born from 
another mother - may we all meet again for many hugs, good talks and delicious laughs! Thanks to Le Creuset company 
people, the Imagery Team and in special the directory board for the financial support. Thanks to all malungos spread all 
over the world and internet helped gather, but specially Kilûmbu Òkòtò and Zaus Kush for keeping my eyes opened.
 Last but not least, Danica Dakic, a great artist whom I have the honor of having as artistic advisor in this 
dissertation process. Leno Veras, exuxuzinho, who (re)appeared in my path being a rainbow, because made of rain on 
sunny day, and making me believe that this would be possible. Nina Graeff, who always kindly understand everything 
and, indicated by Eshu himself, helped me to shred and weave this work. 
 I'm not alone.



8

Suelen Calonga

Why do the Archives archive? - A journey from the hunko to the counter-ethnography and back

Intro
 Hunko: when space-inwards meets blanking-narratives    8

Chapter 1
 Towards a counter-ethnography, or “Why do Archives archive?”   16
  Zeus and Mnemosyne: a place of power, a place of memory     17
  Introduction to the ethnography of ethnology, or to a counter-ethnography  30
  Collections: the “shared” (colonial) heritage       36
  A glimpse into Germany’s colonial history: the Humboldt Forum    39

Chapter 2
 ORI-: Radical           50
  Ori does what the Orishas don’t        51
  Decision-makings on the crossroad        54
  Indiscipline, disobedience, insubordination, rebelliousness: 
  artistic strategies and/or methodologies for decolonial practices    57
  Gaps, thesis and hypothesis; some clues and evidences of [_____]    67
  My favorite hypothesis for the provenance of the phonograms    91
  How to know whom to restitute        96

TABLE OF CONTENTS



9

Why do the Archives archive? - A jouney from the hunko to the counter-ethnography and back

Suelen Calonga

Chapter 3
 The one who knows from where came, will know where to go   106
  Quilombismo           107
  Seeking for understanding         109
  Exercises to not lose myself from my sight       115
   Episode 1: Too many steps for too little legs      115
   Epidode 2: I don’t know the answers, but I have the tools    119
   Episode 3: Reading what I wrote on my diary today     119
   Episode 4: Nina understood everything      120
   Episode 5: Rádio-poste, Salvador 13.02.2020     124
   Episode 6: Mars Melto, from Vanuatu, makes sandroin    125
   Episode 7: Zeus und Mnemosine       126
   Episode 8: Èrò         126
  I am the archive          128

Conclusion
 I don’t know the answers, but I have the tools      146

Bibliography            150

Attachments
 Collection of facsimiles in a separate file



10

Suelen Calonga

Why do the Archives archive? - A journey from the hunko to the counter-ethnography and back

INTRO

Hunkọ: when scape-inwards meets blanking-narratives
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When you control a man’s thinking you do 
not have to worry about his actions. You do 
not have to tell him not to stand here or go 

yonder. He will find his ‘proper place’ and will 
stay in it. You do not need to send him to the 
back door. He will go without being told. In 
fact, if there is no back door, he will cut one 

for his special benefit. His education makes it 
necessary. 

__ Carter G. Woodson - The Miseducation of 
the Negro (1933)

1
"When scape-inwards meets blanking-narratives". I 
don’t know if the sentence of the title in this section 
is grammatically correct. I asked for help from some 
English native-speakers, but I truly think that the 
“incorrectness” of the title expresses very well the 
amount of different perspectives - including the ones 
regarding the conflicting tenses/times/modes - that 
I plan to handle in this thesis. Actually, this was the 
main title of the whole thesis until the work was 
almost done, when I realized that the title should be 
changed, as I also changed a lot during the course of 
this task.
 Hunko is the word we use in the Afro-
Brazilian religion of Candomblé for the place of 

retreat, recollection, renunciation and meditation, 
which is metaphorical, but also a concrete room 
in which one stays secluded during Candomblé’s 
initiation process. In Brazilian Portuguese we call it 
runcó, but I chose to use here the original spelling 
in Fon for its connections with my recent discoveries 
about myself that spiritually justify this whole journey. 
Hunko is an environment that allows us a deeper and 
better perception of ourselves without the artifices 
of the external world, which propitiates the reunion 
and alignment between the material and spiritual 
parts that compose us, without the tricks of vanity: 
no perfumes, no stylish clothes, no hairstyles and 
no shoes. Inside the hunko there are no mirrors, no 
windows, we have only the inside to look at, learning 
how to have patience and control towards ourselves, 
towards our yearnings, bodily needs and desires. So, 
Germany, as surprisingly as it might sound, has been 
my hunko since I arrived in Weimar. No mirrors, no 
windows.
 It has been above all a journey of self-
discovery, but not only about me. Since I got here, 
I have been trying to gather the fragments of a 
self-narrative that seemed to be well kept inside the 
baggage I brought with me, but everything related to 
my history (in a personal and social manner) revealed 

Schlangeinstein at Ilm Park. 
2020. Apr 2020. Photo: Suelen 
Calonga



12

Suelen Calonga

Why do the Archives archive? - A journey from the hunko to the counter-ethnography and back

to be full of blanks. Then, I realized that, for this task, 
more important than the facts one carries are the 
missing parts: whether they’ve been erased, lost, or 
still waiting to be unveiled.

2
When I got to Terreiro do Bogum1 in February, 
2020, and Mãe Índia2 opened the Jogo de Búzios, a 
cowry oracle, and said that Bessém brought me there, 
I suddenly understood the nature of my mission on 
Earth. I am a messenger in charge of something 
much bigger than myself, and even if I do not have 
the means right now to completely understand the 
very reason of the message I carry, I know it has to 
do with filling these blanks concerning not only me, 
but all my people who have been alienated from 
what we actually are. I have an ancestral obligation 
to collaborate with the reconstruction of what has 
been lost in my individual-and-therefore-collective 
identity, as well as with the destruction of whatever 
stands in the way of the material, intellectual and 
spiritual prosperity of Black people. And the way 
my ancestry found to put me back on this path was 
crossing myself here in Weimar with very special 
people who could shed light onto the way to a small 
collection of liturgical heritage, which was taken 

away from Brazil almost a century ago and forgotten 
inside a German museum.
 So, Bessém had a plan to bring me here just 
to take me back there: to make me escape from the 
tower I was trapped in since my ancestor was forced 
to cross the Kalunga3, so I could cross it voluntarily 
twice in this intercontinental triangle Africa-
America-Europe, just to dive in the Kalunga and 
discover that I am Calonga not by chance.

3
The Berliner Phonogramm-Archiv is the owner of 
thousands of sound recordings collected around the 
world (mainly outside Europe) since the very end 
of the 19th century. The Archive has a specific goal: 
“to collect as many examples of traditional music 
as possible in order to create and follow theories 
about the origin and evolution of music in general”. 
The more remote the location of the examples, the 
better, for the collection’s parameters (ZIEGLER, 
s.f.). This information could have passed without 
great fuss and simply been stored in my head 
alongside with my inquiries and criticism towards 
the Yuguru  ideologies and practices (ANI, 1994) 
that disciplines such as anthropology (or, in this 
case, ethnomusicology) helped disseminate in the 

1 Terreiro is the word we use 
to name the temples of African 
matrix religions; the word 
means something like “yard”. 
The Terreiro do Bogum (which 
the full name is Zòogbodó 
Bògún Màlé Hundó) is the most 
preeminent temple of the Jeje 
Tradition in Salvador, since its 
foundation in 1720 and until 
today, therefore celebrating 
300 years of existence this year. 
Its origin is associated with 
a quilombo - a settlement of 
escaped slaves - of Mahi people, 
later part of the Great Malê 
Revolt, which took part in 
Salvador in 1835, inspired by the 
Haitian Revolution.

2 Mãe means mother, a common 
word used to refer to the high 
priestess of the terreiros. At 
Bogum, because of Jeje tradition 
and her specific place/role in the 
hierarchy, Mãe Índia is called 
“Nadoji”, but in other traditions, 
the mothers are called by other 
“positions”, like “Ialoxixá” in Ketu 
and “Mameto” in Bantu.

3 Term originated from the 
quimbundo ka’lunga, which 
literally means “sea”, but can 
also be used to convey the idea 
of “immensity” and “greatness”. 
Africans used this name to 
refer to the God of catholic 
missionaries, as they considered 
it vague as the immensity of the 
sea, but the word also took the 
meaning of the “terrible crossing” 
of the ocean during slave trades. 
“God of creation; supreme 
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world. However, the information arose with another 
input, touching a sensitive point of my identity: 
my spirituality and practice linked to the deities of 
Candomblé4. The Berliner Phonogramm-Archiv 
stores the oldest recordings of Candomblé songs ever 
noticed until now, songs - probably - collected in 
the state of Bahia, Brazil, in 1937, a time when the 
practice was still prohibited in the country.
 In the attempt to access the recordings, I 
learned that the Archive has a very restricted access, 
requiring previous authorization for scholars with 
very high credentials to research within the collection. 
Besides, the Ethnologisches Museum, which hosts 
the Berliner Phonogramm-Archiv, is closed since 
January 2017 for moving to the Humboldt Forum, 
so it was not possible to make an appointment for a 
personal visit to the collection. After engaging with 
a network of people who could help me to access 
the digitized phonograms, I could finally have them, 
along with a copy of the index card, with all the 
information the archive has over the asset: almost 
nothing (more details in chapter 2). 
 The confront with what I believe to be a 
negligence regarding an asset of high cultural and 
liturgical value triggered in me the willingness to 
better understand why an Archive archives at all, 

power; the sea; the ocean; death; 
the abyss; that before which 
all are amazed (...) Name that 
invokes all that is great, powerful, 
fascinating, sacred, unbeatable or 
indestructible” (KANDIMBA, 
2019)

4 The Candomblé tradition is 
composed of a mix of different 
cults that were brought to Brazil 
by enslaved people from different 
parts of the African continent. 
There are mainly three big 
“families”, or Nations, as called in 
Brazil: a) Angola or Bantu, from 
Central Africa (mainly from 
today’s Angola and Congo), 
where the first enslaved people 
were brought to Bahia and Rio 
de Janeiro, in the 16th and 17th 
centuries, in which deities are 
called Nkisi; b) Jeje (or Djeje), 
coming from where today is 
Republic of Benin, located to 
Bahia in the 17th century, and 
which uses mainly the languages 
Fon-Ewé in the cult to Voduns; 
and the c) Ketu, the most well-
documented African cult of 
Orishas in Brazil, coming from 
a region between today’s Nigeria 
and Benin, arriving in Bahia 
in the late 18th and early 19th 
centuries, in which people speak 
Yoruba.

if they do not even know what they are storing. 
This question unfolded into deeper and more 
complex ones: why do museums and other “heritage 
safeguarding places’’ collect objects, artifacts, 
knowledge, and store them so far away from their 
place of meaning? How these objects get to their 
hands? Are museums spaces of memory or spaces 
of power? What kind of memories are they, if at all, 
interested in storing, and – above all – what kind 
of power is exercised through their institutions and 
assets? What kinds of narratives are created through 
the decisions regarding the storage and/or display 
of an asset; and what are these decisions based on? 
What is my part now, crossed by so many different 
and conflicted roles between my ethical, aesthetical, 
spiritual and political positionings?
 So, this text departs from the crossroads 
of these inquiries, emerged from the strange 
connections between my spiritual journey, which has 
been surprisingly deepened and intensified since my 
arrival in Germany. Also, from my critical observation 
and better understanding of processes and procedures 
of material and immaterial expropriation carried out 
since centuries and developed into more and more 
sophisticated and veiled forms of colonization until 
nowadays. This text arises together from my process 
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of gathering missing information about that specific 
collection of audio material, and building a dossier 
of everything I could find that might be related to 
it, in order to independently restitute its intangible 
cultural heritage to its rightful heirs in Brazil.
 After had listened to the digitized phonograms 
for the fist times, yet during the preliminary phases 
of the research, I personally identified, contacted and 
visited people in Brazil with the certainty that it is 
not enough just to make the devolution of an asset, 
rather, it is mandatory to know to whom to restitute 
it to and how. Giving it back to a local museum or 
university, for instance, would mean to enclose the 
asset again inside an institution, far from the reach 
of those who can access the knowledge the recorded 
chants carry, to whom they bear most meanings, and 
with whom the ancestors singing in the recording 
can really communicate with.

4
It is important to highlight that it is not my intention 
to perform an ethnological work on Candomblé, nor 
are my research interests focused on the musicological 
analyses of these phonograms. The set of decisions 
taken for the construction of this work consists of 
a critical overview of museums and archives, and an 

One child I met at Bogum said 
that he found this small leave 
while we were going to the 
Presente ceremony and was going 
to give it to Oshun, as a gift. Feb 
2020. Photo: Suelen Calonga
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artistic approach to the issues that I put in question 
that touch my personal life-baggage. Artistic research, 
as has been known for many decades, does not mean 
giving up the scientific-investigative effort, but 
producing knowledge throughout the poetic process. 
Besides, I start from the premise that knowledge is 
not only produced through academic processes. It is 
more important to me to register the knowledge I 
have been producing around these topics also on a 
scientific approach, than to look scientific in the eyes of 
academic scientificism. While collecting the pieces of 
information to rebuild the history of the asset, I found 
out that reconstructing the history of this object is 
just another dimension-scale of a process that I had 
been doing with my own history which, in turn, is 
just another scale in the process of reconstructing 
the history of Black people in the Diaspora after the 
ruptures caused by colonization.
 From my point of view, the poetic decisions in 
sewing together the theoretical and the practical part 
of this work, don’t need any scientific justification, 
but, it can be found the Peircean semiotic concept of 
abduction as what “refers to the creative act of raising an 
explanatory hypothesis for a surprising fact. (...) It is the 
result of the conjectures produced by our creative reason. 
It is instinctive and rational at the same time. (...) In 

In front of Terreiro do Bogum. 
Feb 2020. Photo: Suelen 
Calonga
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aspects raised here, to be carried out along Weimar. 
The piece stretches a thread of previous works I made 
in Brazil and some of the works presented within the 
framework of the MFA program, and the reflections 
on this performance, after I made it, added important 
hints on commemoration rituals and “social shrines”. 
One very important section of this work is the 
attachment, a collection of facsimiles that form a  
dossier, with documents, letters and media clipping 
which supports or refutes some of the assumptions 
and related facts listed on the second chapter, 
organized in a systematic way, part of my exercises to 
understand the Archives episteme. During the whole 
text I present some clues to further researches, and, at 
last, in the conclusion, I make a brieft reflection on  
my reasons to convey such fragmented, accumulative 
- and somehow diffuse - text; on what entered and 
what was left out of the present work.

this way, the new is apprehended by us through nothing 
less than divination. However, it is not divination in 
itself nor the hypothesis it engenders that are instinctive, 
but the human capacity to guess the correct hypothesis, 
precisely the one capable of explaining the surprising fact” 
(SANTAELLA, 2001, pág. 16).
 The work is divided in three main parts: in 
the first chapter I propose a counter-ethnography 
of museums and archives in general, seeking to 
understand “why archives archive”, to point out the 
depth and complexity implicated in possible answers 
to this question - and to open routes for future works 
on this matter. The second chapter, departing from 
the problematizations presented in the first part, 
describes the information I could (and couldn’t) 
gather on the referred phonograms; how they were 
collected in Brazil, the chants’ meanings, and the gaps 
that are to be filled with suppositions and fabulations 
as to build a feasible history. The third chapter is 
about my creative process developed through the 
“Exercises for not loose myself from my sight” 
series of videos; the prototype of a personal archive 
with the accumulation of experiences of the last 
months; and the final outcome: “ I am the Archive”, a 
performance in public space that seeks to add to my 
personal baggage all the artistic, scientific, and politic 
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The beginning of the world 
according to the Tchokwe 
People: Above is God (Kalunga 
Nzambi), on the left, the Sun. 
On the right is the Moon and 
below is the human being. The 
drawing (lusona) in its essence, 
represents the path of God, and 
is drawn as the story is told, 
traditionally, on the sand (Mário 
Fontinha apud KANDIMBA, 
2019, p30). Image edited by 
Suelen Calonga after Mario 
Fontinha (1983).
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CHAPTER 1

Towards a counter-ethnography, or “Why do Archives 
archive?”
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31. Said Sun Tzu: ‘Know the enemy and know 
yourself; In a hundred battles 

you will never be in peril.
32. When you are ignorant of the enemy but 

know yourself, your chances of 
winning or losing are equal.

33. If ignorant both of your enemy and of 
yourself, you are certain in  
every battle to be in peril.’

 ___ Sun Tzu, The Art of War. p.84

Zeus and Mnemosyne: a place of power, 
a place of memory

5
Institutions that deal with the safeguarding, 
maintenance and dissemination of cultural heritage, 
notably museums, archives, galleries, libraries, 
cultural centers (and their qualifications according to 
the type of collections they manage, whether artistic, 
historical, biographical, anthropological-ethnological, 
scientific-natural, etc.), are foremost places of 
discourse. Numerous philosophers, museologists and 
scholars from various fields and from different places 
have already observed this subject and it seems to 

exist today a certain consensus that there is no direct 
correlation between remembrance and forgetfulness, 
or, more specifically, that something not remembered 
is necessarily forgotten. And vice versa. Memories 
are planted and cultivated, as much as forgetfulness. 
This happens at all scales: from the individual-family 
level, through the regional-collective, to national 
and global institutions that claim to represent the 
“universality” of humanity, according to the role of 
the key-actors who act in these privileged places of 
emission (curators, directors of institutions, historians, 
journalists, scientists, elders, storytellers, artists, 
teachers, politicians, writers, etc.). To understand 
the power relations that mutually act to generate the 
process of constructing (or destroying) a memory 
(or an oblivion) is to understand the negotiations to 
achieve the power to control a narrative.
 All cultures are founded on myth and 
mythology, and as the Western culture is very much 
marked by the Hellenic heritage, I would like to 
recover a story from the European tradition that 
justifies not only the existence of museums as we 
know them today, but the modus operandi of these 

Evacuation of the Rijksmuseum 
due to threat of war, Aug-
Nov 1939. Rijksmuseum 
Image Department, 
permanent collection. Ref.: 
RMA-SSA-F-05156-1

institutions which, although having changed over the 
centuries, still keeps its essence:
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institutions which, although having changed over the 
centuries, still keeps its essence:

Zeus, son of Cronus and Rhea, had the gift 
and habit of disguising himself in other beings 
to seduce people. Once, he disguised himself 
as a shepherd and lovingly conquered the 
titan Mnemosyne, daughter of Uranus and 
Gaia. They stayed together for nine nights, 
generating their nine daughters, the Muses, 
personifications of arts and sciences, memory 
and narrative, in charge of singing the victories, 
beauties and inspiring divine deeds that made 
humans forget anxiety and sadness. The house-
temple where they lived, Mouseion, was a place 
dedicated to the worship and contemplation of 
the crafts of each muse: Clio, was the guardian 
of history and science and Calliope was the 
guardian of literature and rhetoric - these two 
are (not) coincidently known as their favorite 
daughters –  Euterpe of music and lyrical 
poetry; Erato of erotic verses; Melpomene and 
Thalia of tragedy and comedy, respectively; 
Polyhymnia took care of sacred music and 

geometry; Terpsichore of singing and dancing; 
Urania of astronomy and astrology.

At Mount Parnaso, home of the 
Muses, one of them stands out. 

Serene physiognomy, frank look, 
incomparable beauty. In the hands, 
the stiletto of writing, the trumpet of 
fame. Her name is Clio, the muse of 
History. In this time without time that 
is the time of myth, the muses, these 
divine beings, children of Zeus and 
Mnemosyne, the Memory, have the 
gift to give existence to what they sing. 
And in Mount Parnaso, we believe that 
Clio was a beloved daughter among 
the Muses, because she shared with her 
mother the same field of the past and 
the same task of remembering. Perhaps 
even Clio surpassed Mnemosyne, since, 
with the stiletto of writing, she fixed into 
narrative what she sang, and the trumpet 
of fame conferred notoriety on what 
she celebrated. In the time of men, and 
no longer of the gods, Clio was elected 
Queen of the sciences, confirming her 

geometry; Terpsichore of singing and dancing; 
Urania of astronomy and astrology. attributes of registering the past and 

holding the authority of speech on facts, 
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attributes of registering the past and 
holding the authority of speech on facts, 
men and dates of another time, marking 
what should be remembered and 
celebrated (PESAVENTO, 2003, pág. 7).

There are many interesting points to be highlighted 
in the stories about the Mouseion in Mount Parnaso. 
For instance, despite being a place for creativity and 
leisure, its patron was Apollo (lord of pure reason) 
and not Dionysus, his brother (ruler of freedom, 
games and pleasure). Regarding the muses, I would 
like to point out that Clio, muse of history and 
science, the one who publicizes and celebrates 
great achievements, is very much evoked for being 
Mnemosyne’s daughter, and sharing with her mother 
the gift of remembering. But she is also the daughter 
of Zeus, the King of the gods, the highest authority 
and master of power, law and order; the one with the 
gift of ideological falsehood, who metamorphoses his 
voice and appearance in order to seduce and deceive 
other people and other gods. The same way, Clio - 
the privileged inhabitant of Mouseion (Museum) - 
retains attributes inherited from her mother, Memory 
– who, I would like to highlight, also expresses her 

Mnemosyne, the mother 
of Muses. Johann Theodor 
de Bry (printer). c. 1581-c. 
1623. Rijksmuseum. Ref.: 
RP-P-1926-675

father, Power.
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craft in a coercive and disguised manner, just like her 
father, Power.

6
The institutionalization of sciences, in the passage 
from the 18th to the 19th century, cancelled the 
previous close dialogue between History and 
Literature in the Western world, consolidating the 
hierarchy between the representation of the real over 
the representation of a possible - or the passage from 
imagination to the image. History (Clio) became, 
therefore, the place for the consolidation of a new 
understanding of civilization, built through the 
succession of “facts”, instead of the lyricism of 
Storytelling (Calliope), even though the latter was 
often non-fictional. The documental testimony 
became more important than the oral testimony. 
Even if considering the possibility of falsification of 
a document, this would still have greater relevance as 
proof of an event. 
 In other cosmovisions - and it is important 
to highlight this here, as we will deal later with the 
impacts of the hegemony of European cosmovision 
on other peoples under an allegedly “universal” 
understanding and validation of knowledge 
production -, the transmission of knowledge takes 

place through a multidisciplinary paradigm that 
crosses different cultural activities and practices, 
as presented by the researcher Kazadi wa Mukuna 
(2018) about the African system of knowledge, which 
includes the oral tradition as one mode of registration. 
This means that just because knowledge is not fixed 
any material suport, it doesn’t mean it’s not concrete 
for a while and not registered somewhere else - a 
notion that is already recognized in the West under 
the term intangible cultural heritage, though not yet 
truly accepted as a legitimate system of knowledge 
production. In defence of oral tradition in the debate 
between written tradition and verbal knowledge, the 
Malian author Hampaté Bâ presents the difference 
between the two epistemologies: “Writing is one 
thing and knowledge is another. Writing is the 
photograph of knowledge but is not knowledge itself.  
Knowledge is a light that is in man” (1981, apud 
MUKUNA 2018).
  Marilena Chauí makes a curious comparison 
between science and religion that will serve as an 
interesting counterpoint that, to a certain extent, 
deals with the trinomial magic-science-religion. 
According to the essential characteristic of scientific 
positivism - as conceived by Comte5 -, devotion to 
science, seen as the only guide to individual and social 

5 August Comte (1798-1857), 
considered the first philosopher 
in the modern sense of the term 
and considered the founder 
of the academic discipline 
Sociology. He worked on the 
creation of a positive philosophy 
as an attempt to remedy the 
social malaise of the French 
Revolution, creating a social 
doctrine based on the sciences 
that would become a “Religion 
of Humanity”.
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life, is the true moral and only possible religion. This 
premise would become a principle and a value of the 
republicanism of the following decades and centuries 
- with its motto expressed even on the flag of the 
Federative Republic of Brazil, “Order and Progress”. 
The author (CHAUÍ, 1989) starts from the premise 
that popular religions are organized in the form of 
sects, sometimes to mark the minority character of 
their adherents, but often emphasizing the sectarian 
character of the religious community, in opposition 
to the official religions institutionalized in “churches”. 
The sectarian religions would bear a challenging and 
chaotic potential (this topic will be further developed 
concerning the Haiti Revolution and the anti-
haitianism further) that would need to be cleansed 
by the ecclesiastical religions in order to “rationally” 
guarantee the passivity and pacifism of the people. 
Accordingly, the capacity of the population to rebel 
- Apollo commanding the muses of Mount Parnasus 
instead of his brother Dyonisius – would be voided. 
“This is where the expression ‘religion is the opium of 
the people’ reaches all its truth” (op. cit. p. 78). Thanks 
to the secular magic of print media, a new belief could 
be diffused and spread: Reason, which would be 
inscribed in things themselves. Rationality becomes 

Griot from Dakar (Senegal). ca. 
1900. Photo: Louis Hostalier. 
Visual Resource Archive, 
Department of the Arts of 
Africa, Oceania, and the 
Americas. The Metropolitan 
Museum of Art, New York. Ref.: 
VRA.PC.AF.07
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the new name of ‘divine providence’, and thus science 
becomes the opium of the people (p 83)6.
 The important changes in subjectivity that 
emerged in the 19th century, since the paradigm of 
technical images (FLUSSER, 1985) (SANTAELLA 
& NÖTH, 1998), that is, images produced with the 
mediation of the machines invented at that time, such 
as photography, enabled the compilation of collective 
memory in the West to start from the premise of an 
alleged objectivity of the facts, which was to be found 
in documents, synonyms of proof of truth (ROUILLÉ, 
2005). With this, European historians started to 
call themselves “scientists” in a century marked by 
science, and no longer as storytellers. The creation 
and accumulation of documents, especially written 
and visual, represented the search for this so-called 
scientific history, or, rather, a science composed of 
historical facts. The primacy of the registered over the 
lived. 
 Moreover, the 19th century also marked the 
professionalization of historiographic practice, driven 
by positivist historians - mainly through the figure 
of Leopold Von Ranke in Germany - who proposed 
the criticism of written sources guided by a quest for 
the truth. As a result, history effectively broke with 
literary art to transform and consolidate itself as an 

academic discipline taught at German universities. 
During this period, individuals writing history 
sought to clearly distinguish their discourses from 
literary narratives. (GONÇALVES, 2014)
 From the other side, Kazadi (MUKUNA, 
2020) instructs us about the role of historians in 
traditional African societies, especially among the 
Mandingo and Bambara peoples (mainly where 
Mali is today): the nyamakala caste, composed of 
people who inherit (hereditarily) the ability to carry 
and transmit the living force present in animate 
and inanimate objects, is divided between artisans 
(blacksmiths; shoemakers and leather workers; 
weavers; loggers) and masters of the word and music, 
called jali (griots). But being a jali means not only 
being able to tell stories and play instruments, but to 
perform 

Various responsibilities at the 
royal court, that included but 

were not limited to be a historian and 
genealogist, composer of epics and songs 
that glorified the major exploits of the 
king and members of the aristocracy 
and those of the great warriors. The 
responsibilities of a jali also included the 

6 Hamilton Bernardes 
(CARDOSO, 1984) makes 
a comment on the specific 
Brazilian reality from Chauí’s 
postulate, extending the passage 
from magic to mass religion 
and from divine providence to 
science in relation to the racial 
question: “It is in the name of 
science and democracy that the 
item ‘colour’ [race] has been 
suppressed from all researches, 
official or otherwise, carried out 
in the country [Brazil - until 
that date]. In the name of 
national unity, when made by 
official bodies; of the historical 
unity of the working class, when 
made by union research bodies; 
of equality before God, when 
made by religious bodies, and, 
heretically, in the name of racial 
democracy itself, when made 
by independent bodies. (...) 
hypocrisy is not something new 
and science is used against the 
people in the name of progress 
(...) this is why the Unified 
Black Movement distributed a 
manifesto condemning science 
as an object of domination 
(...) and calling on them to 
appropriate science and make it 
an instrument of their liberation. 
(...) to show that the marginality 
of non-white Brazilians is not 
a purely spiritual or cultural 
phenomenon, but, above all, 
an economic marginality that 
determines a whole universe of 
economic, ethnic and national 
contradictions. And there are no 
two ways to resolve economic 
contradictions: they are resolved 
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education of young princes; he was also 
called to be the keeper of the tradition 
and the jurisprudence. They provided 
guidance to members of the aristocracy 
and fulfilled the functions as confident 
advisers of Kaabu Mansa Baa with 
whom they enjoyed a very narrow and 
friendly relationship. (...) They are known 
for their truth and accuracy without 
distortion of facts in their accounts of 
the past. This is certainly among what 
Camara Laye points out as fundamental 
values on which anchors the Mandingo 
civilization, that include generosity, 
loyalty, chivalry, the respect of one’s word, 
the practice of Islam, the practice of kora 
and the cola nut. This virtue is recorded 
in the legend of Sundjata related to D.T. 
Niane by griot Mamadou Kouyate: ‘My 
word is pure and free of all untruth; it 
is the word of my father; it is the word 
of my father’s father. I will give you my 
father’s words just as I received them; 
royal griots do not know what lying is. 
When a quarrel breaks out between tribes 
it is we who settle the difference, for we 

are the depositories of oaths which the 
ancestors swore’ (MUKUNA, 2020).

In a somehow forced parallel, griots, then, would have 
a role much closer to the one of Western journalists 
than of historians. They are communication 
specialists, or, even better, means of communication, 
but with specific attributions and skills in mediation 
and no written History, as said by Kanté Manfila. 
“The whites invented the tape recorder, the television, 
the radio, but nothing can replace a griot. No matter 
how many VCRs you have, or TV sets, or radios, you 
can’t... The radio cannot [intervene] in the event of a 
family quarrel... it is not possible” (interview in the 
documentary Paris c’est l’Afrique, episode 2: The 
griots and the rebels, (CONRATH, 1989)7. Similar 
to griots, there are other social positions that cannot 
find a perfect related in the Western world, such as 
the Brazilian benzedeiras or raizeiras, which could 
be associated to Western pharmacologists, but not 
exactly, since they deal with a different perspective 
on “cure”. Recently, I saw in a black press media the 
designation of these kind of practitioners as “holders 
of technologies from the ancestral civilizational 
processes”8, which seems a very accurate description.
In the eurocentric view, the accumulation of narrative 
repertories within the scientific/archivist logic 

by destroying inequality. (...) We 
must look at reality in its entirety, 
inside and outside our ghetto. 
In other words, it is necessary 
to free the historical men and 
women who exist in every black 
man and destroy the historical 
whites who exist in men. That is, 
to break with the expansion of 
missionary civilizations and open 
spaces for new men and women”. 
(p 56-57).

7 The full documentary, in four 
parts, plus two interviews can 
be found in the Pan African 
Music Youtube page: https://
www.youtube.com/playlist?li
st=PLi5Wq55_9apMlgouib-
R7RIUquFHfwool

8 The Alma Preta (Black Soul) 
portal, in the following news: 
https://almapreta.com/editorias/
realidade/conheca-plantas-da-
negritude-para-cultivar-em-casa
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created “time capsules” (VERAS, 2014) which made 
memory to be understood no longer as something 
inherent to humans, but accessible through devices 
displaying, above all, letter and images fixed on 
material surfaces or written texts. As Leda Martins 
(2003) states, this repeated use of the significant 
memory, orchestrated in one of its privileged places of 
recognition, the writing, makes it difficult “to think 
about memory in its other environments, in which 
it is also inscribed, written and postulated: the voice 
and the body, drawn in the fields of performances of 
orality and ritual practices” (pp 63), in which most of 
the narrative and poetic repertoires of non-European 
experiences are inscribed. 

In this sense, the domain of writing 
becomes a metaphor for an almost 

exclusive idea of the nature of knowledge, 
centered on the primacy of vision, which 
prints in the optical field its perception 
of a letter. Memory, inscribed as spelling 
by the written letter, articulates itself to 
the field and process of vision mapped 
by the eye, apprehended as the window 
of knowledge. Everything that escapes, 
therefore, to the apprehension of the 

gaze, that means, a privileged principle 
of cognition, or that is not circumscribed 
in it, is ex-otic [ex-optic] to us, outside 
our field of perception, distant from our 
point of view of understanding, exiled 
and alienated from our contemplation, 
from our knowledge”(MARTINS, 2003, 
pág. 64).

These optical objects collected are souvenirs, material 
evidence that would keep the memory of the facts. 
The accumulation or systematic compilation of 
these objects of memory brings the idea of legacy: 
a temporal link between what necessarily refers to 
the past, the biography and history, but at the same 
time projected to the future, to commemorations, 
publications or the creation of institutions that 
feed the symbolic capital that carries in itself the 
attribute of continuity, of survival in time. “In fact, the 
notion of legacy approximates past and future, without 
never equaling them, to the extent that the meaning of 
the memory of the character who becomes the object of 
this type of investment is endowed with a value that 
transcends the context of its performance, and that 
projects this meaning forward” (HEYMANN, 2005). 
Therefore, a collection of memory objects, raised to the 
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category of legacy (of a nation, for example), would 
create a permanent updating of the meaning of its 
creation, since it promotes the link between, on the 
one hand, memory and history, and on the other, 
the power and control over the narrative based on 
the objective proof acquired from the property of 
the objects. The collection of these memory objects 
therefore becomes all the more important the more 
“records of historical facts” it accumulates, and the 
greater the reach/relevance that these objects possess 
(at individual, collective, or global levels). 
 This chain of unfoldings, which coincides 
with the period in which Europe establishes itself 
as a model and center of production of knowledge 
about the world, finds in the collectionism the 
deepest expression of its cultural spirit. The fetishism 
on these objects of memory is one of the strongest 
pillars supporting the symbolic universe of the 
European colonizing spirit, which has served as the 
argumentative foundation to justify the material 
and cultural expropriation of other peoples. When 
one realizes that it is possible to improve what 
used to be a mere collateral product of colonization 
(private collections of trinkets and curiosities), 
with the market technology integrated into the 
Colonial Industry, these institutions gained even 

more relevance, inaugurating the idea of “museums 
as tourism”, transforming the idea of consuming 
“culture” (especially if a “foreign” culture, with 
“interesting” objects to look at without the need 
to undertake a journey to a “distant land”) a high 
profitable business.
 In this process, part of the history of other 
continents is still enclosed in European collections, a 
process that has only recently begun to be pointed out, 
questioned and pressed towards historic reparations. 
Nevertheless, the new clothes and names of the 
European cultural enterprises that seek to feed Clio 
and Calliope with the remains of their sisters are also 
recent: under the same argument of safeguarding the 
humanity memory, but with a new branding and self-
discourse, including the possibility of remove from 
the name of the enterprise words such as “museum”, 
“collection”, “archive”, “ethnological”, etc. Today the 
brands associated with the “new museums” evoke 
more abstract and “clean” concepts, like the place 
where they are installed (for instance, the Musée du 
Quai Branly) or nomenclatures of other natures, as if 
to be opened up for public debate (like the Humboldt 
Forum to be launched in Berlin soon)9. In any case, 
their contents do not deny their affiliation, and they 
continue to exercise the inescapable power, be it 

9 While researching information 
on the launch of Musée du Quai 
Branly, in Paris (2016) and the 
Humboldt Forum, in Berlin 
(2020) I got surprised with the 
fact that these are not the only 
cases of merging old collections 
into a new, big cultural enterprise 
that mixes art, colonialism, 
entertainment and leisure/
tourism under a new polished 
name [please, refer to the very 
illustrative “about us” pages on 
the websites pointed next. The 
Instagram pages, also usually 
linked in the websites, are great 
sources of analysis on the self-
narratives of these institutions]. 
The Liget Budapest (https://
ligetbudapest.hu/) claims to 
be, soon, the “largest and most 
ambitious European urban 
cultural development”, merging, 
in a park with beautiful gardens 
and award-winning architecture, 
what “has already raised the 
profile of its neighborhood”, 
the New National Gallery, 
the Hungarian Museum 
Restoration and Storage Centre, 
the Museum of Fine Arts, the 
House of Hungarian Music, 
and, of course, the Museum 
of Ethnography, all facilities 
currently under construction and 
planned to be launched in 2024. 
The Weltmuseum Wien (https://
www.weltmuseumwien.at/) 
which “houses comprehensive 
collections of ethnographic 
objects, historical photographs, 
and books on non-European 
civilizations” from the collection 
of the former Museum of 
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clearly coercive or foxy dissimulated, of controlling 
the narrative of history: the most powerful weapon of 
(neo)colonialism (Nkrumah). 
 The concepts of time, memory, legacy and 
history discussed above are of great importance for 
understanding the general dimension of the subject 
discussed here. However, we cannot in any way fail to 
highlight the practical/concrete dimension and the 
roles played by European museological institutions 
in global (geo)politics, especially between the 18th 
(when most of them were established) and the 20th 
(when they began to be questioned as a tool of state 
policies). This is where the real exercise of power of 
these institutions lies.

7
As this thesis is being presented in a European 
University, it is not necessary to recover, in detail, the 
continent’s History. However, in order to support my 
further arguments, I chose to raise an aspect that I 
believe is a global milestone in cultural studies. Major 
changes in the political and social configuration 
of Europe took place in the wake of the bourgeois 
revolutions, in particular the French Revolution 
(1789-99) and the Industrial Revolution (1820-
40), impacting all the countries in the continent – 

and, consequently, the world, through imperialist 
expansion - and causing the turbulent transition 
from feudalism to capitalism. The bourgeoisie 
consolidated its economic force and its rise to 
political power, transforming the government into 
the nation-state model to better serve its interests 
from a legal structure and infrastructure that 
facilitates (international) business enterprises and the 
accumulation of capital. 
 The setting-up of museums as institutions 
with the objective of educating the modern 
population, having since its foundation the political 
function of narrative control and supremacy 
discourse, has gained an even more complex 
dimension with the improvement of the capitalist 
system, with the possibility of multiplying wealth by 
working in its own favor: the previously untouchable 
and hidden treasures, with restricted access to very 
few people, are raised to the condition of tourist 
attraction that would bring people from all over 
the world and generate even more commercial 
relevance. Then, it would be a double-handed gain: 
from one single investment (the exploratory journeys 
of ethnographers to other lands), the set of objects 
collected would serve to both economic and political 
purposes. “It is also worth mentioning that memory, 

Ethnology, whose origins 
“traced back to the year 
1806, when the ‘Imperial 
and Royal Ethnographic 
Collection’ was established 
as part of the Imperial 
Natural History Cabinet 
after the partial acquisition 
of the ‘Cook Collection’. The 
continuously growing collections 
were transferred to the 
anthropological-ethnographic 
department of the Court 
Museum of Natural History in 
1876”; in 2013 “was renamed 
‘Weltmuseum Wien’ and given 
a new corporate design”. Other 
museums in Europe follow the 
same path, like Africa Museum 
(https://www.africamuseum.
be/), in Belgium, the National 
Museum of World Cultures, that 
aggregates the Tropenmuseum, 
Afrika Museum, Volkenkunde 
Museum and Wereldmuseum 
under the new name “Research 
Center for Material Culture” 
(https://www.materialculture.
nl/) in Netherlands; the initiative 
VärldskulturMuseerna, that 
put together the Museum of 
World Culture, the museum 
of Far Eastern Antiquities, 
the museum of Mediterranean 
and Near Eastern Antiquities 
and the Museum of 
Ethnography (https://www.
varldskulturmuseerna.se/), in 
Sweden; the Museo delle Civiltà 
(Museum of Civilizations), 
which collected the Prehistoric 
and Ethnographic Museum, the 
Museum of Popular Arts and 
traditions, the Early Middle 
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the central object of the enterprises, gives legitimacy 
to the institutional project and to the social agents 
dedicated to it (HEYMANN, 2005)”. That is why 
museums, today, compete with tourism on our 
current notion of what is “heritage”.
 This unique museological plan deserves 
attention. The power exercised broadens its network 
of relationships, produces new meanings, establishes 
lines of thought, determines what should be 
known, multiplies the institutions of memory (and 
forgetfulness) attributing to them a role of source of 

knowledge, ‘light’ and ‘enlightenment’ (CHAGAS, 
2011, pág. 7).
 Marlene Suano explains how the European 
bourgeoisie organized knowledge and know-how in 
such a way as to consolidate newly acquired power: 
education would be the great weapon of domination 
in modern countries, and museums were very well 
suited to the needs of the bourgeoisie to this end. 
In France, for instance10, the national revolutionary 
convention approved in 1792 the creation of four 
museums with an explicitly political objective and in 

The foyer of Humboldt Forum 
with the “Cosmograph”.  
Foto: SHF / David von Becker

Ages museum, the Oriental Art 
Museum and the Italian-African 
Museum, former Colonial 
Museum (https://museocivilta.
beniculturali.it/), in Italy. The 
examples are so many across 
the continent that I have now a 
good case for a new thesis to be 
developed soon.

10 Details on some German 
institutions will be described 
further below.
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the service of the new order (SUANO, 1986, págs. 
28-29): The Monuments Museum (Trocadéro)11, 
built in the context of the III Paris World’s Fair in 
1878; the Louvre Museum12 and the Museum of 
Natural History13, both launched in 1793; and the 
Museum of Arts and Crafts (des Arts et Métiers), 
launched in 1794. In the wake of this same social 
movement were inaugurated those which, in addition 
to the Louvre, were the largest and most important 
museums in Europe14: the Vienna Belvedere (1783), 
the Royal Dutch Museum, today Rijksmuseum, 
in Amsterdam (1808), Prado Museum, in Madrid 
(1819), Altes Museum, in Berlin (1810), Hermitage 
Museum, in Saint Petersburg (1852) which, as 
pointed out in footnote [3] of the previous section, 
are to this day - although their names have changed 
- the largest holders of ethnological objects brought 
from other continents.
 In this way, this new ruling class seeked to 
act on different fronts for the establishment of new 
national identities, acting strongly in the cultural 
and artistic fields, but always with eyes on trade 
and finance. Two events of global magnitude that 
took place in this period would completely re-shape 
international relations between nations around the 
world and are closely linked to the question of the 

colonialist way of thinking that led to the creation 
and consolidation of the model of ethnological 
collections in European institutions: the Haitian 
Revolution (from August 1791 to January 1804) 
and the Berlin Conference (from November 1884 
to February 1885).
 The Haitian Revolution had such a huge 
impact on the colonialist structure that the words 
haitianism or haitian menace started to appear in 
many letters and official documents all over the 
world, especially in the Americas and the Caribbean 
(TORRES-SAILLANT, 2012). The idea of a 
haitianism conveyed the fact that the colonialist 
hegemony was not as crystallized as the power 
structures would like to believe, since Haiti - formerly 
called Saint-Domingue, economically the most 
important colony of the French Empire - had toppled 
the colonialist regime. The supremacists15 realized 
that if Haitians - with sparkles of revolutionary spirit 
and loads of impeccable war strategies - managed 
to bring down the mighty armadas of the wanna-
be-undefeatable Napoleon Bonaparte, setting the 
example by founding the first Black Republic, first 
African enslaved’s victory, and first complete ban of 

11  Designed to tell the story of 
revolutionary France, favoring 
neoclassicism and Napoleon’s 
imperialism, both fruit of the 
same ideology of a France that 
thought itself heir to Greece 
and Rome in the hegemony of 
Europe (SUANO, 1986, pág. 28).

12 Open to the public only 
three days out of ten, in order to 
educate the French nation in the 
classical values of Greece and 
Rome and in what represented 
its contemporary heritage: 
besides the royal collections, 
with objects brought from 
the colonies, it was composed 
of material coming from 
churches looted by the French 
revolutionaries and the boots 
that Napoleon brought from 
other European countries and 
even from Egypt (SUANO, 
1986, pág. 28).

13 Together with the Arts 
and crafts, aiming to the 
development of scientific 
thinking.

14 Although their collections 
were being migrated and 
merged with others over time, 
and in some cases the original 
collections are in other museums 
today, these buildings still retain 
the status of the “great deeds” 
they meant in the past.

15 “Scientists, thinkers, 
intellectuals, ideologists and 
politicians who invest their 
resources mainly or partially 

slavery, it wouldn’t take long before all slavery-based 
empires start to crumble. 
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slavery, it wouldn’t take long before all slavery-based 
empires start to crumble. 
 At this point, the colonialist structure 
starts to calculate that “physical violence alone is 
the least effective method to perpetuate structures 
of oppression and exploitation” (FREIRE, 2020). 
On the other hand, “physical violence, combined 
with cultural, ideological, political and economic 
domination, leans towards the indestructibility of 
the imperialist structure it serves” (ibid). Colonialism 
starts then to continuously sophisticate its 
mechanisms of exploitation with special attention on 
narrative control. 
 Maybe the most crystal-clear example of 
such narrative control is the Berlin Conference. 
Assembled by the major European colonial 
powers to avoid wars between themselves in the 
processes of dividing, occupying and exploiting the 
African continent, the narrative established by the 
Conference was that European empires/kingdoms 
were to end slavery and end colonization in African 
territories. A narrative that, for the public opinion, 
ended up “justifying” the world’s most horrible 
atrocities with countless genocides, massive tortures 
and inhuman labor systems in Africa - during the 
whole 20th century up to this very day. This deceit 

was meticulously fabricated by numerous intellectuals 
and opinion makers, of which Kipling’s “The White 
Man’s Burden”16 became particularly famous and 
especially representative of Europe’s unlimited levels 
of cynicism and deep-rooted racism. One could try 
to argue that all this was a long time ago and that 
such narrative has already fallen. But unfortunately, 
this narrative of the Berlin Conference has been so 
well implemented that, even today, in 2020, many 
people are reproducing the discourse that Europe has 
done “many good things” for Africa, giving sickening 
examples like railways, infrastructure, industrial 
development, religion, etc. Further evidence of the 
crystallization of this narrative is that, at the exact 
moment you are reading this sentence, you probably 
thought that I was referring to the most recent rise 
of the right or extreme-right wing people - but 
unfortunately I am also referring to many leftists who 
share these or other similar fallacies, as I had often 
heard with my own ears since I got in Germany.
 And then again, the cognitive disruptions of 
narrative control are so strong that make it difficult to 
chain all the ideas together in a clear way, to expose 
what all of this has to do with this work of mine, 
and with European ethnology, and with the current 
cultural industry of museums. As in the words of the 

in elaborating justifications for 
racism or for colonialism, or who 
invest in designing strategies to 
maintain or strengthen the racist 
structure - like the authors of 
so-called “scientific racism” of the 
past and of the present, extremist 
leaders, neo-liberalists and any 
person from any area who creates 
or has created any form of direct 
support or indirect attenuation 
to the racist thinking or to the 
colonialist project (FREIRE, 
2020)”.

16 Cf.: https://en.wikipedia.org/
wiki/The_White_Man%27s_
Burden
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Kenyan political scientist, Ali Mazrui (1986), the 
wedding between Europe’s “scientific curiosity and 
economic appetite” discursively organized all sectors 
and all strata of European societies into a single 
unified agenda: to build a global Empire through the 
full expropriation of natural and cultural resources 
from all non-European peoples worldwide. In a 
total-warfare, upon conceptual, ideological, cultural 
and political fronts, countless facades and foxy 
decoys of sophisticated cynicism have been put in 
strategic places - of which the ethnology and other 
scientificisms are only some of the examples, and not 
coincidentally the ones I chose to fight against. In 
summary, “know thyself ” had become a great fallacy, 
and “know thyself through otherness” is the height 
of cynicism: in fact, what Europe wanted were sugar 
and diamonds.

------------------------------------------

Introduction to the ethnography of 
ethnology, or to a counter-ethnography

8
Throughout the 20th century, especially since the 
wars of African countries for the independence of 

Europeans, and in the struggles of Latin American 
countries for sovereignty in the face of US domination, 
many philosophers, historians, social scientists, artists, 
filmmakers and authors of different fields have been 
proposing broader trans-inter-national discussions 
on the damage that European epistemic practices 
cause to our subjectivities. Reflections on the notion 
of representation and the relations between different 
systems of representation (HALL, 1992), the role 
of narratives in the constitution of individuals and 
social groups (SANTOS & MENESES, 2010), 
the effects of the adoption of a single globalizing 
paradigm (SILVA D. F., 2007), the policies of 
silencing (KILOMBA, 2010), the epistemicide 
(CARNEIRO, 2005), the hierarchizations proposed 
by the white episteme in social theories and ethnic-
racial relations (MUNANGA, 2009) the forms of 
territorial colonization and, above all, psychological 
colonization as structurers of modernity (FANON, 
1961), just to name a few more exponent authors 
at the moment, are topics addressed around white-
European domination and the epistemological 
primacy granted to modern science from the 17th 
century onwards, making the colonial body a 
being endowed with two arms: one stronger, called 
genocide, and the other longer, called epistemicide.
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being endowed with two arms: one stronger, called 
genocide, and the other longer, called epistemicide.
 Very illustrative of the above is the infamous 
confrontation between two great cinematographers, 
the French ethnologist Jean Rouch and the 
Senegalese filmmaker Ousmane Sembène in 1965. I 
find it worth to register it below in full to let both of 
them speak by their own words what I believe to be 
the urge of breaking the Eurocentric epistemological 
paradigm17. 

Ousmane Sembène: Will European 
cinematographers, you for example, 

continue to make films about Africa once there 
are a lot of African cinematographers?
 Jean Rouch: This will depend on a lot of things 
but my point of view, for the moment, is that I 
have an advantage and disadvantage at the same 
time. I bring the eye of the stranger. The very 
notion of ethnology is based on the following 
idea: someone confronted with a culture that is 
foreign to him sees certain things that the people 
on the inside of this same culture do not see.
 OS: You say seeing. But in the domain of 
cinema, it is not enough to see, one must 
analyze. I am interested in what is before and 

after that which we see. What I do not like 
about ethnography, I’m sorry to say, is that it is 
not enough to say that a man we see is walking; 
we must know where he comes from, where he is 
going.
 JR: You are right on this point because we 
have not arrived at the goal of our knowledge. 
I believe as well that in order to study French 
culture, ethnology having to do with France 
must be practiced by people on the outside. If one 
wants to study Auvergne or Lozere, one must 
be a Briton. My dream is that Africans will be 
producing films on French culture. As a matter 
of fact, you have already started. When Paulin 
Vieyra did Afrique sur Seine (Africa on the 
Seine) his purpose was indeed to show African 
students, but he was showing them in Paris, and 
he was showing Paris. There could be a dialogue, 
and you could show us what we ourselves are 
incapable of seeing. I am certain that the Paris 
or Marseilles of Ousmane Sembène is not my 
Paris, my Marseilles, that they have nothing in 
common.
 OS: There’s a film of yours that I love, that 
I’ve defended and will continue to defend. It’s 
Moi, un Noir. In principle, an African could 

17 “At the time of the talk, 
the Frenchman Jean Rouch 
(1917-2004) was at the forefront 
of European filmmaking.  
Acclaimed as an ethnographic 
director, Rouch was the first 
to use the term cinéma vérité, 
applying it to Chronicle of 
a Summer (1960), his best-
known film. Literally meaning 
“cinema truth,” cinéma vérité 
is a genre that blurs fact and 
fiction and an influential film 
movement of the nineteen 
fifties and ‘sixties. Rouch’s 
lifelong attachment to African 
subjects began in 1941. His 
West African documentaries, 
such as Les Hommes Qui Font 
La Pluie (Men Who Make the 
Rain, 1951), Les Maîtres Fous 
(Masters of Madness, 1955), 
and La Pyramide Humaine (The 
Human Pyramid, 1961) show 
his fascination with magic and 
ritual. They also exemplify the 
ethnographic gaze associated 
with a primitivism couched in 
the rationale of the archive and 
Western science. “You look at us 
as if we were insects,” Ousmane 
Sembène objects in this 
conversation. Senegalese film 
director, producer, and writer 
of first importance, Ousmane 
Sembène (b.1923) helped define 
modern Africa for the post-
colonial era. The prize-winning 
success of his film Borom Sarret 
at the 1963 Tours International 
Festival in France, two years 
before this conversation took 
place, brought African film to 
the world stage.  The previous 
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have done it, but none of us at the time had the 
necessary conditions to realize it. I believe that 
there needs to be a sequel to Moi, un Noir, to 
continue—I think about it all the time—the 
story of this young man who, after Indochina, 
does not have a job and ends up in jail. After 
Independence, what becomes of him? Has 
something changed for him? I don’t believe so. 
A detail: this young man had his diploma, now 
it so happens that most delinquent youth have 
their school diplomas. Their education doesn’t 

help them, doesn’t allow them to manage 
normally. And, finally, I feel that up to now two 
films of value have been made on Africa: your, 
Moi, un Noir and Come Back Africa, which you 
do not like. And then there’s a third one, of a 
particular order, I’m talking about Les Statues 
Meurent Aussi (Statues Die Too). 
 JR: I would like you to tell me why you don’t 
like my purely ethnographic films, those in 
which we show, for instance, traditional life?
 OS: Because you show, you fix a reality without 
seeing the evolution. What I hold against you 
and the Africanists is that you look at us as if we 
were insects. 
 JR: As Fabre would have done. I will defend 
the Africanists. They are men that can certainly 
be accused of looking at black men as if they 
were insects. But there might be Fabres out there 
who, when examining ants, discover a similar 
culture, one that is as meaningful as their own.
 OS: Ethnographic films have often done us a 
disservice. 
 JR: That is true, but it’s the fault of the authors, 
because we often work poorly. It doesn’t change 
the fact that in today’s situation we can provide 
testimonies. You know that there’s a ritual 

Still from Ousmane Sembène’s 
“Ceddo” (1977)
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culture in Africa that is disappearing: griots 
die. One must gather the last living traces of 
this culture. I don’t want to compare Africanists 
with saints, but they are the unfortunate monks 
undertaking the task of gathering fragments of a 
culture based on an oral tradition that is in the 
process of disappearing, a culture that strikes me 
as having a fundamental importance.
 OS: But ethnographers don’t collect fables 
and legends only of the griots. It is not solely 
about explaining African masks. Let’s take, for 
example, the case of another one of your films. 
Les Fils de I’Eau. I believe that a lot of European 
viewers didn’t understand it because, for them, 
these rites of initiation didn’t have any meaning. 
They found the film beautiful but didn’t learn 
anything.
 JR: While filming Les Fils de I’Eau, I thought 
that by seeing the film European viewers could 
do just that, go beyond the old stereotype of 
blacks being “savages.” I simply showed that just 
because someone doesn’t participate in a written 
culture doesn’t mean they do not think. There’s 
also the case of Maitres Fous, one of my films 
that provoked heated debates among African 
colleagues. For me, it testifies to the spontaneous 

manner in which the Africans shown in the 
film, once out of their milieu, get rid of this 
industrial and metropolitan European ambiance 
by playing it, giving it as spectacle. I believe, 
however, that problems of reception do come 
up. One day, I showed the film in Philadelphia 
at an anthropological congress. A lady came 
to see me and asked: “can I have a copy?” I 
asked her why. She told me she was from the 
South and . . .. she wanted to show . . . this 
film to prove that blacks were indeed savages! 
I refused. You see, I gave you an argument. In 
agreement with the producers, the showing of 
Maitres Fous has been reserved for art houses 
and cinema clubs. I believe that one should not 
bring such films to an audience that is too large, 
ill-informed, and without proper presentation 
and explanation. I also believe that the unique 
ceremonies of the people in Maitres Fous make 
a primordial contribution to world culture. 

9
Concerned to look deeply at the origin of the collections 
of historical objects in museums and archives in Europe, 
in order to understand the initial motivations and 
justifications for the permanence of these collections, I 

commentary by Nwachukwu 
Frank Ukadike considered 
Sembène’s films in the context 
of revisionist cinematography 
by Black Africans and their aim 
to give an authentic voice to 
modern Africa.  In this “historic 
confrontation” between Sembène 
and Rouch the question of 
authenticity – of who can 
represent Africa truly – is again 
emphatically underlined.  What 
are Rouch’s arguments in favor 
of the ethnographic viewpoint?  
How does Sembène counter?  
What is the dilemma for the 
artist and audience?  How would 
you resolve it?” (ENWEZOR, 
2001). Transcribed by Albert 
Cervoni and translated by Muna 
El Fituri. Available at: http://
www.csus.edu/indiv/o/obriene/
art116/Readings/final%20
Rouch%20Sembene%20on%20
African%20film.doc



36

Suelen Calonga

Why do the Archives archive? - A journey from the hunko to the counter-ethnography and back

initiated an investigation parallel to the writing of this 
thesis - which will not be deepened here, since it is not 
the main focus of this work, but which greatly supports 
it - on the formation of collections derived from private 
collections of missionaries, scientists, military and 
artists commissioned by their countries on colonial 
journeys. Despite the fact that it is well known that in 
ancient Kemet (Egypt) there was already the practice of 
portraying - in a distinct way in paintings and murals - 
the characteristics of other ethnicities that surrounded 
them, it was since the ancient Greeks and their texts 
with detailed descriptions of the Persian and Scythian 
peoples, as well as the geography of their territories, 
that we can track back the practice of studying the 
“otherness” in order to define oneself. So, I believe that 
at this point in time, it is safe to declare that Ethnology, 
even in its early sense of the term, is endemic to Europe.
 The modern use of the term ethnology is credited 
to the Slovak jurist, and historian of the Kingdom of 
Hungary, Adam Franz Kollár. He used and defined 
this term in his Historiae ivrisqve pvblici Regni Vngariae 
amoenitates published in Vienna in 178318 as “the 
science of nations and peoples, or, that study of educated 
men in which they inquire into the origins, languages, 
practices, and institutions of various nations, and finally 
into the fatherland and ancient seats, in order to be 

able to better judge the nations and peoples in their 
own times” (MANDAVILLI, 2018). Today, the term is 
understood as the science that studies the documents 
gathered by and through ethnography seeking an 
analytical and comparative appreciation of the cultures 
and civilizations, and although it is constantly being 
criticized, reviewed and updated, the development 
of the discipline over time has accompanied Europe’s 
expansion throughout the world and its various 
adaptations, subtleties and sophistications.
 In summary, the ethnographic method, so 
fundamental to social and cultural anthropology (so 
much that today it is difficult to separate the science 
from the method), was first established with the 
justification of otherness. The widespread European 
aphorism “know thyself ” from the temple of Apollo in 
Delphi, has become the “know thyself from the other”. 
Other sciences - created or developed in the same 
period as the advent of ethnology in the West - support 
this premise, such as psychoanalysis19. 
 On a first level, ethnology proposed a detailed 
description of non-European ethnicities, peoples and 
social groups with a recognizable socio-economic 
structure, with the argument that it was possible to 
better understand one’s own cultural identity and social 

18 Cf.: https://www.europeana.
eu/en/item/9200332/
Bibliographic
Resource_3000095469207

Rouch filming Dogon ritual ca. 
1972. Faye Ginsburg. Exctracted 
from the text “Jean Rouch: an 
anthropologist ahead of his 
time”, by Jean-Paul Colleyn. 
2005. 



37

Why do the Archives archive? - A jouney from the hunko to the counter-ethnography and back

Suelen Calonga

structure from the comparison with other identities and 
structures. 
 The ethnographic method of qualitative 
research aimed to learn the cosmovision of an other-
people according to their own point of view, so that 
implies a deep understanding about the way of living, 
practices, specific behaviors, values, beliefs, and social 
rules of that people. The ethnologist – or in the field 
jargon, participant observer - goes personally to the 
other-land for a field work, in which s/he is the main 
instrument of data collection, always with the premise 
that s/he is also a cultural being, so the product of his/
her collection passes through his/her subjectivity (way 
of living, practices, values, beliefs, behaviors and social 
rules of his/her origin).
 The method quickly proved to be very efficient 
and it was noticed that it was easier to conquer, dominate 
and colonize another territory the better one knew the 
details of the socio-cultural formation of the people 
who occupied it. The first point of otherness is based 
on theories such as evolutionism (Social Darwinism), 
developed in the sense that it was necessary to 
understand the so-called “primitive societies” in order 
to analyze the path that would have been taken to 
reach the supposed point of complexity of European 
society, considering a line of evolution that would place 

Europe at a more “advanced” point of evolution than 
the other societies. Governments and other institutions 
of countries in Europe began to see great opportunities 
for profit in financing expeditions of adventurers, 
religious missionaries and scientists from the most 
diverse areas (geology, botanic, zoology, anthropology, 
etc.) so that they could collect reports, objects, samples 
of biodiversity, minerals, fauna, flora, and often 
even individuals from the peoples of the territories. 
 The collections derived from these assortments 
could be composed of objects of mere exotization of 
“people from distant lands” - configuring freak shows, 
human zoos or the famous Cabinets of Curiosities that 
originated many of the ethnological museums mainly 
in England, France, the Netherlands and Germany - 
but also governmental trophies: war souvenirs collected 
and displayed for the same reason that a hunter displays 
in his living room the head of a deer that he slaughtered 
in the forest.
 The Social Darwinism was later proved to 
be fallacious and called pseudo-evolutionism by Lévi-
Strauss: the material wealth and technical progress 
that white European civilization possessed at the time 
was not the merit of this civilization, but the product 
of plundering others (LÉVI-STRAUSS, 1976); and 
also many other authors - including Europeans20 - are 

19 Although it is a difficult 
articulation of concepts to 
be realized in such a short 
space - given that this is not 
the core of the work, but the 
introduction to a theme of 
fundamental importance for the 
understanding of my choices 
- I try here to make a brief 
description of what I understood 
to be the primary objectives of 
ethnology, for the subsequent 
problematization around the 
collections of ethnological 
museums in Europe, where the 
main object of my research - the 
collection of phonograms of 
Brazilian Candomblé - is under 
custody.

20 Cf.: (KIRSHENBLATT-
GIMBLETT, 1998); 
(THOMAS, 1991).
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trying to uncover and deconstruct what disciplines 
linked to anthropology insist on perpetuating. But 
words that are still widely used today in academic 
contexts, such as “native” (regardless of whether they 
are urban or rural, contemporary or traditional), 
“others”, or in the least worst case scenario, “informant”, 
“fieldwork”, “approximation”, “enclosure”, “description”, 
“transforming the exotic into familiar” still carry 
a colonial rancidity; and however much lexicon is 
proposed to be more appropriate to “new times”, the 
core of the motivations will still be there. The colonialist 
root is an inescapable condition that only the complete 
decolonization - in all fronts - can eradicate.

------------------------------------------

Collections: the “shared” (colonial) 
heritage

10
Any collection better portrays the collector than the 
history of the objects transformed into a collection. 
In the case of ethnographic assets this gains an even 
greater dimension: sometimes, one or other object 
can tell some stories of the part of the world that 
they refer to, but in a big collection of ethnological 

objects, when they are all gathered in a same place, 
they form a very clear picture of the man or society 
that collected them and transformed them into 
a collection. This part of the text is focused on a 
primarily observation that no matter how much 
the ownership of the pieces the form a collection 
change hands, the institutions change their names, 
or society undergoes transformations that alter the 
meaning of a collection over time, the character of 
the intentionality of its formation follows the core of 
the collection as long as it exists.
 I assume that the institutionalization of 
the collections inside museums and archives  - 
created with the declared vocation for education 
and preservation of memory - always have a 
political character, “insofar as memory is a political 
instrument, capable of creating identities, producing 
a discourse on the past and projecting perspectives on 
the future” (HEYMANN, 2005).
 Roughly speaking, until the Middle 
Ages the collections still had the character of 
untouchable treasures of government institutions, 
empires, and the Church; they served to endorse 
alliances, formalize political covenants, and finance 
wars against the enemies of the State. Only in the 
transition from the middle age to modern state-
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nations (or from feudalism to capitalism, as pointed 
out in the previous section) did some people of 
greater financial capability begin to form private 
treasures, which became symbol of economic power 
of families and served as a thermometer of rivalries 
between them (SUANO, 1986, págs. 14-16). These 
private collections could be composed of objects 
like manuscripts, books, precious stones, porcelain, 
optical, astronomical and musical instruments, “relics 
like a supposed engagement ring of St. Joseph or 
a milk tooth of the Virgin Mary” (ibid. p. 14) and 
objects of Greek and Roman civilizations have come 
to deserve great interest from collectors, as treasures 
of the past.
 Many authors speak about how 19th and 
20th century museums, fairs and exhibitions have 
organized their collections, most of all from colonial 
looting. The first travelers to the “far-away” countries 
were commissioned by their own governments, and 
their aim was to catalogue the cultural and biological 
diversity of these peoples and places, and, even better, 
to bring back detailed descriptions and samples of 
everything they could find: from plants to animals, 
from pictures to people. This aspect of coloniality 
is, at the same time, form and content of a “power 
matrix that produces racial and gender hierarchies at 

the global and local levels, operating together with 
capital to maintain a modern regime of exploitation 
and domination” (QUIJANO, 1997) (QUIJANO, 
1992).
 Barbara Kirshenblatt-Gimblett explores 
the paradox of displaying ethnological artifacts in 
museums21, since “ethnographic objects are objects of 
ethnography: They are artifacts created by ethnographers 
when they define, segment, detach, and carry them away. 
Such fragments become ethnographic objects by virtue of 
the manner in which they have been detached. They are 
what they are by virtue of the disciplines that ‘know’ 
them, for disciplines make their objects and, in the process, 
make themselves. (...) I want to suggest that ethnographic 
objects are made, not found (...) they did not begin their 
lives as ethnographic objects. They became ethnographic 
through a process of detachment and contextualization. 
Whether in that process objects cease to be what they once 
were, is an open and important question. That question 
speaks to the relationship of source and destination, to 
the political economy of display. The answer tests the 
alienability of what is collected and shown” (1998, págs. 
2-3).
 In the way they are organized today, 
ethnological museums seem to be places to display 
historical fragments, frequently lacking enough 

21 The author also cites in 
this text an important aspect 
that would be the definitive 
proof of effectiveness in the 
role of European museums as 
educational ventures about their 
own (European) worldview: the 
“heritage performances”, the 
theatrical forms that colonized 
countries have to mimic and 
convey messages of modernity, 
emulating what would be 
“European appearance”.
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effort or effective means in telling or reconstitute the 
history of the object, the place/people they belong or 
how and why it was collected. The exhibitions are, 
in great part, cabinets of curiosities; collections of 
“pieces” shown in an appealing way. It is important to 
mention that, more recently, there are many initiatives 
spread over Europe calling artists, scholars and people 
interested in working with closed collections to bring 
new layers of significance to the objects and to the 
relations between them. But the “good intentions”, 
which are actually discursive cooptation, also reveal 
a lack of reach of the bigger institutions: the objects 
were so disconnected from their original meanings 
that now it is necessary to reach people that can 
restitute meaning to the assets, or even to build a new 
meaning for them to be kept in the collections, which 
is a thing very difficult to justify nowadays.

The artfulness of the ethnographic 
object is an art of decision, of 

detachment, an art of the excerpt. 
(...) Perhaps we should speak not of 
the ethnographic object but of the 
ethnographic fragment. Like the ruin, 
the ethnographic fragment is informed 
by a poetics of detachment. Detachment 

refers not only to the physical act of 
producing fragments but also to the 
detached attitude that makes that 
fragmentation and its appreciation 
possible (KIRSHENBLATT-
GIMBLETT, 1998, pág. 18).

The question “Can we decolonize museums?”, which 
Prof. Antonio Ribeiro starts to answer with the 
statement “Museums are either post-colonial, or they 
are nothing” (RIBEIRO, 2016) becomes central when 
analyzing the theoretical deadlock of the academic 
and political fields, if we suppose that exists an urge of 
the museums to maintain certain colonial procedures 
that are the very reason why they exist. And with the 
refinement of the narrative tools over the years, these 
procedures are becoming more and more subtle, but 
with increasing impact. These procedures that, since 
the start of physical colonization, caused a profound 
disruption in the subjectivities of the affected people 
(oppressed indigenous and enslaved populations in 
Africa, America and Asia) and created large gaps in 
the identity constitution of these populations, making 
it difficult or often impossible to build a cohesive 
self-identity. The economic system, the Academia 
(including the Arts) and the European model of 
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Science as the “universal” knowledge producer have a 
fundamental role in this disruption: its perpetuation 
(FANON, 1961); (SILVA D. F., 2007).
 Museums that keep foreign assets, whether 
physical or immaterial, aim to tell the history of the 
objects, societies or places where they were collected 
without, however, reporting the absurd circumstances 
involved in the collection. This means that when they 
expose a bowl, a religious sculpture, a song, a boat, 
a photo, a chair, a skeleton or a bean pod, they are 
not, as a rule, concerned with making that object 
into a historical document of the colonizing crusade 
upon that specific territory, but rather a means for 
mitigating, relativizing and emptying the brutal 
violence that usually led to the collection of such 
artifacts. The way objects are displayed, in relation to 
others, tells us stories, but the history of how objects 
were obtained can tell us another history that is even 
broader, deeper and recurrently hidden.
 The treasure was thus lost, not because of 
historical circumstances and the adversity of reality, 
but because no tradition predicted its appearance or 
its reality; no testament bequeathed it to the future. 
The loss, perhaps inevitable in terms of political reality, 
was in any case consummated by forgetfulness, by a 
lapse in memory which affected not only the heirs, 

but, in a way, the actors, the witnesses; those who for 
a fleeting moment held the treasure in the palm of 
their hands; in short, the living ones themselves. This 
is because memory, which is only one of the most 
important modes of thought, is powerless outside a 
pre-established frame of reference, and only in very 
rare occasions is the human mind able to retain 
something entirely disconnected from its context 
of production. So, the first ones to fail to remember 
what the treasure was like were precisely those who 
had possessed it, and who found it so strange that 
they did not even know how to name it. At the time 
this did not bother them; they did not know their 
treasure, but they knew very well the meaning of 
what they were doing and that it was above victory 
and defeat. (ARENDT, 2011, pág. 31)
 
------------------------------------------

A glimpse into Germany’s colonial 
history: the Humboldt Forum 

11 
“Humboldt Forum is like Chernobyl” said Bénédicte 
Savoy, in a bold and very elucidative interview to Jörg 
Häntzschel of Süddeutsch Zeitung22 after the decision 

22 Süddeutsche Zeitung. 20 Juli 
2017.
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to leave the Expert Advisory Board of the Humboldt 
Forum in 2017. Savoy states several elucidative 
things both from the point of view of what the role 
of museums today should be and for positioning the 
meaning of my particular project in the context of 
other European cultural super-ventures. According 
to Savoy23, the lack of transparency, team spirit and 
responsibility in the conduction of the process in 
Germany makes the Humboldt Forum an impossible 
project, shaping our imagination about the infinite 
number of things “not buried under this lead cover 
like nuclear waste, so that no radiation would escape” 
(Savoy 2017). The clarification and presentation of 
the pieces’ provenance in a comprehensible form 
should be the main concern of any ethnological 
museum today. However, the Humboldt Forum was, 
at least until the time of the interview, neglecting the 
topic of research, and “the fact that on museum walls 
nothing is written about where the works come from 
is no longer acceptable.”
 The very location of the project is another 
point to be stressed out: the Humboldt Forum is 
housed in the reconstructed Berlin Palace, a place 
of which “architecture signals that history can be 
undone. But people who ask for stolen objects to 
be returned are told that history cannot be undone. 

This is an irresolvable contradiction that will plague 
the Humboldt Forum forever. It continues with 
the iconography of the facade with its weapons, 
helmets and armor”. The Berlin Palace was has 
been reconstructed since 2006, replacing the former 
People’s Parlament of soviet heritage, which was 
demolished allegedly for being contaminated with 
asbestos. The history Germany chose to further 
narrate by reconstructing the Prussian palace was 
rather an older one than that of its divided capital; 
the one that testified its former age as an empire.
 Due to so many contradictions and ethical 
impossibilities, “even with political will, a lot of 
money and a good head, such a project [would 
have] no chance”. The journalist then asked if the 
main problem was somewhat linked to the Prussian 
Cultural Heritage Foundation24, and Savoy goes 
directly to the point: “It starts with the name. There 
are historical reasons for it, as for the organization 
itself. But it is no longer up to date. Culture is not 
the property of Prussia, Britain, France. And Prussia 
doesn’t have the best image in the world. Such terms 
work in people’s minds, just like a cross”.
 And to close the section about this specific 
interview, I would like to assume Savoy’s words 
as mine, when she declares that “for me it is less 

23 Bénédicte Savoy co-wrote 
the Sarr/Savoy report on the 
restitution of African heritage 
for the French government, 
published in 2018 (SARR 
& SAVOY, 2018), before 
being hired by the German 
government.

24  Stiftung Preussischer 
Kulturbesitz, “the origins of the 
vast majority of the museum, 
library, and archival holdings 
(...) and the roots of the five 
institutions”: the Geheimes 
Staatsarchiv Preussischer 
Kulturbesitz (Prussian 
Secret State Archives), the 
Staatsbibliothek zu Berlin 
(Berlin State Library), the 
Staatliche Museen zu Berlin 
(National Museums in Berlin), 
the Ibero-Amerikanisches 
Institut (Ibero-American 
Institute), and the Staatliches 
Institut für Musikforschung 
(State Institute for Music 
Research). Cf.: https://www.
preussischer-kulturbesitz.de/
about-us/profile/prussian-
cultural-heritage/?L=1
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important to know what function an object had in 
Namibia than to find out under which circumstances 
it ended up here”. That is because the ethnological 
museums in Europe, and in Humboldt Forum 
in a very special way, form a complex system of 
appropriation and alienation - the colonial system - 
for which these collections of bloody pieces become 
public archives.

12 

There has been a great public discussion in the field 
of cultural policy going on in Germany since some 
years about what the Humboldt Forum is and 
what is planned for it. All the problematic aspects 
of the venture seem to have already been pointed 
out by experts, researchers and activists, and at first 
there was an intense debate about whether the 
Berlin Palace should be rebuilt and what a revival 
of the Hozenzollern house would mean for the 
Berliners, since the facades symbolize the Prussian 
militarism and its imperialist policies. Little by little 
the discussions took on greater dimension from 
the broad perception of the colonial approach of 
an ethnological museum in the 21st century that 
chooses to be in this place with such controversial 

symbolic charge and architecture. The initiative “No 
Humboldt 21!” emerged to shed light on the illegality 
and colonial content of the museum’s collections 
through a campaign that exposed the relationship 
of the noble family residing in the palace with the 
slave trade and the Berlin Conference convened by 
Bismarck in 1884 (NO HUMBOLDT 21!, 2013).
 Sophia Nätscher, while debating on colonial 
objects at the Musée du Quai Branly and at the 
Humboldt Forum, exposed several critical points in 
the management rhetoric of the latter (NÄTSCHER, 
2018), pointing out to a question of principle and 
fundamental importance for the apprehension of 
the set of problematic meanings of the venture: 
the brothers behind the Humboldt Forum name, 
Wilhelm and Alexander von Humbold. The first 
is renowned for his studies in linguistics and for 
devising the university system in Prussia, while the 
second is known for his five year expedition to Latin 
America, from which he brought a huge collection 
of flora and fauna to Europe, approximately 60,000 
plant specimens of 6,000 species, of which 2,000 
were unknown in the continent at that time. Those in 
charge of the Humboldt Forum tend to portray this 
fact as an innocent, almost childish curiosity, which, 
however, is closely linked to colonialism. The travels 
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of Alexander von Humboldt, who unofficially voiced 
criticism of colonization, were also part of the colonial 
system, being supported by the Spanish Royal House 
with much more interest for his findings on mineral 
resources and possibilities of territorial conquest than 
in an “intercultural exchange”: 
 As part of the colonial mission, he enjoyed 
a privileged position from which he regarded not 
only unknown flora and fauna but also the societies 
foreign to him as the object of investigation from 
a Eurocentric perspective. This may not have been 

anything that would have been problematic in his 
days - but a little more than a hundred years later, 
these colonial entanglements certainly call into 
question his suitability as the patron saint of an 
ethnological museum (NÄTSCHER, 2018).
 The Humboldt brothers are considered, in the 
rhetoric of the new museum’s directors, as the great 
defenders of scientific curiosity, of the genuine thirst 
for knowledge and of anthropological interest based 
on the idea of equal rights for all peoples; values that 
would be represented by the Humboldt Forum. “That 
would be something like call a Latin-American art 
center in Spain as ‘Columbus Forum’, said the Anti-
Humboldt Gruppe Alexandertechnik” (id., p.96).
 While I write this text, the Humboldt 
Forum frontpage website shows the date of the 
launch as “late 2020” and/or “December 2020”. A 
very ambiguous sequence of short videos shows 
the renovation of the facade, a person doing the 
restoration of a boat sculpture, a Japanese woman 
dressed in traditional clothes opening a slide door, 
sound checks of a performance. It is not clear how 
much of the museum is already working and/or can 
be reached by the public, but the programme declares 
that “first, the basement, the ground floor and the 
first floor will open. In further stages, the exhibitions 

At Humboldt Forum, the 250th 
birthday of Alexander von 
Humboldt was celebrated with 
a programme with “plenty of 
attractive offerings for everyone 
from specialists to families (...) 
with a special focus on Latin 
America. Various artistic formats 
strikingly emphasized the endure 
relevance of Alexander von 
Humboldt while simultaneously 
encouraging critical debate” - 
from the official press release on 
the museum’s website.  Photo: 
SHF / David von Becker
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on the 2nd and 3rd floors and the observation deck 
on the roof will follow in 2021”. The programme also 
gives a glimpse on what will be shown through the 
question “How much Humboldt is in the Humboldt 
Forum?”, followed by the answer: 

Glaciers, a penguin, a sailing ship – 
Wilhelm and Alexander von Humboldt 

have lent their names to new discoveries and 
inventions the world over. But how much 
of the work of the two scholars, reformers 
and visionaries can one actually find in the 
Humboldt Forum? A great deal: for their 
curiosity and their ability to explore the world 
with open eyes and comprehend it as a web 
of connections between nature and culture 
provides the inspiration for our artistic and 
scientific program. 25

After that, a link to a collection of 10 articles about 
Wilhelm and Alexander von Humboldt follows under 
the title: “Great guys”. So, I think it’s safe to guess 
that the history of the brothers will be the theme 
of the first temporary (or permanent) exhibition, 
because of the importance of their trajectories and the 
great amount of research related to their findings and 

inventions, the collection of objects and documents 
stored in the museums and other institutions 
associated with the venture (specially the University 
Alliance). For sure, it would be the “easiest” subject 
to deal with, in an opening that, I can bet, will be 
marked by a lot of controversies. The collection of 
ethnographic objects would be the most delicate 
subject to deal in an opening watched closely and 
targeted by the public discussions, so I can imagine 
this part of the collection will be displayed in the 2nd 
and 3rd floors, to be open the following years, as the 
official announcement states.
 The project has so many different funding 
sources that it becomes difficult to understand who 
is actually in charge of the decisions over the whole 
complex. Each aspect, collection, venue or even 
floor of the building receives money from different 
sources; governmental or private donors. Among the 
actors that compose the “Forum” are: Humboldt-
Universität (along with the Freie-Universität 
Berlin, the Technische-Universität Berlin and the 
Charité Universitätsmedizin Berlin, all members 
of the Berlin University Alliance) leading the 
research venue; Stiftung Humboldt Forum is the 
construction client, owner and future operator of 
the museum, including responsible for the cultural 

25 Cf.: https://www.
humboldtforum.org/en/
programme/
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programme; The Berlin Exhibition, which seems to 
be a permanent exhibition on the history of the city 
(a coproduction of Kulturprojekte Berlin and the 
Stadtmuseum Berlin); and, what is under the focus of 
my attention here: the Staatlichen Museen zu Berlin, 
with collections of the Ethnological Museum and the 
Museum of Asian Art, two of a total of 15 collections 
which belong to the Prussian Cultural Heritage 
Foundation. Both the Ethnological Museum and 
the Museum of Asian Art have their origins in the 
Brandenburg-Prussian Chamber of Art, which has 
been in the Berlin Palace since the 17th century and 
from which today’s Staatlichen Museen zu Berlin 
later emerged. I do not plan to detail information on 
the Museum of Asian Art, but only to focus on the 
information about the collections of the Ethnological 
Museum found on their website26.
 The Ethnological Museum is one of the 
largest of its kind internationally, and it merges other 
collections and archives - for instance, the Berliner 
Phonogramm-Archiv which we will discuss later. The 
Prussian Cultural Heritage Foundation collections 
housed in the museum include around 500,000 
ethnographic, archaeological and cultural-historical 
objects from Africa, Asia, America, Australia and 
the South Pacific. They have extensive and highly 

valuable collections of about 285,000 ethnographic 
photographs, 200,000 pages of written documents, 
20,000 films, and 140,000 music-anthological audio 
documents, which 6 of them are the ones I am 
interested in and will detail in the next chapter.
 The historical origin of the museum is the 
Brandenburg-Prussian Art Chamber of the Berlin 
Palace, but in 1873 an independent ethnological 
and anthropological museum was founded 
on Königgrätzer Straße (today known as the 
“Königliches Museum für Völkerkunde”) to hold 
the collections growing rapidly from 1886 on, after 
the commission of expeditions to continents Africa, 
America, Asia and Oceania. After the Second World 
War, the Allies confiscated the collections and the 
Soviet army transported its share of the spoils of 
war to Leningrad. Proving that the whiteness alliance 
is more powerful than any world war, the Allies 
returned their share to Berlin in the 1950s and the 
Soviets’ spoils of war that had meanwhile been stored 
in Leipzig returned to Berlin, a total of around 

26 Cf.: https://www.
humboldtforum.org/de/ueber-
uns/staatliche-museen-zu-berlin/

27 Cf.: follow the links to 
the hidden sections “Selected 
research projects” and “Dealing 
with non-European objects” on 
https://www.humboldtforum.
org/de/ueber-uns/staatliche-
museen-zu-berlin/ 

28  Cf.: https://www.no-
humboldt21.de/objects/ 

55,000 objects. But nothing was returned to their 
original owners.
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55,000 objects. But nothing was returned to their 
original owners.

13
Apart from some very questionable institutional 
initiatives about provenance research carried out 
by the Ethnological Museum and the Staatlichen 
Museen zu Berlin by means of “partnerships with 
the ‘source communities’ in Africa, Asia, Oceania and 
America [that] should open up one-sided Eurocentric 
perspectives without, however, denying the given 
European references”, as stated on their website27, 
the most impacting reports can be found among 
the independent initiatives. The No Humboldt 
21!28 website shares valuable information about 
Nigerian treasures, objects from East Africa, the 
throne of The Bamun of Cameroon and the Great 
Bird from Zimbabwe stolen from their places 
of origin and kept today under custody of the 
Ethnological Museum in its various venues, but to 
be transferred soon to the Humboldt Forum.
 The Candomblé’s chants are only a small 
sample of what we are dealing with here, only 
a proof of concept, of which gathering in the 
beginning of the last century in Brazil probably 
didn’t cause much physical violence (which does 

not mean that it was not also part of a harmful 
process of material and cultural expropriation of 
Africa via South America). I would like to quickly 
recover two other very illustrative examples of the 
depth and complexity of the struggles we are facing 
against the composition of the collections that I came 
across during my research:
 a) After the Berlin Conference, Cameroon 
became part of the German Empire, in 1884. 
The Nso people, from the Northwest region of 
Cameroon, perform each year the “Ngam Ngoso”, or 

Family of Namaquas, with 
chief Captein Ñoébe, called 
Wildschut. Cape Province. Jul-
Aug 1779. The Gordon African 
Collection: Men, reptiles, fishes. 
Rijksmuseum. 
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Nsongo Cultural Week29, a festival in honor of Yaya 
Ngonso, that brings together all the various aspects 
of tradition and culture shared not only with the Nso 
people, but amongst the other tribes around Nso30. 
During the festival, the house-societies Ngiri and 
Kwerong are represented by Wanmabu and Nko in 
order to assist the Fon (king) on special duties to 
keep ancestors happy and solve conflicts. Troops of 
the German emperor stole the statue of Yaya Ngonso 
in Kumbo city during the violent occupation of the 
territory and enslavement of its people31, and now the 
Nso demand its return32: “We need the Ngonso. That 
is the founder of the Nso dynasty, what identifies 
the culture of the Nso man”, said the Cameroonian 
researcher and activist Shiynyuy Semaiy Gad33. The 
festival keeps happening each year in Cameroon, but 
the statue of Yaya Ngonso is in the technical reserve 
of the Humboldt Forum in Berlin.
 b) Today’s Namibia became part of the 
German South West Africa in 1884, after the same 
Conference of Otto von Bismarck in Berlin and 
was, at that time, inhabited since early times by the 
peoples San, Damara, Nama and Herero. After the 
brutal arrival of the Germans and Sweden traders 
at the place, the Herero and the Nama peoples 
took up arms against colonialism in 1904 and killed 

100 German men, for which reason the general 
commanded to kill all the locals34. Nearly 100,000 
Herero, 10,000 Nama and an unknown number 
of San died in the genocide, the first reported on 
the 20th century and the predecessor of the Jewish 
Holocaust. The German troops killed the locals 
from starvation and dehydration, keeping the people 
imprisoned in concentration camps in the desert. In 
1985 the UN Whitaker Report (United Nations, 
1985) classified officially as a genocide, but  “it took 
over 100 years for the Federal Republic of Germany 
to accept and apologize to the Herero, a people from 
the South-West of Africa (present day Namibia) who 
were victims of a genocide by poisoning, deportations, 
enforced labor, and even death through resisting the 
German Colonial Law of 1904” (SARR & SAVOY, 
2018, pág. 2). 
 Until this date, despite the pressure of 
politicians, activists and scholars, the German 
government still refuses to recognize the genocide, 
because it could open a legal precedent on 
acknowledging that the Jewish Holocaust wasn’t 
the only event of this type in Germany’s history 
(Germany paid more than 80 billion euros in 
reparations to holocaust survivors and to Israel). 
Or, like the Ruprecht Polenz - the diplomat sent by 

29 Cf.: https://www.
camerounweb.com/
CameroonHomePage/
entertainment/Ngonso-Cultural-
Week-puts-Nso-in-the-
spotlight-399718

30 Here you can see a glimpse 
of the festival: https://youtu.
be/65lH6tjz1UI

31 Cf.: https://en.wikipedia.
org/wiki/Nso_people#Colonial_
period

32 Conference “Prussian 
Colonial Heritage. Sacred 
Objects and Human Remains 
in Berlin Museums”, held 
at the Centre Francais de 
Berlin on Oct 14/15, 2017, 
available in: https://youtu.be/
pZwJab9ZGMw

33 Video on YouTube Leftvision 
channel: https://youtu.be/-
bbNdYc96x4

34 Cf.: https://
storymaps.arcgis.com/
stories/94376513466f416f9ea8
6f4c4e51122b
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the government to negotiate with the Namibians - 
said: “I tried to explain to them that, for Germans, 
it is part of our identity to say it was a unique crime 
against humanity (the Holocaust)” (BECK, 2020)35. 
In the very well sourced and documented dossier 
published in Wikipedia “Herero and Namaqua 
genocide”36 we can find, among the detailed 
description of the methods of torture and slaughter 
perpetrated by General Lothar von Trotha (chosen 
by the Kaiser Whilhelm II because of the bloody 
language he used against the Chinese on 1900), the 
medical experiments performed by Dr. Bofinger and 
the zoologist Leonhard Schultze. “Body parts from 
fresh native corpses” and about 300 skulls, apart from 
concentration camp prisoners, were sent to Germany 
for experimentations based on scientific racism 
methodologies and were stored in the museum of the 
Charité Universitätsmedizin Berlin. 20 of these skulls 
were returned to Namibia for burial only in 2011 and 
14 more were repatriated in 2014. I suppose that 
the others are still in the custody of the Humboldt 
Forum, together with a lot more.

When we witness one person 
assaulting another, for example, 

taking the other person’s coat by force, 

we do not praise the attacker, we do not 
praise his new garment and we do not 
congratulate him for possessing such a 
beautiful, warm, elegant, comfortable and 
acquired coat in such an intelligent way. 
We abhor what he has done and, ideally, 
we strive to give back to the person what 
was stolen from him. However, when the 
exact same situation occurs diluted over 
thousands of years and spread throughout 
all regions of the world, we find it 
difficult to identify the robber and end up 
absolving him of his crime. Obviously, in 
the second case, the fact that the robber 
has media control of society facilitates 
his impunity. However, regardless of the 
mechanisms of narrative control, once 
we identify the robbery and the robber, 
we have the obligation to engage in 
repairing the theft, punishing the robber 
and restoring the usurped property, under 
penalty of finding ourselves immoral and 

35 Cf.: https://www.
washingtonpost.com/world/
europe/germany-a-model-for-
coming-to-terms-with-its-past-
still-struggles-with-its-colonial-
period/2020/01/02/784b23a2-
b927-11e9-8e83-
4e6687e99814_story.html

36 Herero and Namaqua 
Genocide: https://en.wikipedia.
org/wiki/Herero_and_
Namaqua_genocide

being convicted as accomplices to the 
crime in question (FREIRE, 2020).
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being convicted as accomplices to the 
crime in question (FREIRE, 2020).

Among the ethnological rapes perpetrated by 
Germany not-as-much-past-as-actually ongoing 
history are the phonograms that eventually ended up 
drafting me into this warfare. Apparently, I will have 
to invest quite some years in assembling thorough 
dossiers of Germany’s crimes against humanity and 
its endless arsenal of decoys and deceits constantly 
dodging every bullet of accountability shot by the 
public pressure - which are unfortunately too-many-
to-count and too-absurd-to-accept. The armor 
of narrative control is indefectible; it deflects any 
pressure of accountability, and when the pressure 
manages to increase too much, the armor simply 
coopts it and makes it work in favor of the structure. 
The occurrence of “effective” accountability is actually 
so rare that the reparations for the Jewish Holocaust 
seem to be the only case - if not the only, certainly no 

matched by any other. I cannot help but wonder: why 
is that?

Blanks.

By the end of the day, these phonograms pushed me 
so deep into understanding procedures of narrative 
control and sophistication of mechanisms for 
neocolonialist exploitation that sometimes I have 
the feeling that my ancestors - who I must mention, 
were very reserved and distrustful of outsiders - sang 
these chants only to be recorded like this, only to be 
kept away like this, only to be found like this, only to 
ignite this deep quest for counter-tactics in this total-
warfare.

Bessém brought me here.

matched by any other. I cannot help but wonder: why 
is that?

Blanks.
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Bwa Kayiman (Bois Caïman) 
ceremony, by Haitian painter H. 
Y. Rouanez. 2009.
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ORI-: Radical
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Heirs to a civilization that is thousands 
of years old and rich in untold economic 

possibilities, we stand ready today to continue 
in the total recovery of our personalities, the 

struggle that won us our independence.
__ Pan-african cultural manifesto, 1969

Ori37 does what the Orishas don’t38

14

Orunmila gathered all the deities in his 
house and asked them the following 

question:
“Who among the Orishas can accompany his 
devotee on a long journey across the seas and 
return no more?” Shango said he could. Then it 
was asked him what he would do after he had 
walked and walked to the gates of Cossô, the 
city of his parents, where they would prepare 
an amalá and offer him a bowl of yam flour. 
Where they would give him orobôs and a 
rooster, a chicken. Shango replied: “After I have 
had enough, I will return to my home. Then 
Shango was told that he would not be able to 

accompany his devotee on a journey with no 
return beyond the seas. 
  To those who came through the door 
and stood there, Ifa asked the question: “Who 
among the Orishas can accompany his devotee 
on a long journey across the seas and never 
come back again?”. Oya answered that she 
could. She was asked what she would do after 
walking a long distance, walking and walking, 
and arriving at the city of Irá, home of her 
parents, where they would offer her a fat goat 
and give her a large pot of grain. Oya answered: 
“After eating I would be satisfied and come 
back home”. Oya was told that she could not 
accompany her devotee on a journey with no 
return beyond the seas. 
  To all the Orishas gathered by 
Orunmila, Ifa asked the following question: 
“Who among the Orishas can accompany his 
devotee on a long journey across the seas and 
return no more?”  Oshala said he could. He 
was then asked what he would do after walking 
a long distance, walking and walking, and 
reaching the city of Iphon, home of his parents, 
where they would kill 200 igbins and serve 
with melon and vegetables. Oshala answered: 

37 Ori means “head”, in Yoruba. 
In the Orisha’s religion, the head 
is, at the same time, the actual 
head, the piece of the body we 
carry on the neck, and also the 
metaphysical “spiritual” head, the 
primordial deity that lives inside 
the head and is responsible for 
our identity, personality and 
destiny. It is better understood 
as “spiritual consciousness”, as 
it is a compilation of spiritual, 
psychological, emotional, 
mental, aesthetical, political and 
physical aspects that constitute 
the human being (MALÛNGU 
ÒKÒTÓ, 2019).

38 This version of this Itan 
(tale that records and transmits 
knowledge) was in full collected 
from ABIMBOLA, 1976 apud 
(PRANDI, 2001, pág. 476). 

Detail of the Ori Olokun of 
Ilé-Ifè, and ancient Yoruba 
city in south-western Nigeria, 
Oshun State, which is believed 
to represent Oduduwa. 14th 
- 15th century. Department 
of Africa, Oceania and the 
Americas. British Museum. Ref.: 
Af1939-34-1
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“After I have eaten until I am satiated, I would 
return to my home”. Oshala was told that he 
could not accompany his devotee on a journey 
with no return beyond the seas.
  To all the deities gathered by 
Orunmila, Ifa asks the following question: 
“Who among the Orishas can accompany his 
devotee on a long journey across the seas and 
return no more?”  Eshu replied that he could 
accompany his devotee on a long journey across 
the seas and return no more. Then he was 
asked: “What will you do after walking a long 
distance, walking and walking, and arriving 
in the city of Ketu, home of your parents, and 
being given a rooster and a large quantity of 
palm oil and liquor there?” He replied that 
after he had had enough, he would return to 
his home. Eshu was told: “No, you could not 
accompany your devotee on a long journey 
across the seas and not return. 
  To all the gods gathered by Orunmila, 
Ifa has made the question: “Who among the 
Orishas can accompany his devotee on a long 
journey across the seas and return no more?” 
Ogun said that, yes, he could. He was then 
asked what he would do after walking a long 

An unusual angle of the Ori 
Olokun 14th - 15th century. 
Department of Africa, Oceania 
and the Americas. British 
Museum. Ref.: Af1939-34-1
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distance, walking and walking, and arriving in 
the city of Ire, home of his parents, where they 
would offer him cooked black beans and kill for 
him a dog and a rooster. Ogun replied: “After 
satisfying myself I will return home singing 
loud and cheerfully along the way”. Ogun was 
told that he could not accompany his devotee 
on a journey with no return beyond the seas. 
  To all the gods gathered by Orunmila, 
Ifa made the following question: “Who among 
the Orishas can accompany his devotee on 
a long journey across the seas and return no 
more?” Oshun said she could. She was asked: 
“What would you do after walking a long 
distance, walking and walking, and reaching the 
city of Ijumu, the home of your parents, where 
they would give you 5 plates of fried beans with 
shrimp, all accompanied by vegetables and corn 
beer?”. Oshun replied: “After I’d had myself 
filled; I’d go back to home”. And Oshun was 
told that she could not accompany her devotee 
on a journey with no return across the seas. 
  To all the Orishas gathered by 
Orunmila, Ifa asked the question: “Who 
among the Orishas can accompany her devotee 
on a long journey across the seas and return no 

more?” Orunmila himself said that he could 
accompany his devotee on a journey with no 
return beyond the seas. He was asked, “After 
walking a long distance, walking and walking, 
and reaching the city of Igueti, the home of 
your parents, where they will offer you two 
light guinea pigs, two fish that swim gracefully, 
two female birds with large livers, two heavy 
pregnant goats, two heifers with large horns... 
And where they will prepare you piled yams, 
white meal porridge and the most precious of 
all beers... And also offer you the tastiest obis 
and the best sweet peppers?” “After I have had 
enough,” replied Orunmila, “I will return to my 
home”.
  The Ifa’s priest was astonished. He 
could not say a word, because he simply did not 
understand that parable. He said: “Orunmila, 
I confess my incapacity. Please enlighten me 
with your wisdom. Orunmila, you are the leader 
and I am your follower. What is the answer 
to the question of who among the gods can 
accompany his devotee on a journey without 
return across the seas?”
  Said Orunmilá: “The only answer is 
the Ori. Only Ori can accompany his devotee 
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making me blind. However, here I am: with these 
audios in my pocket seeing Eshu seated on a rock 
at the roadside, waiting for me, with any trace of 
impatience, to decide which path I will take. I pray 
for Ori to guide me in the choice of the best option 
of route.
 This chapter will be composed of much more 
negatives than positives: in the impossibility to say 
the truth about the history of the phonograms, I 
will tell what is being said about them that is not 
true. When I say impossibilities, is because ourstory 
(BELLO, 2019)40 is like a lost baggage that we found 
back again, but with a lot of [____________] inside: 
missing parts, erased parts, parts never told. And just 
like my own history, individual, as in the history of the 
black peoples of the world, collectively, many times is 
more feasible to talk about what we were designed 
as, but we are not. Like removing the wreckage of 
the modern western civilization’s ruins from over our 

on a journey with no return beyond the seas. 
When a priest of Ifa dies, his divination tools 
must be left in a stream of water. When a 
devotee of Shango dies, his tools must be 
dispatched. When a devotee of Oshala dies, 
his paraphernalia must be buried. But when a 
human being dies, the head is never separated 
from the body for burial. No. There is the Ori. 
There it goes with his dead devotee. Only Ori 
can forever accompany his devotee anywhere. 
So, Ori is the only one who can accompany his 
devotee on a journey without return beyond 
the seas”39.

----------------------------------------------------

Decision-makings on the crossroad

15
Here starts my great challenge of closing the gaps 
between the research raised on the first chapter 
and the artistic output presented on the third. In 
the middle, the crossroad: the small collection of 
phonograms that seem to say more than they tell, 
to point to sides that I can’t perceive, be it because 
it’s too dark to see, be it because too much light is 

39 No one is more in charge 
of our actions but ourselves, 
that is the primordial lesson 
about Orí, and this means that 
we should not only sort things 
out on our own, following 
our own consciousness about 
what should have to be done 
by our hands, but above all, 
concerns responsibility for the 
achievements. “For in the same 
way that only we are responsible 
for doing it, for not doing it 
or doing it wrong, in the same 
way we are responsible for 
what others do, do not do or 
do wrong with us. (...) Nothing 
is made [by us or against us] 
without the permission of Orí” 
(MALÛNGU ÒKÒTÓ, 2019).

40  Ayitian (Haitian) historian, 
teacher, writer and humanitarian 
Professor Bayyinah Bello 
conceived the term ourstory 
as a counterpoint to history 
after a very traumatic event 
in the secondary school, in 
France, which she tells in this 
interview passage below: “My 
passion for ourstory, I prefer 
to say OURstory rather than 
HIStory, began when I was in 
school in France the year I had 
to do social studies. I looked 
for Ayiti and the sentence 
was “Haiti, French colony”. 
This was 1961. Not 1861. I 
got upset. I said, “My country 
is not a colony!” and I was 
told, “Don’t you see who wrote 
this book? Dr. So-and So and 
it was approved by the French 
Academy of blah-blah-blah…”. I 

bodies so see what is still here and figure out how to 
reconstruct ourselves in another place. 
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bodies so see what is still here and figure out how to 
reconstruct ourselves in another place. 

16
So, I was presented to a piece of baggage without a 
name-and-address tag.
 The story is the following: In September 
2019 I shared in a whatsapp group some news 
about the research publication of Dr. Prof. Xavier 
Vatin, scholar at Federal University of Recôncavo 
da Bahia (VATIN, 2017) who found a big file in 
the University of Indiana, in 2012, collected by the 
North-American researcher Lorenzo Turner during 
his ethnological expedition to Bahia in 1940: more 
than 100 aluminum plates with documentations of 
Candomblé’s priests and priestesses, audios41, photos 
and other documents42. One musicologist researcher 
in this group replied telling me about an even older 
recordings, stored at Berlin Phonogramm-Archiv, 
probably from 1937, that this person had listened 
about in a class at the University. 
 Of course, my first impulse was to check in the 
museums’ online database if I could find something 
about these files, but nothing substantial returned 
from the keywords “candomblé”, “Brasilien”, “Bahia” 
and similar keywords, which I found strange. Then, 

I started a little campaign among friends, musicians, 
musicologists and candomblecists to see if somebody 
knew anything about these specific recordings. 
One of them said to have heard something about 
these phonograms in a paper on the history of the 
ethnomusicology in Brazil, published by Prof. Tiago 
de Oliveira Pinto43 (PINTO, 2005). That was actually 
the first valuable information, because I encountered 
in this text the first tip of the long thread that brought 
me here. In Prof. Tiago’s paper was noted that the 
recordings were made by Olga Praguer Coelho, a 
person that I never heard about before, but happened 
to be an important guitarist and singer during the 
30’s and 40’s, an international cultural promoter and 
ambassador of Brazilian music, representing abroad 
the dictatorial government at that time. Then I went 
back to the museums’ online database and searched 
for “Olga Praguer Coelho”, which when I found, 
finally, the correct entry44, in which one can read: “A 
documentation can only be found in EB Schneider. 
Correspondence exists. No further documents 
concerning the roll holders have been discovered so 
far”. I could only assume it is the right entry because 
Prof. Tiago said in the paper, that Marius Schneider, 
director of the Berliner Phonogramm-Archiv at that 
time, sent an Edison’s Phonograph via the Brazilian 

was punished for two or three 
weeks and then I had to return 
with proof that Ayiti was not 
a colony. So at 13, how do you 
prove it? I went to the library 
and couldn’t find anything on 
Ayiti. I went to Paris, I couldn’t 
find nothing. Ultimately, I had 
the idea of taking a picture of 
the Haitian Embassy, the flag 
and my passport. I recited what 
I remembered from history 
and gave it to them. They didn’t 
even look at it. They just took 
it, dumped it on his desk and 
said OK, you can go back to 
school. From this point on I 
was absolutely furious and said 
I never again want anyone to 
question that my country is 
independent and I certainly don’t 
want to be in a position where I 
can’t, on the spot, demonstrate it. 
I read no romances, no theater, 
nothing that wasn’t historical was 
of interest to me. At the same 
time, I refused to take a history 
course in university, unless it was 
mandatory because I felt they 
would give me what their vision 
of things are. So, I have never 
taken a history course. I have 
always made it my business to 
read and appreciate for myself 
what I read about our ourstory” 
(EDEH, 2019).

41 The amazing collection 
of audios recovered by 
Prof. Xavier Vatin in the 
research called Afro-Atlantic 
Memories can be listened 
here: https://soundcloud.com/
memoriasafroatlanticas
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Embassy in Paris - requested by the, then, chief of the 
Cultural Department of São Paulo, and one of the 
leaders of the Brazilian modernist movement, Mário 
de Andrade - to the singer and guitarist Olga Prager 
Coelho to record the chants in Bahia. All this loop 
seems very weird, and in the paper, I could not find 
any source of any kind about these references, but I 
already had something to start from. All the other 
academic papers I found referring to this collection 
are quoting Prof. Tiago’s 2004 paper, so as weird as 
it looks, it seems to be the accepted version by the 
musicology academy until now. 
 The full index card related to this asset doesn’t 
contain much more information, only noted the 
“context” as “South America”, the “land” as “Brazil”, 
and in the “genre” of the sounds some recognizable 
words (for the ones that are minimally familiarized 
with the terms, at least the names of some deities 
cited in the chants). 

17
It became very emotional for me to listen to the 
recordings for the first time. They are like voices 
from the past talking directly to me. 6 tracks, each 
one composed by at least 2 small chants (some have 
three) with voices singing, drums playing, very low 

quality, which seems to give to the sound an even 
more mystical aura, a lot of noise; and from the little 
I know about how the recordings used to be made 
back then with Edison’s Phonograph45 - and how 
things work in Candomblé ritual - I can guarantee 
that was set an specific occasion, location and 
arrangement for that performance to be recorded, 
it was not possible to make a recording like that, at 
that time (and even today), during a regular ritual 
in the temple.46 It was possible for me, after the 
first hearings of the material, to start to identify 
familiar words in the lyrics, even if I could not reach 
completely their liturgical meaning. But it wasn’t 
enough to find out more about the history of the 
phonograms only through the hearing itself, I needed 
to know where it was recorded, by whom, who are 
the people singing, from which temple or tradition… 
I needed to know more. It was simply not possible 
for me to accept that an asset of so much value would 
get imprisoned  and unidentified (together with 
thousands - if not millions – of objects, stolen, looted 
or acquired in shady manners) in the basement of 
a German museum outside of the reach of anyone 
that would be interested in it. At that point I could 
bet – and today I have it confirmed – that no one 
in Brazil did not even know about the existence of 

42 Cf.: https://www.geledes.
org.br/ouca-cancoes-do-
candomble-gravadas-em-1940-
etnomusicologia/ 

43 UNESCO chair of 
Transcultural Music Studies at 
the HfM Institute of Musicology 
Weimar-Jena. 

44 The entry can be directly 
accessed here: http://www.smb-
digital.de/eMuseum
Plus?service
=ExternalInterface&module
=collection&objectId=
750247&viewType=detailView

45 The Henry Ford foundation 
Youtube channel has a short and 
very illustrative video on how 
the phonograph is/was used to 
record and play, made with one 
device from 1903, from their 
collection: https://youtu.be/
wRTgl0qx6wE

46 During rituals in the temple, 
especially the ones open to the 
public, the spatial arrangement 
of the elements is circular, with 
the drums orchestra placed in on 
side, “outside” of the circle, things 
happening in the middle and the 
public around; so, it is impossible 
to record all the sound elements 
with just one point of capture. 
To record with a phonograph, 
then, would require a prior plan, 
probably a lot of tests, to place 
properly the people singing 
near the sound capturer and the 
drums further to not bother the 
needle that inscribe the sound in 
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this, especially if the date of the recording is correct: 
in 1937, when the Candomblé was still criminalized 
in Brazil. If the information on Prof. Tiago’s paper 
was right, we should have at least one copy of the 
phonograms in the Cultural Department of São 
Paulo, but then, the Prof. Xavier Vatin would have 
not advertise his wonderful discovery in the United 
States as the oldest released records of the type… 
 I knew that I should do something about this, 
maybe I could source more information from the 
chants themselves, maybe I could identify something 
more from the lyrics that helped to point to something 
about the provenance of the chants. The only decision 
possible for me was to perform an informal and 
direct consultation to people who should never had 
restricted access to this heritage, because it refers to 
them, their past, their present and future, and their 
history -, even not knowing exactly from where to 
begin to discover to whom it may belong. Among 
my personal, institutional, epistemological, spiritual 
uncertainties on how to deal with this, the only thing 
that I knew for sure is that I am much more capable 
to perform this task than any person in the museum 
team or any of the researchers that may have got in 
touch with the phonograms before me. I felt, deep 
inside my heart and my head, that this would give me 

all the sense of purpose I was lacking since I got in 
Germany. As nothing is by chance, Bessém brought 
me from Brazil to Germany, just to send me back to 
Bahia to do what had to be done. And in another one 
of the many lucky strikes that compose my biography 
and make me firmly believe that I have been guided 
in this endeavor, I think I got the right path in the 
crossroad.

----------------------------------------------------

Indiscipline, desobedience, 
insubordination, rebeliousness: artistic 
strategies and/or methodologies for 
decolonial practices

18
I believe that all that has been said in the first chapter 
already strongly anticipates the justifications for what 
is addressed in this part of the text. In addition to 
the ethical, aesthetic, and political motivations to the 
exercise of disobedience and insubordination, since 
the beginning I had in my mind that the issue is 
also moral. I should talk louder about the absurd and 
ridiculousness of how national European collections 

the wax rolls, with the vibration 
of the drums. Besides, the wax 
cylinder only allows recordings 
of 2 minutes, so they had to plan 
a short version of the chant, like 
singing just part of it, etc. Apart 
that, there is also the logistic 
difficulties that ranges from the 
technical operation of the device 
until the local contact with the 
priestess and priests in a time 
that, I would like to highlight 
again, the practice was still 
criminalized in Brazil. 

----------------------------------------------------

Indiscipline, desobedience, 
insubordination, rebeliousness: artistic 
strategies and/or methodologies for 
decolonial practices

18
I believe that all that has been said in the first chapter 
already strongly anticipates the justifications for what 
is addressed in this part of the text. In addition to 
the ethical, aesthetic, and political motivations to the 
exercise of disobedience and insubordination, since 
the beginning I had in my mind that the issue is 
also moral. I should talk louder about the absurd and 
ridiculousness of how national European collections 
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were consolidated, maybe using these phonograms as 
examples and illustrations of the problem.
 My initial intention was to build a press 
release for the Brazilian media and to simultaneously 
publish the audio content with an anonymous 
manifesto in several media channels focused on the 
interests of Black Brazilian populations and religious 
communities of African origin. But first I consulted 
the deities through the Jogo de Búzios with Iya Egbé 
Osun Tuntun47 to see if what I planned to do was in 
accordance with my life’s plan. I received a negative, 
it was not for me to make a public disclosure of the 
material, but to raise the discussion in a professional 
level and incorporate this mission into my academic 
career in Germany, in order to make sense of my 
stay here, a sense that I had already given up at that 
time. I was also recommended to wait, not to do 
anything in the heat of the moment and to take each 
step firmly, because it would be a difficult path. The 
challenge of the people and institutions of authority 
would put me in difficult situations that would make 
me want to back down, but I would have to carry on 
and persist, because the path to be taken would be as 
important as the final goal. 
 So, it was clear to me that I should do all the 
research by myself, without communication with the 

Eshu of the door of the 
“barracão” at Ilê Asé Ojise 
Olodumare, the House of the 
Messenger, during the public 
Eshu feast. 07.03.2020. Photo: 
Suelen Calonga
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Berliner Phonogramm-Archiv and without checking 
with Prof. Tiago Pinto the source of the information 
he published in 2005 about the phonograms, but 
I would rely on his first information to start my 
research. That was an interesting decision. I was sure 
to be following a right lead, relying on the written 
postulate of a scientific authority and spent 6 of 
my 8 months dedicated to this research gathering 
information that could confirm that history. As will 
be showed in the next sections and in the attachments 
of this work, I only realized too late that I followed a 
wrong clue since the beginning, and as I didn’t think 
this would be my biggest problem, I lacked time and 
effort to visit, gather, select, analyze and connect all 
the points of what seems to me today, already on the 
eve of delivering this result in thesis format, a great 
dead end. My deceit, actually, just confirms what 
was exposed in the first chapter: how is possible that 
the written word became more truth than the truth 
itself48?
 I really want to continue the provenance 
research in a near future, in order to find an objective 
end to this history, but, for now, as I abandoned the 
initial hypothesis, I think it is worthy to publish here, 
in full, the collection of documents, letters, newspaper 
clipping, interviews, etc, that I think could be related 

to the history of the phonograms somehow. I reiterate 
that it is only what I have been able to consult in 
Brazilian collections already organized, but a future 
research around these phonograms or people who 
may be connected to them can make use of what I 
have already accumulated of documents, so I publish 
them here in order to help on the task.

19
As extensively demonstrated in the first chapter, 
the lack of care with the storage of artifacts – way 
more with the immaterial than with the material 
assets, probably because of the financial value that 
can be explored from an object -, the neglect of 
the research of provenance, the accumulation of 
objects to attend to a fetishist collectionism and/
or the spoils of the colonial war - whether they are 
disguised of safeguarding heritage or cruel trophies 
of ostentation of power - demonstrates the total lack 
of respect for the meaning that things have in their 
places of origin. In relation to this small collection 
under analysis, the museum has no information 
about the collection site, generally noted as “South 
America”, “Brazil”, no “ethnicity” (?) related, and a 
doubt about the collection date, writen as 1938 with 
a question mark, even when Prof. Tiago gave the 

47 A dear relative and Ajoye of 
Eshu from Ilê Axé Baralegi, a 
terreiro of Ketu tradition.

48 Just a fun fact, according 
to Google Scholar, a tool that 
searches for textual citations in 
academic texts, 26 other texts 
cite the article of Prof. Tiago, 
being this text the main source 
of musicologists studying the 
history of phonograms in Brazil; 
264 other texts cite the book 
where this article was published, 
a musicology compendium, 
demonstrating the scope, impact 
and character of a reliable 
academic publication.
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date of 1937. Besides the lack of minimal research 
on provenance, the search for information on these 
Candomblé recordings becomes for me the perfect 
illustration of another issue addressed in the first 
chapter: how information written and published 
under the seal of science comes to be considered 
true, even if verifiable facts do not prove it.  
 It is interesting to note, too, that, unlike 
other ethnographic objects such as utensils, religious 
statues and other “ready” objects, which can be 
simply collected, whether stolen or purchased, these 
recordings needed an elaborate logistical planning 
to be executed: Besides a person with the necessary 
technical expertise to operate the device, and the 
knowledge of its peculiar way of capturing the 
sounds, in this specific case it was also necessary to 
articulate with the candomblé community, probably 
through someone trusted by the priests who could 
make this bridge, since knowledge of religious 
fundaments is a taboo in the religion, and secrecy is 
one of its most important foundations, until today. 
Besides that, the practice of cults of African matrix 
was still criminalized (1937-38), so creating some 
kind of visibility about the activity could expose the 
community to police operations when the researchers 
were already gone. That is: to imagine that all this 

logistical effort was made to collect audios that would 
not have the minimum of information about their 
geographical origin or even about what those sounds 
are, seems quite unusual and counterproductive even 
for the ethnological analysis that would justify the 
expedition.
 In favor of the museum, I could imagine 
that the lack of information is due to issues of other 
natures, such as World War II, which in fact impacted 
the infrastructure of the archive, which needed to be 
moved elsewhere due to the events that took place. 
However, this would not prevent the subsequent 
restoration of the archive where it is today from 
having the transparency to put in the description a 
disclaimer saying that part of the information was 
lost in the war, if that was the case. Instead, the line 
of this item in the catalog is nothing. “Unknown”. 
And that means everything.
 Before I start the exposé of “what is and what 
is not” regarding my object of interest – the related 
Candomblé collection of phonograms -, I want to 
raise three examples of artists/activists worldwide 
which raise issues around ethnographic collections 
in European national museums, tactics of decolonial 
practice and release/disclosure of discussions on 
colonial procedures in arts.
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practice and release/disclosure of discussions on 
colonial procedures in arts.

20
The work “The Other Nefertiti” (2015), by Nora Al-
Badri, a Iraqi-German multidisciplinary media artist 
with academic background in political sciences, in 
collaboration with Jan Nikolai Nelles, consists in the 
result of a performative action in which they “scanned 
the head of Nefertiti clandestinely in the Neues 
Museum Berlin without permission of the Museum 
by using a portable scanner - a hacked Kinect. The 
data of the Nefertiti was existing for seven years, but 
never publicly released by the Neues Museum. The 
data (STL filewith 100 MB and a density of 9mil 
polygons) was released during the Chaos Computer 
Congress 32C3 and the video of the secret scanning 
went viral with 100K views. The dataset was 
downloaded and shared countless times”. Then, they 
“printed a version of the data and exhibited the 3D 
printed bust in Cairo, as an analogue embodiment, 
which contains physically all information and details 
of the original form. Nefertiti was thus shown for the 
first time in Egypt. The object was not a strict copy 
as a perfectly painted replica, which only mimics the 
original, but it showed a cultural storage, which doesn’t 

try to conceal its’ origin as a technical reproduction 
but embraces the value of the inherent information”. 
They “went to Cairo and produced a video that stages 
the situation that a second bust of Nefertiti would 
have been found as a matter of fact. The possibility of 
such a find isn’t completely unlikely, because it can be 
assumed that the sculptor had created several busts. 
In order to create certain impact with this narrative 
we got consulted by 
Dr. Monica Hanna, 
Egypt’s most renowned 
Egyptologist when it 
comes to fight against 
illicit trade of antiquities. 
She advised us how to 
stage a realistic find 
of an artefact in a real 
ancient site in Egypt. It 
was she who published 
the video for the first 
time on Twitter asking 
the question: What IF 
another head of Nefertiti 
head would have been 
found? That created 
a vivid debate”. After 

Nora Al-Badri. The Other 
Nefertiti. 2015. Intervention, 3D 
print, video. Images from the 
artist's website.
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the exhibition, they “buried the 3D print in the 
desert in the outskirts of Cairo as a counter-act to 
the excavation. We delivered it back to the desert as 
a space, but the coordinates won’t be revealed. The 
burial points towards this futurity. The artefact is 
going to be delivered to the desert as an Utopos. The 
bust is passed on to a bigger temporality as a poetic 
counter-act to the excavation. The place isolated 
with the possibility of a rediscovery in an undefined 
future. With the data leak as a part of this counter 
narrative within our investigative practice we want to 
activate the artefact, to inspire a critical re-assessment 

of today’s conditions and to overcome the colonial 
notion of possession in Germany’s museums. With 
regard to the notion of belonging and possession of 
material objects of other cultures, the artists intention 
is to make cultural objects publicly accessible and 
to promote a contemporary and critical approach 
on how the “Global North“ deals with heritage 
and the representation of “the Other”. We should 
tell stories of entanglement and Nefertiti is a great 
case to start with to tell stories from very different 
angles and to see how they intertwine” (Excerpt from 
Nora Al-Badri portfolio website, with the complete 
documentation of the work)49.

21
The Beninese artist and founder of an art school in 
Cotonou, Thierry Oussou, in his work “Impossible 
is Nothing” (2015-2016), which reproduces/fakes 
an archeological dig in southern Benin, puts under 
the spotlight the greedy colonial procedures of the 
sciences that lasts until today. Oussou presented “the 
reproduction of an archaeological excavation carried 
out in 2016 at Allada in Tokpa, Benin. Documented 
through film and objects, the excavation strictly 
adhered to archaeological protocol but is part of a 
performance orchestrated by the artist in several 

Thierry Oussou. Impossible 
Is Nothing, 2016. Excavation, 
Allada (Benin), photo: Thierry 
Oussou.
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stages: having commissioned sculptor Elias Boko to 
make a replica of the throne that belonged to King 
Béhanzin (1845–1906), the last king of Dahomey 
(modern-day Benin), Oussou then buried this replica 
in December 2015 at a location known only to 
himself. In August of the following year, he led an 
excavation of the buried throne in collaboration with 
history and archaeology students. Currently, the [real] 
throne is the source of a diplomatic dispute between 
France, the holder of the original, and Benin, which is 
demanding its restitution. Even as a “fake,” Oussou’s 
throne has gained a certain authenticity; it has 
generated a series of conflicts—which have become 
part of the work—both with the university of the 
students who participated in his excavation and with 
the Benin government. While highlighting the real 
issues that underlie the debate on the restitution of 
objects of art, Oussou has simultaneously managed 
to probe concepts of authenticity, heritage, and 
history as well as their political trajectories within a 
postcolonial context” (text excerpt by Dagara Dakin 
for the 10th Berlin Biennale)50.

22
In July 12th, 2020, the Congolese artist, humanitarian 
activist and revolutionary Mwazulu Diybanza Siwa 

49 The complete text, videos, 
photos and media clipping can 
be found on the artist’s page: 
https://www.nora-al-badri.de/
works-index#the-other-nefertiti

50 The complete text by the Art 
Historian can be found on the 
Berlin Bienalle Archive: https://
bb10.berlinbiennale.de/artists/T/
thierry-oussou and the image 
documentation of the exhibition 
on https://www.berlinbiennale.
de/de/personen/2323/thierry-
oussou

51 The Bari are a Nilotic people 
from where today is the South 
Sudan, and were enslaved by 
Europeans, Arabs and Turkish 
around 1840-1860’s for the 
local exploitation of Ivory and 
to sell people for forced labor 
in European colonies in the 
New World. They are up to this 
day, trying to recover from the 
devastation of those times.

52 I, myself, uploaded it to my 
personal Youtube channel to help 
prevent the video to be cut out 
of circulation: https://youtu.be/
p3vTJxFfKc4

Lemba entered the Musée du Quai Branly, in Paris, 
with four other fellows and made and attempt 
to steal back with the bare hands a Bari51 funeral 
pole from the exhibition hall of the museum. The 
action was broadcasted live from his Facebook 
account and several people later uploaded in full to 
different Youtube channels52. “The recording shows 
Diyabanza and other protesters removing the pole 
from its display and walking through the museum 
while discussing the reasoning behind their actions. 
Museum officials stopped the activists before they 
could leave with the artifact”. As Mwazulu and 
brothers entered by the front door of the museum, 
- including paying 12 euros for the ticket, as he says 
in the video -, they had the certainty that they could 
not be able to leave the place with the piece in hands 
without being noticed, so they performed a great 
lecture on how the museum’s collection was formed: 
“The names at the entrance of this museum are the 
names of colonizers who pillaged the art that is 
now here,” said Mwazulu before grabbing the 19th-
century wooden ritual pole object from its stand. “All 
these items were pillaged between 1880 and 1960 
under colonialism (…) We did the calculation to see 
how much money our artworks generated for this 
museum and the profits generated by the museum is 
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into the billions. Today, we are recuperating what is 
ours. (…) It’s wealth that belongs to us and deserves 
to be brought back (..) I will bring to Africa what was 
taken”, he said with the pole in hands. The activists 
were arrested, but then released, will face a trial in 
September 2020, and could face up to seven years of 
imprisonment and 100,000 euros fine53 (text excerpts 
by several media sources; see in the attachments).
 
23
The examples briefly showed in the topics 20, 21 
and 22, also raise very clearly the most recent issue 
in contemporary art with a lot of artists, curators, 
researchers, educators, journalists and even museums 
praising the decolonial discourse as an urgent necessity 

but dealing in a contradictory way regarding the 
actual decolonial practice proposed by artists and 
activists. In the attachment I gathered some news 
published about the above works to give a glimpse 
on how the discussions were addressed in the public 
domain, among the related communities and also 
how there is certain mismatch between the great 
encouragement to decolonial discourses and the 
little support to decolonial practices which are not 
accompanied by juridical and moral support to the 
actions of the artivists.
 Art is, indeed, a privileged field for discussions, 
because of its supposed “openness” and “avant garde 
leading” in shaping the cultural spirit of a time but is 
easy to observe how limited are the practical actions 
undertaken by the Arts field. In 2016 happened 
the Encounter of Graduation Programs in Visual 
Arts of Rio de Janeiro, integrating three important 
arts research centers in Rio de Janeiro: PPGAV/
EBA/UFRJ54, PPGARTES/UERJ55, PPGCA/
UFF56 and involving master’s and PhD students and 
professors from the three programs, under the theme: 
“Indisciplines: Art facing the Urgent”. The catalogue 
of the encounter, with hundreds of artworks and 
researches conducted on the theme, proposes a 
“debate on the relationship between the Arts and a 

53 To know more about the 
biography and Mwazulu 
Diyabanza, his website gathers 
some information: https://www.
mwazuludiyabanza-official.com/ 
and the links for social network

Mwazulu Diybanza Siwa Lemba 
in action at the Musée du Quai 
Branly, in Paris. 12.06.2020. 
Frames of the video (live 
streamed from Facebook)
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set of issues and themes of urgency, covering new 
forms of thought and representation, production 
and circulation of ideas and images, collaborative 
actions and social participation, community life, 
whether in the broader sphere of society in general 
or in the more specific field of academic research”. 
The proposal is that art can be understand as a tool 
and a way of “articulation between university and 
society; as a parameter for reflections involving 
alterity, displacements, experiences, actions and 
crossings, consensus and dissension. To talk about 
indiscipline requires a reflection on which senses the 
word can present. The dictionary of the Portuguese 
language shows: ‘Indiscipline: feminine noun; absence 
of discipline, disobedience, insubordination, rebellion’. 
Although they seem to have precise meanings, 
terms like ‘disobedience’, ‘insubordination’ and 
‘rebelliousness’ sound too worn out at present, making 
it urgent to consider indiscipline not as an end in 
itself, but as a means, an attitude guided by urgency 
and ethics. (…) Therefore, a series of questions 
emerge: When is indiscipline fought agaings, and in 
what situations is it necessary? Can indiscipline be 
a trans-discipline? Under what conditions does art - 
and research in and about art - require indiscipline 
as an immediate and indispensable action? In the 

current context, what indisciplines show that a 
position has been taken in the face of the urgent, that 
which cannot be postponed? What urgencies call 
for indiscipline?” (excerpts from the text of Prof. Dr. 
Guto Nóbrega, coordinator of PPGAV/EBA/UFRJ 
- (INDISCIPLINAS, Encontro dos Programas de 
Pós-Graduação do RJ, 2016)).
  I tend to think that the Arts field has this 
allowance to certain practices that would not be so 
well accepted - or understood - if they migrated 
from the arts to the field of political activism or 
popular organization – where they could really 
cause a structural revolution, for example, only 
because it had lost over the time the capability of a 
truly impact in people’s life, in a deeper layer than 
the aesthetical experience. I feel that the field of 
art, while potentializing certain expressions, also 
empties many of the proposed claims: it is as if in 
art everything is possible, and because everything is 
possible, nothing is taken seriously and everything 
can easily be co-opted and absorbed by the system, 
adding financial, political and moral value to certain 
institutions (and also artistic careers) under the 
labels of “diversity”, of “humanitarianism”, of the 
“Global South” epistemologies, of “decoloniality”, of 
“political”. So it is a double measure, which seems 

54 Programa de Pós-Graduação 
em Artes Visuais / Escola de 
Belas Artes / Universidade 
Federal do Rio de Janeiro; 
[Post-Graduation Program in 
Visual Arts / Fine Arts Faculty 
/ Federal University of Rio de 
Janeiro].

55 Programa de Pós-Graduação 
em Artes / Universidade 
Estadual do Rio de Janeiro; 
[Post-Graduation Program in 
Arts / State University of Rio de 
Janeiro].

56 Programa de Pós-
Graduação em Comunicação 
e Artes / Universidade Federal 
Fluminense; [Post-Graduation 
Program in Communication 
and Arts / Fluminense Federal 
University].
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to weigh equally on both sides and ends up being 
mutually annulled: the “charge of dissent” plays in 
favor of a certain production of value on art, even that 
on which one supposedly tries to exercise criticism 
(COCOTLE, 2019). Jota Mombaça, in her recent 
text “The Cognitive Plantation” cites an excerpt 
from the music of Baco Exu do Blues (My ancestors 
were sold / Must be why my sound sells) to start a 
discussion about how, from the point of view of 
certain institutions (not many, but in an increasingly 
hype process), “the explosion of black and anti-
colonial art and thoughts, which seem to define 
today the directions of art systems and knowledge 
production on a global scale, is referred to as a fashion, 
a market trend. Since the commodification of these 
perspectives - our perspectives - depends directly on 
a certain continuity between our artistic production 
and our socio-historical position (subordinate), it 
may make sense to state that the sale of our sounds, 
texts, ideas and images re-enacts, as a historical trend, 
the regimes of black body acquisition that founded 
the question-situation of blackness in the framework 
of the world as we know it” (MOMBAÇA, 2020, 

pág. 6). There seems to be no way out since one is 
inside.
 That is why I suspect that it is not possible 
to carry out a real decolonial practice while it can be 
absorbed as part of an “official” institutional text and 
displayed inside the museum which it questions. A 
truly decolonial artistic or curatorial practice would 
therefore need to defend “an epistemic disobedience, 
replacing or complementing Eurocentric discourses 
and categories with alternative perspectives” 
(MUÑIZ-REED, 2019) or we will be eternally 
stuck in the contradictions of the art world, without 
practical effectiveness in changing the “real world”. 
But, as Mombaça said (ibid), it is not a question of 
“a moralization of our adherence to these systems, for 
this is not only a question of agency, for it is marked 
by the dispossessive phenomenon of slavery and by 
the continuity of anti-black violence (...) It is certain 
that the forms of coercion have been updated and that 
we have migrated from one system of total captivity 
to another of fractal captivity, in which violence hits 
us in other ways, thus building forms of asymmetry 
internal to the blackness diagram that make possible, 

57 In MASP website, in 
Portuguese: https://masp.org.
br/arte-e-descolonizacao and 
in Afterall website, in English: 
https://www.afterall.org/online/
art-and-decolonization-masp-
seminar-2018#.X0p5UtMzamk

pág. 6). There seems to be no way out since one is 
already inside.
 That is why I suspect that it is not possible

on a collective level, the concomitance of our death 
and our success” (pg. 6).
  For example, now, in which the texts referred 
above are from a same collection of articles called 
“Art and Decolonization”57, a partnership between 
MASP (São Paulo Art Museum), the British
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on a collective level, the concomitance of our death 
and our success” (pg. 6).
  For example, now, in which the texts referred 
above are all from a same collection of articles called 
“Art and Decolonization”57, a partnership between 
MASP (São Paulo Art Museum), the British 
Academy, and the University of the Arts London, 
which intends to “investigate the emergence of 
new artistic and curatorial practices that explicitly 
question and criticize colonial legacies in production, 
curatorship and art criticism, through seminars and 
publications. Or even this text, my own master’s 
thesis, that intends to criticize academia and 
eurocentrism being presented within a European 
university! In other words, one way or the other: 
either no one will read these lines and it will be lost in 
the sea of recent publications on the theme, or I will 
be discovered and my “employability” put in jeopardy 
because a) I will be punished for what is recorded 
here and all the doors will be closed to me, or b) I will 
be invited to take part of future well-paid seminars, 
lectures and talks in big institutions that want to hear 
me criticizing them, but with the certainty that the 
money paid will prevent me from any “stupid action” 
by my side. These are the crossroads of black life 
that “does not correspond to the choreographies of 

cognitive plantation because emerges, with precision, 
in the breaking of the-game-of-difference; it is a 
break in the speculative re-colonial movement that 
founds, amid the tremors and stumbling blocks of 
escape, an ‘ethics stripped of value’” (MOMBAÇA, 
2020, pág. 11). 
 It is a trap very well designed, especially 
for the ones like me, which in this world fair is less 
interested in dispute for a place in the exhibition wall 
then to blow down the wall itself.

----------------------------------------------------

Gaps, thesis and hypothesis; some clues 
and evidences of [____________]

16
Maybe the story that I try to tell below is not the 
history of these phonograms, maybe there are 
different stories that tell a different history. But since 
I only have fragments, I intend to fill in the gaps with 
the documentation I could find around a possible 
story that may help to tell this history. 
 I will argue around the hypothesis based in 
assumptions I could make after the contact with 
some evidences. As with the griots, I will make here 

cognitive plantation because emerges, with precision, 
in the breaking of the-game-of-difference; it is a 
break in the speculative re-colonial movement that 
founds, amid the tremors and stumbling blocks of 
escape, an ‘ethics stripped of value’” (MOMBAÇA, 
2020, pág. 11). 

 It is a trap very well designed, especially 
for the ones like me, which in this world fair is less 
interested in dispute for a place in the exhibition wall 
than to blow down the wall itself.
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a fragmented account that is much closer to the 
investigative journalistic work than to the historical-
scientific work.
 At some point, during the research, I 
stopped bothering myself with the fact that maybe 
is impossible today to recover all the history (missing 
and/or erased) of how things were truly made almost 

a century ago and started 
to focus myself in 
possible ways to return 
back this content that I 
was (am) sure about the 
cultural and religious 
value for the community 
it came from. I hope 
that with the gathering 
of fragments of this 
history I can open up 
possibilities for its own 
proliferation towards the 
future (BOARDMAN, 
2014). 
 In that way, I describe 
below a sequence that 
parts from the “official” 
history until now, then 

my findings, then, my hypothesis of a feasible history, 
then I can tell some things about the content of the 
chants – things that I know and things I was told by 
eldery people during my process.
 My period of interest for the research was 
between 1936 and 1938, considering that the 
recording event could have took place in 1937 - 
which I think is more likely due to the accumulation 
of better opportunities this year, as described in the 
clues raised below. 1936 would therefore be the 
year of possible treaties and 1938 the year of the 
developments; including the possibility that, being 
collected in 1937, the phonograms only arrived 
in Berlin in 1938, which is why this date would 
be written on the card. In the attachment one can 
find some things dated 1935 or 1940, and that is 
because I could see a line of causes and consequences 
documented in these findings that justified their 
publication. 

17
Departure. 

The recorded music represented the work 
material that was studied, providing the 

necessary information so that, over time, a 

Minutes before the take-off from 
São Paulo to Salvador. It was 
a first idea to make the whole 
trip (or at least the main steps) 
using the same red boots I used 
in the performance that opened 
my path in Weimar (see chapter 
3), but I clearly underestimate - 
forgot? - how hot is the summer 
in Brazil. Guarulhos, Feb 2020.
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global vision of all musical styles of our planet 
could emerge. The essential for this was the 
systematic collection of sound sources. In 
1905, Hornbostel made the following appeal 
to expand this collection as quickly as possible: 
“The most important thing, however, is to find 
as many collectors as possible who are not 
afraid of the small difficulties of phonographic 
recording, even if they are not directly interested 
in it” (HORNBOSTEL, 1905). Hornbostel 
points out that to solve basic questions of 
musicology through a large-scale comparative 
study it was necessary to have at least proofs 
of musical manifestations from all parts of the 
globe (ibid). Anthropologists from various 
countries contributed to this. The collection, 
which in the 1920s already had 30,000 recorded 
phonograms, had records made by celebrities 
of anthropology such as Franz Boas or Evans-
Pritchard. For decades the Phonogrammarchiv 
devices - the largest collection of phonographs 
in a public institution of its time - were sent 
to several continents to accompany the most 
diverse research expeditions. Still in 1937, 
Marius Schneider, Hornbostel’s successor, sent a 
device to Brazil, via the Brazilian Embassy in 

Paris and at the initiative of the then head of the 
Cultural Department of the City of São Paulo, 
Mário de Andrade”. (pág. 109)
  “Given the interest of German 
researchers in Brazil and the fact that in 
Berlin lies the largest documentation center 
for world music, it is no coincidence that the 
first music records made in Brazil with Edison’s 
phonograph in the first decade of the twentieth 
century, leave the country heading for Europe 
in the baggage of German researchers. (...) 
Another emissary of the Berlin Museum, 
Theodor Koch-Grünberg, was in Brazil for four 
research trips, in 1899, from 1903 to 1905, from 
1911 to 1913 and in 1924. Unlike his colleague 
Kissenberth, Koch-Grünberg published the 
results of his research, kept in touch with other 
researchers and endeavored to make as many 
recordings as possible with the phonograph, 
specially prepared for the second trip by Erich 
M. von Hornbostel. Among the material that 
Koch-Grünberg collected in the North of 
the Brazilian Amazon is a large number of 
musical instruments besides the recordings he 
made among the Makuxi, Taulipan, Tukano, 
Desana and Yecuanan Indians. As he was not 
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able to evaluate all the indigenous musical 
material, he asked Hornbostel to take charge 
of analyzing the instruments and transcribing 
the recordings. The joint work, based on Koch-
Grünberg’s idea, corresponded to the ideal, as 
formulated by Hornbostel, which gave priority 
to the collection of sound recordings even by 
non-musicologists” (pág. 117).
  “Parallel to Koch-Grünberg’s research 
in the Amazon, a Brazilian anthropologist, 
Edgard Roquette Pinto (1884-1954), from 
Rio de Janeiro, made recordings with an 
Edison phonograph in field research in 
northwest Mato Grosso between the Parecis 
and Nhambiquara in 1912. We do not know 
to what extent one anthropologist was aware of 
the other. In Koch- Grünberg’s correspondence 
I found no references to the Brazilian colleague. 
Roquette Pinto’s recordings can be found today 
at the National Museum, Rio de Janeiro. The 
result of his researches is displayed in his book 
“Rondônia” ( 1917). 
  In the early 1920’s Mário de Andrade 
came across the monumental work of Koch-
Grünberg, requesting copies of the recordings 
made in the Amazon from the phonographic 

archive in Berlin. In addition to the recordings 
and the musical analyses, the ethnography 
published by Koch-Grünberg made another 
great contribution to Brazilian culture 
through one of the myths recorded by the 
anthropologist. It is the Makuxi myth about 
the hero Maku-Naima, who in 1928 became 
the protagonist of Mário de Andrade’s great 
modernist novel: “Macunaíma”. After getting 
copies of Koch-Grünberg’s recordings, Mário 
de Andrade also asks the Berlin museum for 
a phonograph for field recordings. The device 
arrives in Brazil in 1937 and is directed to the 
singer and guitarist Olga Praguer Coelho, who 
recorded songs of Bahian candomblé. It is the first 
sound record of this repertoire of which I have 
news. With this recording by Olga Praguer, 
the era of Edison’s phonograph comes to an 
end. The electric recorder, both of magnetic 
tapes and “bolacha” (record), invented in the 
1930s, is more sophisticated and suitable for 
ethnomusicological fieldwork, and has been 
employed in Brazil since 1938. What remains 
of the phonographic era is the sound of the small 
cylinders, with takes of two minutes of music, 
at most; sounds that remain in the archives, but 
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that also resonate in the ears of all those who 
once had contact with these small sound supports, 
anthropologists and musicologists”  
(PINTO, 2005, pág. 119) – My emphasis.

18
Flying.

Right after my first performance that opened this 
research period (see on chapter three), I went to 
Brazil to consult people and archives there. As soon 
as my plane took off in Frankfurt am Main, I asked 
for agô58 to put my feet on that ground again and be 
able to find the answers I was looking for through 
the best path possible. 
 The trip was planned to last 3 months, 
between early February and late April 2020, and 
the plan was to divide the period between Bahia, 
São Paulo, maybe a quick visit to some institutions 
in Rio de Janeiro and Brasilia, and my hometown in 
Minas Gerais. But right after the Carnival, on the 
second week of the trip, all my plans got suspended 
or aborted due to the emergency of Covid-19 Global 
Pandemic. Everything was locked down, and in São 
Paulo I could only visit once the Discoteca Oneyda 
Alvarenga (DOA, from now on), which is the current 

name of the phonogram archive department in São 
Paulo (where Mário de Andrade were the founder 
and director in 1930’s) and once the Brazilian Studies 
Institute of the University of São Paulo (IEB/USP, 
from now on), which hosts the Mário de Andrade 
Archive. 
 In Salvador, I spend one whole day at the 
Geographic and Historical Institute of Bahia (IGHB, 
from now on), one afternoon with the Prof. Angela 
Lühning at the Pierre Verger Foundation, with the 
promise to come back later – which was not possible 
-, and then, the lockdown kept me at Dr.  Jaqueline 
Vasconcellos’ home (where I was hosted by this 
amazing artist, dear friend, and great spiritual leader) 
for the following 35 days, in which I used to dig in 
the Brazilian National Library (BN, from now on), 
the Brazilian National Museum (NM, from now on) 
and the Brazilian Public Domain (PD, from now on) 
digital archives to find letters, press news and diverse 
source information free to use for educational and 
research purpose. 
 As Europe’s borders were about to close, I 
had to find a way to come back to Germany as soon 
as possible, so, on the 1st of April I was already back 

58 Permission.

to Weimar and to the complete suspension, tension 
and uncertainty that became our lives globally.
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to Weimar and to the complete suspension, tension 
and uncertainty that became our lives globally.

19
Landing.

When I arrived at DOA, the phonographic archive 
of São Paulo, I talked a lot with Rafael Vitor Barbosa 
de Sousa, philosopher and historian, currently 
coordinator of the Department of Historical Heritage 
of São Paulo (Acervo Histórico da Discoteca) and 
Marina de Siqueira Pozzolo, collections supervisor. 
I told them I was looking for any information that 

would confirm Prof. Tiago’s text, in order to check if 
Mário de Andrade requested Olga Praguer Coelho, 
through the Brazilian Embassy in Paris, and with 
equipment from Berlin Phonogramm-Archiv, to 
record Candomblé songs in Salvador in 1937. Rafael 
told me he had already heard this story through Prof. 
Tiago’s conference and text, but that there was no 
information in the SP archive to confirm that these 
recordings had indeed been made. And I told him 
that the only information I was sure of, was that the 
recordings existed, because I had get contact with 
them in person - as in the police investigations of the 
films, I found the corpse, now I needed to reconstitute 
the crime and find the culprit.
 When I arrived, an old grey folder box labeled 
“1935 to 1939 – chronological order” was already 
waiting for me, with a lot of papers not yet listed to 
the Archive, but somehow related to the subject and 
period, which I detail as possible below, since these 
findings are not searchable on the Archive database 
at the moment: 

-- Institutional letters, like the one to the 
Phonetische Staatsbibliothek Unten den 
Linden, the one from Marius Schneider to 
Roquette Pinto, and the answer from Brazilian 

Me, conducting research in the 
IEB-USP archive in Feb. 2020. 
Photo by Elisabete Marin Ribas
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National Museum, which can be found on 
the attachment, one to Dr. Neo Kistemberg 
informing about the organization of the 
library;
-- Personal letters, like one from Jurio 
Franceschinni to Dr. Antônio Vicente de 
Azevedo complimenting the quality of the 
Archive;
-- Mario de Andrade’s letter to the superior 
council of the Music and Drama Conservatory 
of SP asking for a license to work as a 
professor of national culture research and 
official duties,
-- Receipts and invoices, like one from New 
York regarding the purchase of sapphire 
needles and other peripheral things used in 
recordings, one for the cost of the recordings 
of Santa Cruz Dance in Itaquaquecetuba;
-- Receipt from the Transatlantic German 
Bank to the payment of scientific services to 
the Archive by Marius Schneider.
-- The Society of Ethnography and Folklore 
statute with the list of its first members;
-- Contracts of lending of equipment, 
maintenance of furniture and cooling system, 
import of equipment (Presto Recorder), 

insurance, Archive service for Mrs. Lisa M. 
Pepeercorn Bauer, recording of the Sonata by 
Carlos Gomes;
-- Typed description of wax cylinders to be 
restored, being 45 perfect, 15 broken, 28 little 
damaged and 22 too much damaged by mold, 
and the names: “Snethlage”, “Kiss”, “Dengler”, 
“Koch-Grünberg”;
-- The text of a project for a series of 
excursions to be initiated in March 1937 and 
in which would go to the northeast of Brazil in 
December of that year59;
-- The report of “acts and consequences of the 
Mission of Folklore Research currently on field 
trip to the northeast”60;
-- Documentation of the Congress of the 
National Sung Language61, held in São 
Paulo in July 1937, with some datasheets do 
describe the way of speaking of cultivated and 
uncultivated Brazilians;
-- Documentation about the Cabinet 
of Experimental Phonetics (1936) and 
correspondence with the Center for 
Philological Studies of Lisbon about the 
establishment of the Cabinet;



76

Suelen Calonga

Why do the Archives archive? - A journey from the hunko to the counter-ethnography and back

Philological Studies of Lisbon about the 
establishment of the Cabinet;
-- Copy of the act 1.146, article 191 of 
04.07.1936 which creates the Municipal 
Public Phonogram Archive of São Paulo, 
its regulation and description of the musical 
activities (project of 1935);
-- Statements, like one about the organization 
of the “Instituto Musical de São Paulo” 
provided to the Department of Culture in 
response to a request made by the Prague 
Congress, testimony of the Music and Drama 
Conservatory of SP about the teaching given 
by Prof. Samuel Arcanjo dos Santos; 
-- Reports informing the profile of students 
and teachers, and the functioning of Bahia 
Music Institute, Normal School of Music, 
Music Institute of Rio Grande do Norte, 
Carlos Gomes Institute, Music Institute 
of Araraquara, Music Conservatory of Rio 
Grande do Sul (including how many sons of 
foreign and how many Brazilians);
-- Report to the Cultural Department of 
São Paulo written in detail by the composer 
and teacher Villa Lobos, quoting the decree 
19.890 of 18.04.1931 on education, about 

the importance of a civic education in order 
to achieve a moral and artistic discipline that 
would stop the “slope of artistic taste since 
1918 due to the record player, cinema, sport 
and carnival” (p 16 of the report);
-- Report about the teaching of music in 
public schools, written by José Bento Faria 
Ferraz;
List of media clipping;
-- Data sent to the Vida Doméstica Magazine 
(Domestic Life) about objectives and numbers 
of the Archive;
-- Document “Folkloric Music and Folkloric 
Archive Album” saying that between 1937 
and 1938 will be ready 100 discs from the 
Folklore Collection, containing music from 
Afrobrazilian fetishist cults from North and 
Northeast;
-- Document with the coat of arms of the 
United States of Brazil printed named 
“Folkloric Material”, with genres and kinds 
of phonograms and music themes manually 
noted.

It was a luck strike that I photographed some of 
the documents, because in this first time I was just 

59 Not described or named.

60 “Missão de Pesquisas 
Folclóricas, one of the main 
projects of the Cultural 
Department. The project and 
research were conducted by the 
architect and  ethnographer 
Luis Saia, the Austrian musician 
Martin Braumweiser – who had 
the task to decide the musical 
value of the musical pieces, 
which ones would be transcribed, 
which ones would be recorded -, 
the sound technician Benedito 
Pacheco and one assistant, 
Antonio Ladeira

61  A congress that had the 
intent of map and hierarchize 
the heterogeneity of the 
Brazilian language (accents, 
lexical, etc) in order to help to 
found the National Cultural 
Policy, linked to the forge of the 
national modern identity.  
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primarily understanding the documents they have 
there, and I would come back to DOA after my 
period in Salvador if I could. The archive doesn't 
have them digitized yet. So, for now, I only have 
documented here the few notations I made about 
what I identified in this unlisted box and the few 
pictures I was smart enough to make at the time. I 
hope it serves for future researches.

20
Landing.

At the IEB/USP I went twice, the first day was to 
know the collection and the second day to pick up my 
findings. From the open database I found an entry 
that seemed to be the key to unlock everything: a letter 
of recommendation signed by Ayres de Andrade on 
a letterhead of Radio Tupi, presenting Olga Praguer 
Coelho to Mário de Andrade, interested in talking 
with him about folklore, and whose carrier was Olga 
Praguer Coelho herself. So, that letter was the first 
thing I looked for when I arrived at IEB/USP, but 
the coordinator of the archives, Elisabete Ribas, was 
very kind in suggesting that I could research around 
other names that could be connected somehow to the 
history I was trying to confirm, so I found a lot of 

other letters, many about the organization of the II 
Afro-Brazilian Congress, which happened in January 
1937 in Salvador, and I started to think that this 
could be the perfect occasion to set the recordings, so 
I gathered a lot of information about the people that 
attended the congress and its organizers.
 All the documents that I was authorized to 
reproduce in this work are in full/original form in 
the attachment, the ones that I could not make a 
copy, I transcribed what I could understand of the 
handwritten letters. 

21
Landing.

When I decided to follow the intuition that maybe 
the II Afro-Brazilian Congress, the extra-activities 
that happened during the days of the event, and the 
connections between the organizers, the attendees, 
and the religious communities involved could lead 
me to the right path of the history (afterall, Mario 
de Andrade was not only one of the invitees, but 
was considered to be an expert on the subject, was 
in intense contact with all the people related to the 
congress, and was at that time forming the public 
collection of phonograms in the DOA in São Paulo. 
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Then, linking the initial clue of Prof. Tiago to the fact 
that Olga Praguer Coelho was, actually, from Bahia, 
maybe I could finally find the missing parts of the 
history if I could understand better the Congress). 
So, I went to the IGBH, where I was very welcomed 
by Simone Reis Santana de Sales, Lindijane Silva 
Santos, Cleide Nunes and Antônio Fernando Costa 
Pinto, who helped me to find, in the Ruy Barbosa 
Library, local newspapers from 1937 and the rare 
book with the proceedings of the Congress held 
there at IGBH, and with the help of Natasha 
Silva, that took all the dusty boxes of the Theodoro 
Sampaio Archive from mid 1936 until the end of 
1937 and looked with me, one by one, all the internal 
documents that are not listed in the database, but 
was related to the Congress. All the news clipping, 
letters and documents that I think are related, I could 
reproduce and can be found in full at the attachment.    

22
Landing.

At Pierre Verger Foundation I had the honor of listen 
to Vó Egbomi Cici62 (a truly master griot and living 
ancestor) tell stories to other two young women who 
seemed to be interested in information regarding 

woman roles of cure through the kitchen and the 
use of plants63 while I waited for Prof. Dr. Angela 
Lühning. It was in my plans to return there to talk 
about the chants with Vó Cici but wasn’t possible. I 
hope I have a new opportunity in a near future.
 Prof. Angela listened to my story, helped me 
with bibliography and put me in contact with other 
researchers, accordingly to my questions: the PhD 
dissertation about Edison Carneiro, by Gustavo 
Rossi, “O Intelectual Feiticeiro”, Unicamp, 2011; 
the book “Ruth Landes e a Cidade das Mulheres: 
uma releitura da antropologia do candomblé”, by 
Jamie Lee Andreson, Edufba, 2019; ( Jamie, after the 
contact mediated by Angela, helped me to navigate 
through the Ruth Landes Papers at Smithsonian 
Archive); suggested to look in the Herskovits 
Papers in Northwestern University Library; send me 
information about Aydano do Couto Ferraz from the 
online database of Getúlio Vargas Foundation; she 
also gave me the edited book with the proceedings 
of the II National Encounter of the Brazilian 
Association of Ethnomusicology, in which the text of 

62 Mrs. Nancy de Souza Silva, 
better known as Vó Cici or 
Egbomi Cici, is one of the 
responsible for the social 
work of the Pierre Verger 
Foundation, which helps 
children and teenagers in a 
vulnerable situation, and helped 
the famous photographer to 
catalogue 11.000 photos made in 
expedition to African countries 
and different parts of Brazilian 
territory documenting the cult 
to Orishas, Voduns, Nkisis and 
Encantados.

63 Vó Cici was one of the 
authors of the book Cozinhando 
História: receitas, histórias e 
mitos de pratos afro-brasilieiros 
(Cooking History: recipes, 
histories and myths of Afro-
Brazilian dishes).

Prof. Tiago was published, among others – including 
ones cited here.
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Prof. Tiago was published, among others – including 
ones cited here.

23
Ground.

Zoogodô Bogum Malê Rundó.

------------------------------------------

Findings and deductions that may lead to 
something

24
(The codes below refer to the facsimiles in the 
attachment)

In October 1934, Marius Schneider, then director of 
Berlin Phonogrammarchiv, sent a letter to Roquette 
Pinto, then director of the National Museum in Rio 
de Janeiro, informing that a German expedition had 
collected songs from Brazilian indigenous nations in 
the state of Mato Grosso64 for ethnological studies in 
music and asked for collaboration in the collection 
of more audios, in order to expand the archive on 

Brazilian material, with all necessary equipment to 
be sent to Brazil free of charge. In exchange, copies 
of the materials and scientific publications that 
would be made from these songs should be shared 
(19341011_CAR_MS-RP_001). 
 In April 1935, the National Museum 
responded that it could be collected with the 

Atinsá (a tree-altar) in the right 
side of the Terreiro do Bogum 
entrance. Feb 2020. Photo: 
Suelen Calonga
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equipment provided, but only if, and when, there 
were already planned expeditions (19350425_CAR_
MSN-EMB_001) not to be made one specific 
to attend the Berlin demand), so it would not be 
possible to predict a deadline. To this communication 
there was never an official response from Berlin, as 
written in a hand note from Heloísa Alberto Torres 
(secretary of the Brazilian National Museum) to 
Mario de Andrade with the translation of the letter, 
and she also suggests to Mário de Andrade that he 
should contact directly the Phonogrammarchiv in 
Berlin (19341011_CAR_MS-RP_001). 
 At a time I could not identify whether before 
or after the above, but I think it is perhaps later in 
1935 or early 1936, the Department of Culture of 
São Paulo (under the direction of Mário de Andrade) 
writes to Phonogrammarchiv informing that it was 
in the process of consolidating an archive of Brazilian 
indigenous songs and would like to acquire copies of 
the materials collected by the German expeditions, 
whether for payment in cash or in exchange for 
copies of phonograms from the Department 
in São Paulo. He also requested a list of Berlin 
Phonogrammarchiv inventories and instructions on 
how to make acquisitions (1935XXXX_CAR_DSP-
EMB_001). I couldn’t find an answer to this request, 

but it points to a possible negotiation between the 
institutions, or a starting point of a relation, since 
I saw the documents descripted in the previous 
section at DOA, which makes me believe that the 
phonographs were actually sent by Berlin at some 
point, even without documentary proof. There is 
also receipts of large amounts of money transferred 
to Germany, including one dated 19.11.1938 of 
the German Transatlantic Bank for the payment 
of scientific material ceded to the discotheque by 
Marius Schneider, so I believe that phonograms or 
equipment were actually purchased (maybe after the 
use).
 In 1936, Mário de Andrade, Aydano do 
Couto Ferraz and Edison Carneiro (the last two, 
organizers of the 2nd Afro-Brazilian Congress) 
had already been discussed about the acquisition 
of religious instruments and religious statues in 
Bahia, as a berimbau, an Yemanja and an Eshu - to 
compose the collection of the São Paulo archive, 
and participation in the printed publication they 
organized (19360711_CAR_AC-MA_001) 
(19361013_CAR_AC-MA_002) (193607XX_
CAR_AC-MA_003).
 The first date of the II Afro-Brazilian 
Congress would be November 15-20th 1936 

64 Cf.: “Objects, pictures and 
sounds: the ethnography of 
Theodor Koch-Grünberg (1872-
1924)”, by Erwin Frank, can be 
found on: https://www.scielo.br/
pdf/bgoeldi/v5n1/a11v5n1.pdf 
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(193607XX_CAR_RG-CM_001), then was 
postponed to December 15-20th 1936 (19361205_
CAR_RG-CM_001), then to January 14-15th 1937 
(19361210_CAR_IICA_001), and it ended up being 
held between January 11-20th 1937 (19370105_
CAR_IICA_002), which proved to be opportune, 
since it coincided with the great Feast of the Lord of 
Bonfim, giving researchers the opportunity to follow 
the festivities in loco (see image on pages 58-59).
 This is perhaps the most relevant clue: Aydano 
do Couto Ferraz, who corresponded a lot with Mário 
de Andrade during the period of organization of the 
Congress, says, in a letter - which seems to be an 
unknown answer to a previous inquire from Mário 
- about whether it would be possible to articulate a 
situation for an audio and video recording in Salvador 
that would be made by another person (a man), who 
would also collect the religious and musical artifacts 
purchased (19361013_CAR_AC-MA_002).

The Congress secretary [Reginaldo 
Guimarães] showed me your letter, 

and now, then, is the opportunity. If the 
man can come, he will take everything 
[probably listed in the previous letter] and 
something more. The secretary already 

has the quotation you asked for, made 
by a Pai de Santo [Candomblé priest]. 
However, my promise stands. Regarding 
the piano for the musician, we have them 
at the AUB and will be available for the 
man, with all the tranquility and peace of 
the heavens. But filming and recording 
is difficult. The secretary will answer. It 
depends only on a conversation [that 
I should make] with an insider person 
from this land”.

An official memorando from Sergio Milliet to the 
Mayer of São Paulo (19361127_OFI_SM-SP_001) 
informs “the impossibility of sending a representative 
to the congress, due to the recording devices not yet in 
the possession of the board of directors and because 
Mr. Mario de Andrade was seriously hindered, who 
had to draw up a plan about it”.
 Mário de Andrade became ill at the time 
of the 2nd Afro-Brazilian Congress and sent 
the composer Camargo Guarnieri in his place, 
representing him in previous researches about the 
black cultures of Bahia and also in the accompaniment 
of the Congress (19370111_PER_IICA_006). In 
only one source I found the information of a second 
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person accompanying Guarnieri, the composer and 
pianist Fructuoso Vianna, “specialist in negroe music 
that will help in maestro Guarnieri’s researcher” 
(19370112_PER_IICA_008).
 In many  references written about Camargo 
Guarnieri, but also confirmed orally, as in a 
conversation I had with Prof. Angela Lüning, it 
is said by Guarnieri himself that he did not make 
any recordings, because the device and technician 
to operate it would not have been provided in time 
(1998_TEX_INF-AL_001) only written notations 
of the songs - material that was actually kept, 
edited and published by the São Paulo archive after 
the organization of Oneyda Alvarenga (director 
of DOA – named after her - after Mario de 
Andrade left the Archive). The apparent loss of an 
opportunity (perhaps unique) to make the recordings 
in a privileged context, as the congress and its extra 
activities in Candomblé temples, may have been 
some matter of logistical or bureaucratic impediment, 
or some kind of strategy. Below, excerpts of her 
compilation and analysis of 37 chants collected by 
Guarnieri (ALVARENGA O. , 1946):

During the works on the II Afro-
Brazilian Congress, held at Bahia 

in January 1937, the distinguished 
composer Camargo Guarnieri collected, 
commissioned by the Cultural 
Department of São Paulo Municipality, 
a large and important collection of 
popular melodies, most of all belonging 
to fetishist cults. As complementary 
notes to the black influence in Brazilian 
music, I decided to analyze a part 
of that collection. To that, I chose 
among the witchcraft chants the ones 
which provenience indication allowed 
assumptions regarding the existence 
of more prominent African traces. (..) 
Eliminating the melodies belonged 
to the Candomblés-de-Caboclo and 
(…) Bantus-Caboclos in which exist 
Amerindian reminiscences, I limited the 
analysis to the ones indicated as Ketu 
(25), Gêges [ Jejes] (5), Nagôs (5), Gexás 
[Ijexás] (1). Altogether, 37 melodies 
(…)” (pg 371). The melodies analyzed 
below were collected from Waldemar 
Ferreira dos Santos, about who Camargo 
Guarnieri provided the following 
explanations: ‘Born in Bahia in 1909. Is a 
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light-skin mulatto. Very well considered 
among the Pais-de-Santo [priests] and 
all Candomblé people. Is Babalawo 
(which means expert in all Candomblé 
rituals, but without a Terreiro [temple]). 
Waldemar as very good musical ears. 
Sings tuned, and when asked to sing 
many times the same theme he doesn’t 
deform it, as is common. He gave me a 
huge amount of very diverse themes. He 
is currently employed as janitor at the 
Medical School of Bahia. He likes to be 
well dressed and appears to be learned/
polite. By the letters he wrote, I consider 
him half illiterate. He is always dressed 
in a white linen suit, which is and old 
habit among the Pais-de-Santo’. In the 
2nd edition of “O Negro Brasileiro” [The 
Black Brazilian], by Artur Ramos, dated 
1940, in the footnote in page 39-40, 
Waldemar Ferreira dos Santos appear 
cited as one of the most prestigious Pai-
de-Santo in Bahia, with his Terreiro 
Caboclo Pau Brasil, in Goméa. Despite 
this name suggesting Amerindian traces, 
seems to me plausible that professor 

Artur Ramos included Waldemar 
Ferreira dos Santos’ Terreiro among the 
ones of  “legitimate Sudanese tradition”.

I compared each one of the 37 melodies notations 
published by Oneyda and none of them refer to the 
phonograms from Berliner Phonogramm-Archiv 
(1946_TEX_INF-OA_001)*.  
 Prof. Angela affirms in her text 
(LÜNHNING, 1998, p 64) that she had the 
opportunity to meet Waldemar Ferreira dos 
Santos (Vavá Pau Brasil, from the terreiro Caboclo 
Pau Brasil) in person and he confirmed all the 
information provided by Guarnieri in a interview for 
her. Another  collaborator was Adrovaldo Martins 
dos Santos, whom Guarnieri described in his field 
notes as a “dark-mulatto almost black”,  born in 
1917,  capoeira player and Ogã Alagbê with a large 
repertoire of candomblé Jeje and Keto. Accordinly 
to Angela notes from the interview with Guarnieri, 
they both (Waldemar and Adrovaldo) brought 
atabaques drums to the sessions when they sung and 
played the chants for Guarnieri, and these sessions 
were always compensated with money.  Another 
point that is worthy of note, is that Guarnieri stayed 
in Bahia some more days after the II Afro-Brazilian 
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Congress: he extended the trip to the small city of 
Estância, where Aydano Couto and Jorge Amado.
 Terreiros visited during the II Afro-Brazilian 
Congress and priests/priestessess involved in the 
activities that would may help in the recordings 
(articulating, singing/playing or ceasing space for the 
task) - gathered in the bibliography related to the 
Congress, specially Edison’s Carneiro texts, media 
press and academic papers:

Casa Branca do Engenho Velho (Ilê 
Axé Iyá Nassô Oká); Maria Escolástica 
de Nazaré, Mãe Menininha do Gantois 
(Ilê Iyá Omin Axé Iyá Massê), and the 
Alagbê Silvino Manuel da Silva; Eugênia 
Ana dos Santos, Mãe Aninha Obá Biyi 
(Ilê Axé Opó Afonjá, São Gonçalo 
do Retiro), and the Iya Kekere Maria 
da Purificação Lopes, Mãe Badá de 
Olufã Deiyi; Procópio Xavier de Souza, 
Procópio d’Ogum Já (Ilê Ogunjá do 
Matatu Grande); João Alves de Torres 
Filho, Joãozinho da Gomeia/Caboclo 
Pedra Preta (Candomblé da Goméia); 
Samuel Francisco Francisco Barreto 
de Souza,  Querido de Deus (capoeira 

Angola); Manoel Bernardino da Paixão, 
Ampumandezu  (Mansu, Banduquenqué, 
Terreiro Bate Folha); Manoel Victorino 
da Costa, Sr. Falefá/ Manoel da Formiga 
(Asé Omo Ketá Possu Bètá); Barbosa; 
Bugaia; Zeppelin; Aberre; Women Yawôs 
of Goméia, who sang for Guarnieri’ 
notations in more than one opportunity; 
Martiniano Eliseu do Bonfim Ajimudá 
(babalawô).

On July 1937, Edison Carneiro wrote to Arthur 
Ramos to tell him about his efforts to establish the 
Union of Afro-Brazilian Sects (initially called the 
African Council of Bahia) in August of the same 
year, an organization that would have a priest from 
each of the houses of religion in the African matrix 
of Salvador to, together, draw up strategies to ensure 
freedom of religious exercise in the city (19370719_
CAR_EC-AR_010). As the first meeting of the 
organization really happened in August 3rd, 1937, 
that could have been another good occasion for 
the recordings (or, at least, the articulation amid 
the Candomblé community by an outsider). I 
would like to check the name of the participants 
of the organization, but The Union Statute, drawn 

* An interesting note, that 
here will be registered just as 
a fun-fact is that the melodies 
noted refers to the sang lines, 
the melody, not the drumming 
or the general perception of the 
song as it sounds in a whole. 
As, in the tradition, each deity 
has a specific rhythm that he/
she/it answers in the cult, it is 
necessary that a person have at 
least an average knowledge of 
the religion to be able to see 
the score, read the name of the 
deity (Orisha, Vodun or Nkisi, in 
these examples) and the nation 
which they refer to (Ketu, Jeje, 
Angola), imagine or know by 
core the rhythms (because it is 
not written) and rely to lyrics 
that are very poorly descripted, 
since the person taking the notes 
clearly doesn’t know the words 
and wrote weird, wrong of funny 
things based on what he heard. 
All that makes me wonder about 
what the scientific value in these 
transcript notations is really… 
because it is clearly close to none, 
in my point of view.
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Note card and picture of 
Capoeira Angola in Bahia, from 
Aydano do Couto Ferraz to 
Mário de Andrade in 1936. IEB-
USP Archive, MA Collection. 
Photo: Suelen Calonga



86

Suelen Calonga

Why do the Archives archive? - A journey from the hunko to the counter-ethnography and back

up in extraordinary assembly on June 17th, 1938, 
is in possession of the Bibliotheque du Musee de 
l’Homme / Musée du Quai Branly65, which I could 
not see because access is paid. 
 The involvement, on some level, of the singer 
Olga Praguer Coelho with the arrival of the wax rolls 
at Berliner Phonogramm-Archiv can be assumed by 
the information noted in the museum’s cataloguing 
record (2020_REF_EMB_OP_001) (2020_REF_
EMB_OP_002). I conducted extensive research in 
the hemero-digital-library of the Brazilian National 
Library on newspapers from Rio de Janeiro, São 
Paulo and Bahia, between late 1935 and early 1939, 
looking for Olga Praguer Coelho concerts schedule 
to see if she would have passed through Salvador 
at some point during this period, so that she could 
have made these recordings. She was appointed 
official ambassador of Brazilian folklore in a decree 
signed by the president of the republic in April 1936 
(19360429_PER_OP_001) and I found no news 
of her passing through Salvador between December 
1935, when she performed her last concert in the city, 
and her return on January 1, 1938. Fact is that she 
performed a great sequence of tours in Europe, the 
United States and some Latin American countries 
like Argentina and Uruguay. She traveled to Berlin 

on August 5, 1936 from where she began a long 
tour of Europe; during the month of January 1937 
she made several presentations at the Sala Pichetti, 
in Rome, which makes her participation in the II 
Afro-Brazilian Congress impossible - considering 
this as the most probable occasion for the collection 
of the recordings. She was in Vienna between March 
and April with a quick visit to Budapest. She sent a 
greeting card with other friends to Mário de Andrade 
indirectly in May 1937, from Berlin (19370509_
CAR_OP-MA_001). She arrived in Paris in June, 
in London in July. She returned to Brazil only on 
September 6. In other words, his participation in the 
Union of Afro-Brazilian Sects would not have been 
possible either, since, according to the newspaper 
Correio da Manhã, she only returned to Salvador on 
January 1, 1938. It could be happened after this date, 
thou, but I could not deep enough the research from 
after this date on.
 I found two letters of 1938 between 
Francisco Mignone and Mário de Andrade, one in 
January (19380130_CAR_FM-MA_001) and other  
in June (but with a note from the archive to see 
the one dated “Berlin 30.03.1938” – which I could 
not find) (19380612_CAR_FM-MA_002) that 
show that Mignone and his wife, Liddy Chiafarelli, 

65 The entry can be accessed in: 
http://www.sudoc.fr/014790424
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were couriers for a cash payment to the Berliner 
Phonogramm-Archiv. The receipts I found in the 
archive (topic 19, above) seems to be for different 
porpoises, since the way of payment (direct transfer 
via the German Transatlantic Bank and hand-in 
cash) indicate also different types of negotiations 
(maybe off-records ones). The first letter doesn’t 
describe the nature of the transaction, but cite an 
amount of 15 Contos66, something that was ordered 
by Mário de Andrade to be negotiated by Liddy 
(who speaks German) on the Archive and some kind 
of subvention for the trip. The other letter indicates 
that the 15 Contos were used to buy 30 complete 
collections of “Maracatu” (a Brazilian traditional 
music manifestation) ordered by Oneyda Alvarenga, 
and two other collections were bought and donated 
by Mignone to “correspond to the kindness of 
the Museum für Völkerkunde to the Cultural 
Department of São Paulo, to the director Dr. Marius 
Schneider”. As the information I could get only by 
the letters are somehow conflicting, in part because 
I could not understand completely the handwriting, 
in part because Mignone was intentionally not saying 
clearly what the money was for, in part because I 
could not have access to Mario’s answers. I only read 
the material locally, took notes, and because of the 

closing of the archive due to the pandemic, I couldn’t 
return to the place to photograph the letters to read 
them calmly later, and they are not yet scanned in the 
archive.
 One detail that seems important and worthy 
of note is that, despite all the prior articulation of 
Mário de Andrade with the organizers of the 2nd 
Afro-Brazilian Congress, the (apparent) agreement 
of his participation - which needed to be replaced by 
Camargo Guarnieri due to Mario’s illness - and the 
requests (and implied acceptance, as for, for instance 
(19370524_CAR_EC-MA_001)) for the sending 
of texts that could appear in the proceedings of the 
Congress (published only three years later due to 
editorial differences between Edison Carneiro and 
Arthur Ramos, the editorial organizer), and the 
very presence of Camargo Guarnieri (10370115_
PER_IICA_011) during the Congress, there is 
no publication neither of Mário de Andrade, nor 
of Guarnieri in the annals of the Congress (1940_
REF_NBR-IICA_001). Yet related, in a letter from 
Edison Carneiro to Arthur Ramos (19370715_
CAR_EC-AR_009), Edison told Arthur to ask the 
Department of Culture of São Paulo to send the 
collaboration that would be published in the Annals 
“with or without musical examples” (the underline is 

66 Between 1833 and 1942 
the Brazilian currency was the 
Mil Réis. 15 Contos-de-Réis 
= 15:000$000 = R 15.000.000. 
Using some internet currency 
calculators, I could get a 
feasible conversion as of this 
amount being like DM 575.563 
(German Marks). In the 
currency of todays, would be 
something like R$ 1.845.000,00 
(Brazilian Reais), or € 294.280 
(Euros) - currency exchange rate 
of 05.09.2020.
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his; he does not cite if it is related to an unpublished 
research of Mário de Andrade or if any product of 
what was collected by Camargo Guarnieri in Bahia). 
It is not possible to understand what he meant by 
“musical examples”, if printed notations or recorded 
music.
 Mario de Andrade had been dismissed from 
office in May 1938 due to political divergences after 
the establishment of Getúlio Vargas’ dictatorship 
and the installation of a federal intervention over 
the states67, but exchanged letters with Oneyda 
Alvarenga (his former secretary and person that 
stood in charge after his dismiss) with orientations 
on how to proceed with the ongoing projects, or 
their finalizations, including the payment of Berliner 
Phonogramm-Archiv (19380828_CAR_MA-
OA_001), that, if could not be made by official 
means, could be arranged in a friend-funding collect 
to buy something (not described) from Berlin 
and donate to the DOA in São Paulo. This is after 
the payment made by hand-in cash by Francisco 
Mignone, maybe related to another negotiation, of 
another product or service purchased. This can be a 
prove that not all the processes for the development 
of the Brazilian archive in São Paulo occurred in 

institutional manners, some of them had off-records 
procedures and informal negotiations.
 Between 1933 and 1968 the Brazilian 
government instituted the “Council for the 
Inspection of Artistic and Scientific Expeditions 
in Brazil” (Museu de Astronomia e Ciências Afins, 
2012), which had the policy of control foreigners 
and also Brazilians involved in scientific and artistic 
expeditions, revealing for us, today, how the dispute of 
narratives marked the realization of these expeditions 
at that time (GRUPIONI, 1998). It is also revealing 
of how the vision of the intellectuals involved with 
the political project of nation at that time shaped 
our understanding of our own cultural identity today. 
This is to say: if our phonograms, which are today 
under custody of Berliner Phonogramm-Archiv were 
collected in Salvador from 1933’s on, it was needed 
a formal federal governmental authorization to be 
performed, or, to be performed undercover with help 
of important people, due to logistical difficulties 
already pointed out for the recordings and the 
sending of the phonograms to Germany. I do not 
want to suppose anything, just let this noted here to 

67 Cf.: “Mário de Andrade e o 
Departamento de Cultura de 
São Paulo”, by Eduardo Augusto 
Sena. Available in: http://www.
iea.usp.br/pesquisa/catedras-e-
convenios/catedra-olavo-setubal-
de-arte-cultura-e-ciencia/textos/
catedraos_eduardo_sena_mario_
de_andrade_final

be considered in future researches that may be related 
in matter, or time, to this one. 
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be considered in future researches that may be related 
in matter, or time, to this one. 

The archives of the Council for the 
Inspection of Artistic and Scientific 

Expeditions in Brazil (CFE), which 
gathers about 10 thousand textual and 
iconographic documents, show the 
diversity of formats of the expeditions. 
The scientific expeditions supervised and 
controlled by the CFE varied in format. 
Trips to explore the territory, expeditions 
to collect, deepening research on certain 
typical specimens of tropical flora and 
fauna, observations of solar eclipses, 
studies of languages and indigenous 
behavior in loco, exploration of natural 
resources, filming and photographs of 
Brazilian nature, among others, were 
some of the proposals recorded. Being 
formed by small groups, with modest 
objectives, or by large teams, materially 
equipped, the expeditions needed a 
minimum of organization and structure, 
which included the composition of the 
team, the previous delineation of the 

Three photographs of the public 
presentations in Terreiros.

Top: at Terreiro Ilê Axé Opô 
Afonjá, of Mãe Aninha. Jan 
1937. Unknown photographer. 
Source: Velhos Mestres website. 

Middle: at Terreiro Ilê Ogunjá, 
of Pai Procópio de Ogum. 
The subtitle in the news paper 
says: "At the party offered to 
the congressmen by Matatu's 
candomblé, this photograph 
was taken, in which scholars of 
Bahian opulent Africanology 
are seen among black fetishists. 
On the left, maestro Camargo 
Guarnieri, from São Paulo, 
notes the motifs of the barbaric 
music of the atabaques, agogôs 
and ganzás". Source:"The II 
Afro-Brazilian Congress will 
not finish today - It will be 
interrupted by the Lord of 
Bonfim feast - Three days of 
exciting programme". A Tarde 
Newspaper. 15.01.1937 Cf.: 
19370115_PER_IICA_011

Bottom: Eshu feast at Ilê Asé 
Ojise Olodumare, the House of 
the Messenger, on 07.03.2020. 
Photo: Suelen Calonga
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itinerary, the scientific instruments - 
with emphasis on the field notebook 
- the local communication systems, the 
logistics and mobility infrastructure (…). 
In general, the expeditions were required 
to issue official documents describing all 
of their activities, such as the request for 
permission to travel, the material to be 
used, the purpose, objectives, members, 
route and list of all material that might 
be collected. CFEACB’s controlling and 
supervising proposal sought, above all, to 
safeguard the national historical, artistic 
and scientific heritage. The intellectuals 
linked to the creation of the Council 
demanded the formation of an idea 
of a nation that would pass through 
the protection of the national natural 
heritage, and it was the function of the 
State to control the access to these “assets 
of the nation” (MOREIRA, 2018). 

At the database of the Council (today hosted at the 
History of Science Archive, in the Astronomy and 
Related Sciences Museum) I found 33 entries of 
official requests from Germany (2020_REF_AHC-

CFE_001), most of all to collect and export samples 
of fauna, flora and minerals, but also some reports and 
documentation on biological and anthropological 
researches among indigenous communities (including 
one very intriguing about dental arches of indigenous 
people in 1966). One interesting thing is that the 
other three very famous ethnological researches 
about Candomblé communities in Bahia, conducted 
by Ruth Landes, Lorenzo Turner and Melville 
Herskovitz between 1938 and 1942 are registered in 
the database. The Germans citizens or institutions 
authorized (registered) to work / collect material / 
export Brazilian material of different kinds, were:

Adolf Schneider, 1937; Alcuino Meyer, 
1936; Amanda Flora Hilda Bleher, 
1960; Annemarie Scharlauck, 1945; 
Curt Nimuendaju, 1935; Deutsche 
Forchungsgemeinschaft; Dr. Dierberger; 
Dr. Meshede; Emil Heinrich Snethlage, 
1933; Erich Wustmann, 1955; Ernest 
Fedor; F. Lens; Franz Lohn, 1947; 
Friedrich Markgraf; Fritz Ackerman, 
1935;  Gehard Krause, 1935; Georg 
Frey, 1955; Gerd Kahle, 1935; German 
Cinematographic Expedition (not 
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authorized), 1941; German International 
Association of the Directors of Zoos, 
1936; Frankurt Zoo; Hamburg Zoo; 
Godofredo Hagmann; Guilherme C. 
Hachmeister, 1935; Gunther Theodor 
Tessmann, 1937; Hame Becher; 
Hanz Ertl, 1960; Hans Krieg, 1937; 
Heinrich Maximilian Friedrich Helmut 
Sick,1941; Heinz Himmelreich, 1938;  
Helmut Raiser, 1966; Henrich Maria 
Wenzel, 1941; Horst Klee, 1941; Hugo 
Hegenberg, 1937; Johannes Schneider, 
1966; Karl Hagenbeck; Karl Paech; 
Leonhard Friedrich Fuchshuber; 
Manfred Rauschert; Mission of German 
Father priests; Otto Schindler; Otto 
Schultz Kampfhenkel, 1935; Otto Willy 
Ulrich; Paul Giesler; Paul Vageler; 
Reinhard Maack; the couple Eckner, 
1937; Walter Foster; Wilhelm Kegel; 
Wolf Herre.

Only Nimuendaju and Meyer were expressed 
anthropologists or asked permission to export 
ethnographic material; all the others were researching 
on botanic material, insects and other animals. Could 

not find any entry related to Olga Praguer Coelho, 
Mário de Andrade, Camargo Guarnieri or any other 
name related to the II Afro-Brazilian Congress of 
Salvador. Neither the Berliner Phonogramm-Archiv 
appears among the requesters, nor the Preussischer 
Kulturbesitz Stiftung, the Ethnologisches Museum 
(or any of its departments or previous denominations, 
like whappened with Musee de l’Homme or the 
National History Museum of Vienna, as examples). 
As the History of Science Archive is closed, the 
research could only be made by the description of 
the entry, I could not access the folders with the 
documents to read them in full.
 Other researchers, artists, adventurers and 
missionaries from abroad that were in Brazil between 
1930 and 194068 for anthropological or ethnological 
research related to indigenous and/or black people 
cultures, parting from preliminarily lists (CORREA, 
1988) (DA SILVA, 2013) and added by my notations 
and findings in the press and other sources. The list is, 
of course, not final, there is plenty of space to deepen 
this research. The first date is birth and death of the 
researcher, the second, the period that he/she worked 
in Brazil. The Germans are signed with a * as of to 
be more probable to be related to the object of this 
work:
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be more probable to be related to the object of this 
work:

*Max Schmidt (1874-1950) (1900; 1910-1911; 
1929-1931); *Curt Nimuendaju (1883-1945) 
(1903-1945); *Herbert Baldus (1889-1970) 
(1923-1928; 1933-1937); *Emilio Willems 
(1905-1997) (1931-1949); Aloha Wanderwell 
(1906-1996) (1930-1931); Elizabeth K. Steen 
(1886-1938) (1930-1935); Floyd D. Crosby 
(1899-1985) (1930-1931) ; Alexander “Sasha” 
Siemel (1890-1970) (1914-1925; 1929-1932; 
1937-1947); Tihamér Szaffka (1890-2000) 
(1910-1932); *Mario Baldi (1896-1957) 
(1937-¿); Rayliane De La Falaise (1908-19?) 
(1938-1939); Claude Lévi-Strauss (1908-
2009) (1935-1939); Dina Dreyfus (former 
Dina Lévi-Strauss) (1911-1999) (1935-1939); 
Jehan Albert Vellard (1901-1996) (1930-
1932; 1936-1939); Roger Bastide (1898-1974)  
(1937-1954); Donald Pierson (1900-1995) 
(1935-1937; 1939-1959); Kalervo Oberg 
(1901-1973) (1930’s ¿); Peter Fleming (1907-
1971) (1930-1932); Alfred Métraux (1902-
1963); Carl Loraine Withers (a.k.a James 
West) (1900-1970); Ruth Landes (1908-1991) 
(1938-1939); Charles Wagley (1913-1991) 

Terreiro do Bogum people. From 
left to right: Ogã Romão, Maria 
Emiliana da Piedade (Miliana de 
Agué), Maria Romana Moreira 
(Romaninha de Kpo), Justina 
de Iansã, ogã João Bernardo 
and ogã Amâncio, all in front of 
the “assentamento” of Azonado. 
Information found at (PARÉS, 
2016). Photo: M. Herskovits. 
Melville J. and Frances S. 
Herskovits photograph 
collection. 31.01.1942. Ref: 
HPbox 7
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(1942-); William Lipkind (1904-1974) (1938-
1939); Buell Halvor Quain (1912-1939) 
(1938); Jules Henry Blumensohn (1904-1969) 
(1932-1934); *Günther Protásio Frikel (1912-
1974) (1931-1938; 1940-1942;  1945-1974); 
Lorenzo Dow Turner (1890-1972) (1939-
1942); Melville Jean Herskovits (1895-1963) 
(1934-1936; 1941-1943); Frances Shapiro 
Herskovits (1897-1972) (1934-1936; 1941-
1943); Barbara Ballou Hadley Stein (1916-
2005) (1940; 1948-1949; 1951); Stanley J 
Stein (1920-2019) (1940; 1948-1949; 1951); 
Edmundo Correia Lopes (1898-1948)(1927-
1941); Edward Franklin Frazier (-) (1940-
1941)

----------------------------------------------------

My favorite hypothesis for the 
provenance of the phonograms

25
Following the lead of Prof. Tiago, it is possible to 
say that Mário de Andrade articulated together with 
Aydano do Couto Ferraz and Edison Carneiro for 
Camargo Guarnieri to make these recordings in 

68  In the previous decade 
(20’s) and in the next (40’s) 
Brazil received much more 
international researchers than in 
the 30’s, probably because of the 
so politically turbulent decade: 
two different Constitutions (one 
in 1934 and another in 1937), 
many revolutions, a coup d’état, 
complicated foreign policies due 
to global wartime, and, especially, 
a policy that controlled 
foreigners work (see topic n in 
this section).

Salvador, and since he would already be in charge of 
visiting the candomblés to collect photos, musical 
notations of the rhythms and bring ritual and musical 
objects (as in fact happened and is documented at 
the archive in São Paulo) it was likely that he would 
also make the recordings and bring the phonograms 
back to São Paulo (ALVARENGA O. , 1946). This 
hypothesis completely rules out the participation 
of Olga Praguer Coelho, at least in the planning 
and collection stage. This hypothesis also does not 
explain why there were not at least copies of these 
phonograms at the DOA in São Paulo, but it could 
be possible that Mário, as director of the institution, 
sent the phonograms to Berlin undercover, in an off-
records arrangement, in the hope that they would 
make the copies and return them to São Paulo, which 
never happened. There is also no justification for the 
fact that there is no documentation of this in the 
DOA, nor of the arrival of the phonograph, nor of 
the departure of the phonograms. However, there is 
a letter from Aydano to Mário that shows that there 
was an articulation with the communities of Terreiro, 
a rehearsal room with piano for the musician at the 
Associação Universitária da Bahia (maybe Fructuoso 
Vianna would help as pianist), and a passage where 
Aydano says that filming and recording would be 
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difficult but he could arrange with an “expert”, 
which demonstrates an advanced articulation in the 
sense of an audiovisual record, which may not have 
been affected by logistical difficulties. Or it may. The 
question remains: if the recording was really made 
on that occasion, why would there be no record of 
what happened? Since I found other letters that 
show negotiations and arrangements for the DOA 
made informally by Mario de Andrade, like the 
payments to the Archive in Berlin made with cash via 
Francisco Mignone, or Mario’s suggestion to Oneyda 
Alvarenga to pay the Berliner Phonogramm-Archiv 

in a friends-funding  manner if she could not get 
the money by official means, or his let off steam with 
Arthur Ramos about his personal situation regarding 
money… All of this shows political and commercial 
articulation in a level of very close relations between 
the parts. Noting that the period I am observing, 
with the double difficulty (a) Candomblé still being 
a practice criminalized, and b) the necessity of federal 
authorization to perform ethnological research and 
exportation of artefacts), it is easy to understand that 
maybe the most effective, quicker, and less expensive 
way to carry out such project should be undercover. 
Maybe that explains the lack of documentation.
 Another hypothesis is, still following 
Prof. Tiago’s initial lead, that the recordings and 
transport of the phonograms were actually requested 
or articulated by Mário de Andrade with the 
intermediation of the Brazilian Embassy in Paris 
(sponsorship? political articulation? personal favors?): 
the collection of the recordings may have been done 
on any other occasion, neither during the II Afro-
Brazilian Congress, nor during the Afro-Brazilian 
Sects Union, probably with other researchers than 
the ones mentioned above, or may even have been 
done on another date (1938, or 1936, for example). In 
this case, the answer to the lack of documentation of 

Group that attended the 
Terreiro do Bate-Folha meeting 
during the II Afro-Brasilian 
Conference, in Salvador. 1937. 
Photo: Bate-Folha Archive. 
Sourced by Prof. Erivaldo 
NUNES, 2017
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the agreements between Brazil and Germany would 
also be left open, even more if involving an official 
institution in a third country, France. But then, a 
deeper investigation of the French actor would be 
important, especially around Dina and Clause Lévi-
Strauss, who have close relationship with Mário de 
Andrade (specially Dina). Within this hypothesis, 
perhaps some of Olga Praguer Coelho’s tours could 
have been endorsed by the Embassy, and thus she 
would take advantage of the trip to transport the wax 
rolls to Europe. An in-depth investigation would 
also be carried out in the technical reserve of the 
Berliner Phonogramm-Archiv and in the Archive of 
the Embassy in Paris to try to find some document 
that would link the articulation of the expedition that 
took the recordings from Brazil to Germany or other 
collections related to this one somehow.
 If we consider that the recordings may 
have been made in 1938, there was the occasion of 
the Folkloric Missions69 research which, although 
it did not go through the state of Bahia, may have 
facilitated some equipment logistics to the northeast 
of the country if our recordings were even organized 
by Mário de Andrade or the Culture Department of 
São Paulo. As the material of the Folkloric Missions 
is widely and thoroughly documented and there is 

69 Missão de Pesquisas 
Folclóricas, [Folkloric Research 
Mission], in 1938, “was the first 
project of great proportions 
carried out in Brazil, aimed at 
making recordings of popular 
music traditional in their original 
locations. It was financed by City 
Hall of São Paulo through its 
Culture Department, directed 
between 1935 and 1938 by 
writer and musicologist Mário 
de Andrade. The Mission 
covered, from February to July 
1938, the states of Pernambuco, 
Paraíba, Ceará, Piauí, Maranhão 
and Pará, in the Northeast 
and North regions of the 
country. The team consisted of 
four people: a musician born 
in Austria and living in São 
Paulo Paul since 1928, Martin 
Braunwieser; an architect who 
had taken an ethnography 
course, Luis Saia; a technician 
of sound, Benedito Pacheco, and 
an assistant, Antonio Ladeira. 
The team brought over 30 hours 
of recorded music, over 600 
photographs, 15 short films, and 
numerous objects (including 
various musical instruments).” 
SANDRONI, 2014

no mention in its contents, or even documents in 
DOA that support a possible articulation of Mário 
de Andrade at that time, in the sense of collecting 
something for/to Berlin, which makes this hypothesis 
highly unlikely. But (there is always a “but” in all 
these histories), Camargo Guarnieri replaced Mário 
de Andrade in the researches in Bahia only during 
1937, but there is a picture in the IEB/USP Archive 
that shows Guarnieri in field work in Salvador with 
handwritten note on the back with the date “1937-
38”. This can be an indication that he came back to 
Bahia again later or extended his research in Salvador 
for about one year. 
 Another hypothesis that needs to be 
considered is that the initial clue is wrong, and 
the phonograms that are in the custody of Berliner 
Phonogramm-Archiv have nothing to do with 
Mário de Andrade and any investigation that started 
from a wrong premise would go nowhere. It would 
be necessary to carry out an investigation dedicated 
to this provenance to discover something more 
plausible, even consulting Prof. Tiago himself, the 
Archive in Berlin, and also the Brazilian Embassy 
in France, which is not my goal in this work. In any 
case, Olga Praguer Coelho would probably remain 
only a courier - the only plausible justification, in my 
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opinion, for her name to be, in fact, cited in the entry 
record of this collection at the museum. 
 Unfolding from this hypothesis, another one 
can be sketched: Could any of the other researchers 
present at the II Afro-Brazilian Congress could have 
been in charge of the recordings? Or maybe any 
of the many others that were in Bahia during that 
window of time (1936-1939)? The Germans that I 
found working in Brazil in that period seemed to be 
interested more in the indigenous communities of the 
territory than to the black former enslaved cultures… 
The Portuguese researcher Edmundo Correia 
Lopes, for instance, visited the Terreiro do Bogum 
in September 1937 (right after the Afro-Brazilian 
Sect Union meeting) and was the first person to 
write about the temple in the post-abolition period 
(PARÉS, 2018, pág. 228), and many others right after 
him, from France, United States... Any one of them 
could have made this recordings, but there would be 
no apparent reason for this fact not to be recorded 
in their widely documented works, nor do I see any 
reason for any collection made by them to have had a 
result exported to Germany.
 Other hypotheses that came to mind could 
lay in even higher degrees of speculation, so I prefer 
not to record them for now, knowing that the 

document value of the written text in the epistemology 
that I am working on could make this sound like 
the truth. However, in a hint for future researchs, I 
leave here the question: To what extent would have 
all these gaps to do with the troubled Brazilian 
geo-political context in 1937, when the Vargas 
dictatorship expressed ideological approchement 
with fascist Italy and nazi Germany - including 
the friendship between Vargas and Hitler, and the 
exchange of support with Franco (Spain), Salazar 
(Portugal) and Mussolini (Italy)70 - and the sudden 
turning to take part in the war at the USA side, 
almost in the last minute? Could these blanks (and 
a lot of others) be, not offrecords, but intentional 
erasures, maybe in order to not record the effective 
participation of the Brazilian Modernist Intelligentsia 
in the political relations at the time or to avoid such 
associations with the narratives created posteriori?71 

26
Why not Olga Praguer Coelho?72

It is very unlikely that Olga Praguer Coelho was 
the one that made the recordings in a Terreiro in 
Bahia, even knowing that she was born in Salvador. 
The version of the story that cites her involvement 

70 A good hint on this subject 
is the chapter “Citizens of the 
Third Reich in the Tropics: 
German Scientific Expeditions 
to Brazil under the Vargas 
Regime, 1933–40”, by Magali 
Romero Sá and André Felipe 
Cândido da Silva, in: “Nazi 
Germany and Southern Europe, 
1933–45”. I didn’t read the text 
in full because the access is 
paid, but already in the abstract 
we can read the following: 
“Scientific relations between 
Brazil and Germany became 
closer in the early nineteenth 
century, when many German 
naturalists, engineers, doctors, 
and others spent time in Brazil 
and had a strong influence on 
the country’s cultural, scientific, 
and institutional life. Brazil’s 
fauna, flora, geology, and native 
peoples were the main objects 
of interest of these Germanic 
scientists, producing many works 
that are still essential references 
for the study of Brazilian 
biological and social diversity. 
German expeditions to Brazil 
took place in the context of 
burgeoning trade and a steady 
influx of migrants, who formed 
the backbone of Brazil’s large 
German-Brazilian population, 
primarily in the south of the 
country. The German expeditions 
depended on the coordination 
of official entities, especially the 
countries’ respective diplomatic 
corps. Since 1920, a cultural 
division had been working 
inside the recently reorganized 
German Foreign Office, with the 
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with the phonograms could be a marketing stunt, 
since she was singing in European stages a white-
washed repertoire of folklore, including music with 
reference to the Orishas - so it would add some 
weight in having her name associated with it. But 
the information simply doesn’t fit right. Her well 
documented biography would take some advantage 
of such an event, for sure. A commissioning in charge 
of the Berliner Phonogramm-Archiv, specially to a 
task related to her field of work (folklorism), would 
add much to her career. The fact that she was a white-
society-lady, daughter of a family of slave-owners in 
Bahia (her grandfather was Heinrich Prager, from 
Austria) and even her housekeeper was German 
(Christina Elizabeth, born in Heidelberg), from 
whom she learned the German language, makes me 
think – in comparison with others similar biographies 
– that an excursion to a Terreiro is highly improbable 
to be made by her, without a huge amount of other 
people’s effort to achieve this, and that would be very 
hard to keep in secrecy. She learned the guitar from 
a black teacher, Patrício Teixeira, and made her debut 
as singer/guitarist at the Semana de 22, the milestone 
event of the modernist elite movement of São Paulo. 
With the help of Macedo Soares, Minister of Foreign 
Affairs, Olga became the representative of Brazilian 

music in Europe (19360429_PER_OP_001), 
appointed by Getúlio Vargas (constitutional president 
from 1934 to 1937, and dictator from 1937 to 1945, 
mainly responsible for forging national unity and 
cultural identity between the 30’s-40’s). 
 The letter from Ayres de Andrade (artistic 
director of the “Voice of Brazil” radio program of the 
government’s Press and Propaganda Department) 
to Mario de Andrade (that, apart from being head 
of the Cultural Department São Paulo at the time, 
in charge of consolidating the public archive of 
phonograms, was also the biggest folklorist, writer, 
and one of the leaders of the modernist movement in 
São Paulo), in January 1936, presenting Olga Praguer 
Coelho as interested in Mario as a specialist in 
Brazilian folklore (193601XX_CAR_AA-MA_001), 
could be enough justification for their professional 
relationship, but in interviews Olga always stresses 
the fact that her and Mario didn’t have a good 
relationship (see note 68). She found him cocky and 
arrogant, and more than one time said to him that 
he didn’t understand about music, so it’s unlike to 
believe that Mario should give this lady the mission 

objective of formulating a foreign 
cultural policy. The section was 
responsible for supervising 
international scientific 
interchange, transnational 
scientific cooperation, 
international scientific meetings 
and publications, and the visit 
of German scholars abroad 
as well as foreign scholars to 
Germany (Düwell, 1976). Until 
1937, its structure remained 
nearly the same, as well as the 
majority of the German Foreign 
Ministry. A novelty in 1933 
was that the cultural division 
started to share and fight for 
responsibilities with the Foreign 
Organization of the Nazi Party 
(Auslandsorganisation, AO) and 
the Ministry of Propaganda, 
headed by Goebbels (Michalka, 
2002).”. Available in: https://
link.springer.com/chapter/
10.1057/9781137551528_15

71 Brazil declared war in August 
1942 against Nazi Germany and 
Fascist Italy, but the country 
almost entered on World War 
II alongside the Germans. Only 
after the proposal made by the 
United States to finance the 
construction of the National 
Steel Company (CSN), among 
other forms of economic pressure 
via embargoes, did Brazil join 
the Allies.

72 Biographical information 
gathered from the interview 
made by Luis Antonio Giron for 
the Gazeta Mercantil newspaper 
on 04.05.2001, published in full 

to articulate and perform the task in an environment 
that she would not be welcomed. 
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to articulate and perform the task in an environment 
that she would not be welcomed. 
 During the period that the phonograms were 
took in Salvador (1937 or, maybe, 1938), Olga was 
in between large tours around the globe73, and I can 
see the possibility that she could be the holder of the 
wax rolls after the recordings made, bringing them 
to Germany or receiving them in Germany by mail 
and delivering them to the Phonogramm-Archiv in 
person, but it doesn’t seem feasible that she would 
take part in another step of the task. Her role as 
promoter of Brazilian culture seemed restricted to 
the European stages, and I assume that any event like 
this would be advertised and registered by the press, 
especially if the name of Mário de Andrade could be 
associated with the news. 

----------------------------------------------------

How to know whom to restitute

At this moment I may consider myself lucky
‘cause even though I’m very young, 

I feel safe and strong
(...) Let myself speak, not my scars

They’re coadjuvants - no, better, extras - who 
shouldn’t even ‘be here

Allow myself to speak, not my scars
If so much pain steals our voice, 

do you know what’s left of us?
Only targets walking around

Allow myself to speak, not my scars
If this is about living, 

summing up myself into survival
It’s stealing the good experiences I had

Finally, allow myself to speak, not my scars
To think that misery defines me 

is the worst crime
It gives the trophy to our slayer 

and make us disappear
(...) I’ve been bleeding too much, 

I’ve been crying a lot
Last year I died but this year I won’t die

__ Emicida and Belchior74

27
The encounter with these phonograms has a magical 
component in my life, in a way that becomes 
impossible to describe in an academic paper without 
emptying its personal and collective value. I decided, 
then, to sublimate all this meaning in a translatable 
creative process which is to be investigated, discussed 
and poetically addressed by the performances and 
by the three chapters of this thesis. In short, I came 
to Germany just to go back to Bahia with these 

by courtesy of the author at: 
https://www.digestivocultural.
com/ensaios/ensaio.
asp?codigo=220&titulo=A_
soprano_insaciavel

73 I made a large research on 
lots of different newspapers from 
Bahia, São Paulo and Rio de 
Janeiro between 1937 and 1938.

74 The Brazilian rapper Emicida 
composed the song AmarElo 
(Yellow) with some verses 
of the song Sujeito de Sorte 
(Lucky Guy), by Belchior. My 
translation.
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phonograms under my arms and truly initiate the 
spiritual path I delayed my whole life. I understand 
these artifacts as a metonymy of myself, who in 
turn is a metonymy of all my people: I lost myself 
just to spiritually re-encounter with me. The only 
cultural object in which I have found interest here 
in Germany - and to which I managed to relate 
totally - is a fragment loose in space, lost in a 
museum collection, asking to have a purpose. How 
many more are in the same condition, waiting to be 
luckily found? No name, no memory, no origin, no 
story that gives it meaning so far from home. The 
Black History – or Ourstory, as Bayyinah Bello calls 
it - is very rich, but is currently suffocated under a 
mountain of mismatches and forced ruptures: the 
wreckage of colonial heritage cynically displayed in 
an ethnological museum in Europe.
 In other words, beyond the urgency of the 
material restitution of these artifacts (and I mean all 
of them), the immaterial dimension is much more 
important: during my research, I discovered that 
these chants - registered 82 years ago - are no longer 
sung/played as recorded; some were modified along 
time, and some were simply lost. This may sound 
obvious, as things naturally change over the time, but 
this has an immeasurable importance in a tradition 

that values the maintenance of its ancestral practices, 
as happens in Candomblé: the right thing is to do 
exactly the way our people do since thousands of 
years – or the closest as this possible.
 Up until a couple of years ago, these 
phonograms were so unimportant for the institution 
that held them that they were nothing more than a 
meaningless “Unknown” written in a catalog, nothing 
more than a line in a list, which takes us back to 
the discussions of the first chapter: why do archives 
archive? Why is it so imperative to keep hostage so 
many artifacts? How much money do these lists of 
objects generate, and how exactly? From whom? To 
whom? Based on what? What services and products 
move how much money in this structure? How does 
it really work, this sickening industry of exotization 
and dick-measuring war-trophies? Is it all about 
money? Is it all about symbolism? Or about sending 
a message? Or sheer humiliation? International 
bullying? Stubbornness? Emotional attachment? 
Tied budget? Money laundry? What is it all about?

Blanks.

All those years, while it meant nothing or close to 
nothing inside a German archive, it meant everything 
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to me and to all my people; as a statue meant 
everything to Shiynyuy and the Ngoso people; as a 
throne meant everything to Ogbechie and the Edo 
people; as a document meant everything to Rukoro 
and the Herero people; and so on, and so forth, and 
this list does not end and does not get any less sad.
The encounter with this phonograms confronted me 
with a lot of questions, and the answers are somewhere 
in between my personal motivations - a mix of 
spiritual and political perspectives -, and the certainty 
that using a certain amount of disobedience could 
help in the process when patience has already gone 

(HOOKS, 1994). I mean, consulting the Convention 
for the Safeguarding of Intangible Cultural Heritage 
(UNESCO, 2003) is possible to see that, despite the 
fact that the objective of the Berliner Phonogramm-
Archiv is to safeguard the heritage it holds, they are 
not fulfilling the 3rd paragraph of the article 2, where 
we can read that the feasibility of the safeguard means 
“to identify, to document, to investigate, to preserve, 
to protect, to promote, to value and to transmit” the 
cultural immaterial heritage. The state of Germany is 
not also fulfilling the articles 11 and 12 of the same 
convention, which says that is necessary to adopt 
means to identify the cultural immaterial heritage 
present in the territory and ensure the establishment 
of an updated inventory, and here I have the support 
of more than 100 scholars that work in Germany and 
who are demanding that the government publish this 
inventory75 immediately (Öffnet die Inventare, 2019). 
In addition, in the article 17 of the Convention, its 
established that a Part State that is interested in 
require a specific matter of safeguard can request it 
to the list of the Committee, but I really doubt that 
the Brazilian State were notified about the presence 
of this immaterial heritage in Germany. I would like 

Zaildes Iracema de Mello, 
Nandoji Índia de Azonsu. Mar 
2020. Photo: Suelen Calonga

to take part in the efforts to revert this as soon as 
possible.



101

Why do the Archives archive? - A jouney from the hunko to the counter-ethnography and back

Suelen Calonga

to take part in the efforts to revert this as soon as 
possible.

28
Carlos Sandroni (2005), a Brazilian anthropologist 
and musicologist, proposes a reflection on what/
how should be the role of researchers or institutions 
that own physical sound recordings but not the 
“moral rights” over the recordings (pág. 71). 
The author emphasizes the need for an “ethical 
imperative” in the assumption that people who are 
biological or symbolic heirs of the “informants” – as 
anthropologists name the researched people - have 
moral rights over their image and their intellectual 
productions (interviews, speeches, tales, songs) and, 
therefore, should have access to the use that is made of 
them. He asserts on how much he has realized about 
the high symbolic value that the rescue of a material 
collected many decades before has when returned to 
its people, families or communities involved, in such 
a way that can even give a new whole dimension to 
research praxis. 
 The author also points out, albeit briefly, 
two issues that I believe are keys to the issue of 
restitution: the first is that it’s important that the 
institutions holding the phonograms make at least 

75 The demand is signed by very 
prominent scholars and they 
refer to, but not only, African 
artefacts: “It is scandalous that 
even though this debate has 
continued for two years now, 
there is still no unrestricted 
access to German museum 
inventories. Precisely which 
African art is preserved in 
public museums in Germany 
today? From which regions? 
Which type of objects? We 
want and need to know this, 
if we want to work together 
on the colonial past. We need 
free and unrestricted as well as 
unchecked access to inventories 
of African artefacts! Knowledge 
of the holdings is an essential 
prerequisite for any dialogue. 
In addition, an independent 
assessment of cultural assets 
from within Africa itself must 
be enabled, without dependency 
on a German partner. The objects 
in question can contribute to a 
reactivation and new discovery of 
knowledge and memory in post-
colonial societies. This applies 
to Africa as it does, of course, 
to other world regions”. See 
the reference for the full letter. 
https://oeffnetdieinventare.com/ 

a minimal effort to send copies of the materials 
collected to their places of origin, but that would be 
only the easiest part of the kind of return that he tries 
to advocate – and which I completely support. “It is 
good for the research (besides being ethically correct) 
to be able to consult the material about Tacaratu also 
in Tacaratu”, but this gesture alone does not represent 
much. “Such a gesture alone, as necessary as it may 
be, would not be of any use, neither for the affective 
memory of concrete people, nor for our knowledge 
of the songs in question. It is necessary to know 
whom to restitute it: it is necessary to conceive the 
return as part of the research” (SANDRONI, 1999, 
pág. 53). In the first place, because listening to the 
recordings together with people from the places 
where they were collected helps enormously in 
correcting and understanding what was documented 
in the object when it was removed from its place of 
meaning. Especially regarding the moral rights over 
the information they transmit, the performances they 
do, the images they record (pág. 71).

29
It would be nice if I had means to scientifically explain 
the methodology behind the decision to deliver the 
copy of the phonograms to the Terreiro do Bogum 
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community, but it’s impossible. I did not find any 
concrete and unquestionable information that the 
audios I brought to Bogum somehow belong to 
Bogum. The only thing that is a fact is that I showed 
the audios to some people of the religion, and many 
could not recognize them, although they said it 
sounded familiar. But when I played the sounds to 
Mãe Índia, yet in the table of Jogo de Búzios and 
right after she said to me that Bessém brought me 
there, she not only recognized the chants, but sang 
along.

30
Besides the venerable Nandoji Índia de Azonzu 
(Zaildes Iracema de Mello), other people I met in 
Terreiro do Bogum that same day – an important 
part of the “clergy” lives there, in the temple - 
understood the purpose of my task and research and 
were great collaborators: the Agbagigàn Luizinho 
do Jeje (Luis Carlos de Oliveira de Souza), the Deré 
Odesi (or Derevitu, or yet, the way people lovingly 
call her, Derézinha) Zildete Oliveira de Souza, one of 
the eldest ones, and the Hundevá Antônio Raimundo 
Melo Soares, who I had the opportunity to extend 
the conversation by whatsapp and videocalls and 
from who I learned a lot about these old chants and 

others that he showed me. Two other Ogãs were in 
the temple that same day, Ícaro Sá, from Bogum, 
and Ueslei Cruz (a.k.a Totó), from the Ilê Odô Ogê 
- Pilão de Prata – temple. Ícaro and Totó recorded 
a beautiful testimonial in video for me, stating 
how important is for them to have contacted these 
ancestral voices in the phonograms.
 Aside the very positive reception of Mãe 
Índia and all Bogum community, one reaction that 
made me particularly glad was the one of Raimundo, 
who, besides having a big role as priest is also Mãe 
Índia’s son. After a lot of repeated and mindful 
listening of the audios, he said that he could not be 
sure - because of the noisy sound -, but he had the 
impression, or the feeling, that the man singing in the 
recordings could be his great-uncle and the woman 
could be his great grand-mother. It is impossible to 
be sure about it, especially because it is known that 
the sound produced by the phonogram of Edison’s 
device is quite different from what it sounds in a 
“natural” environment, for a number of technical 
reasons. Nonetheless, the feeling, the thoughts and 
emotions triggered in Raimundo as he thought 
of this possibility mean everything to him, mean 

Three not  officially indentified 
priests-musicians with the sacred 
drums, but I think the one in the 
middle is Ogã Romão and the 
one on the right Ogã Amâncio 
Melo. Photo: M. Herskovits. 
Melville J. and Frances S. 
Herskovits photograph 
collection. 31.01.1942. Ref: 
1996702 - HPbox 7
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everything to our ancestrality, mean everything to 
our people, and mean everything to me.
 By all of these wonderful people, and 
especially by Raimundo, I learned a lot of things 
about the chants recorded in these phonograms, 
and some of these things I describe below, not all of 
them. Much are yet to be discovered, too. As I told 
to Mãe Índia, it is not my intention to take anything 
from them, rather to give them back what I found, 
so I do not plan to share here things that I do not 
feel rightful to, in this academic space. Anyways, such 
moments, as I mentioned before, makes me feel that 
my ancestors - who were very reserved and distrustful 
of outsiders - sang these chants in that unknown time 
only to be recorded like this, only to be kept away 
like this, only to be found like this, only to ignite this 
deep quest for counter-tactics in this total-warfare.

Like this.

31
Normally, the full sacred orchestra is composed by 
three drums: Rum, Rumpi and Lé, which differ in 
size and function, being the Rum the bigger one and 
the one that “calls” the deities to manifest on Earth, 
played by the a special priests, named accordingly to 
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the Nation/tradition, and leader of the other priest-
musicians76. The drums are played with bare hands 
for some purposes and with the Aguidavi stick for 
other purposes. There is also the Gã, or Agogô, or 
Cowbell, a piece of metal folded, which marks the 
rhythm (each deity responds to a different rhythm). 
Some houses still use other instruments, too, like the 
Xequerê (a dry gourd with a net of cowry shells or 
beads around) or the Caxixi (a closed basquet with 
seeds, cowry shells or small stones inside, like a 
shaker)77.  In this collection of phonograms is possible 
that the orchestra is not complete in all tracks (or 
any of them), but it is hard to say for sure, because 
of the very low fidelity of the recordings. Probably, 
for the difficulties in the operation of the device, 
many drums playing at once could be too massive, 
or the very loud and high-pitched sound of the Gã 
could overcome the others in the sound capture, 
or playing with all elements too close to the device 
could perturb the needle that inscribe the sound on 
the wax. Because the recordings are not very clear, 
only a specialist could identify each chant properly, 
and Hundevá Raimundo was very kind in listen with 
me and tell some things about these chants.
 There are chants from Ketu tradition and 
chants from Jeje tradition in this collection; some of 

them are played with traditionally Jeje rhythms, but 
the lyrics are praising Orishas from Ketu tradition, 
so, they are mixed. These are not sacretive chants, or 
chants with “fundamento”. They can be considered 
as “saloon chants”, the ones played for visitors and/
or on public sessions, like the ones we can easily 
access today on streaming platforms like Youtube 
and Spotify. It is important to note that is possible 
that some words seem mistyped here, because of 
the phonetical interpretation of the sayings; the 
sound of the words is what gives them meaning, not 
the way they are written. In any case, the following 
information might help to unveil the content of 
these phonograms, but different listeners will have 
different perceptions, as the recording itself lacks on 
precision. We might consider this information as a 
preliminary, but further investigation with broader 
groups of priest-musicians will be held in near future 
to have a more solid confirmation of the lyrics and 
rhythms in each of these chants.
 The first track entails two chants from 
Ketu tradition, maybe both over the same „toque“ 
(rhythm), which Raimundo said the first toque to 
be Vassi, and the chant is a praise to Olorun (the 
supreme God). The second one is to the orisha Ogun 
(M’obé Ogun Sáorò), being obé the ritualistic tool of 

76 The player of the Rum in 
Ketu tradition is called Alagbè; 
in Jeje tradition is called Huntó; 
in Angola is called Xicarangomã.

77 In this link you can find 
a briefly description of the 
instruments and their uses, 
as well as an example of 
each rhythm being played 
for each deity: http://
candombleumafamiliadeaxe.
comunidades.net/os-
instrumentos
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this orisha (a knife) and sáorò a kind of  rattle-anklet 
used during the initiation and/or sacred obligations. 
 In the second track, first part, the rhythm is 
Sató, from the Jeje tradition, and the lyrics (Fiá, fiá, 
fiá madobe) is praising to the oldest Iyabá (mother). 
In this part of the audio the drums are almost 
inaudible, but for the content of the words is possible 
to understand the rhythm, because “the chant ‘calls’ 
its rhythm, its ‘accent’”. The second part is the same 
- or a variation of the same chant, but with different 
lyrics ( Jó, jó, Jó Ma humbe ô), dedicated to Bessém. 
Humbê is the secret, is the knowledge of the Jeje: 
“the thing that one stores in the palm of the hand”, 
like said by Raimundo. 
 The third track has on its two parts the same 
rhythm of Ramunha and two different lyrics; the 
second one is almost equal to the one still sang at 
Bogum today (Kueremina Kuerejo); these are songs 
that open the reception of the deities in the saloon, 
chants for the “saída do barracão”. 
 The fourth track, in the first part, the toque 
is Vassi, singing something similar to “Emo didin 
momo sarafon sarue diloá”. The second part of the 
fourth track is a chant for Ogun, something similar 
to “Ogun sekele unde sekele” (the way is sung today), 
which might be the toque Agabí, but it is difficult to 

say for sure without more time and more opinions 
from different people, specially the eldery. 
 The first part of the fifth track might be for 
Omulu, and Raimundo thinks it is a chant known 
to be sung often in the Seja Hundê (another Jeje 
Mahin temple, in Cachoeira, a city near to Salvador), 
something similar to “sasa lena humbó sasa lena 
do”. The second part of the fifth track is “kredemin 
kredewa”, which might allude to a moment of empty 
stomach, feeling hunger or suchlike; or might allude 
to gossip, surveillance, suspicious gaze, or so. It is a 
chant for Bessém, the Vodun-snake, what in turn 
might have some relation with these two uses of the 
expression “kredemin kredewa”, as the state of alert 
and astuteness of a hungry snake. 
 The last track is for Ajagunan, an Orisha that 
some traditions consider to be a certain quality of 
Osaguian (from the myth of Ja, Jagun and Jagunan), 
singing “Ajagunan agbalawo Ajagunan agbalawo 
kafuningan baba lorogun agbalawo”. The second 
part of the sixth track Raimundo believes to be the 
continuation of the same chant (in a different toque, 
with bare hands), which today is sung “ajaka kaumbó 
oduwo akaka kaumbó oripode”.
 So, this is what I could gather of information 
in just one occasion of chat/interview with just 
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one specialist. I believe that with more time and a 
larger team of alagbês and huntós, I could get a final 
complete research on the content os the phonograms. 
The provenance is, therefore, still in the field of the 
mystery. 
 
32
There is a story – sometimes strictly historiographic, 
sometimes more as myth and legend – of a magic 
tree in the West Coast of Africa, that was called the 
Tree of Oblivion - which was supposed to be where 
today is the Door of No Return, in Ouidah, Benin. 
It is said that during the physical periodo of the  
Maafa78 the enslaved Africans were put to circle the 
tree nine times, walking, and after that, they would 
forget everything they were, were they came from, 
who they loved, who loved them, what they dreamed 
of: a total oblivion. And this complete forgetfulness 
was the foremost warrant of the slave-traders to 
guarantee that they would not scape, that they would 
not revolt nor insurge against their owners. Ourstory 
of resistance and revolution is deep and wide enough 
to prove that the spell of this tree was not entirely 
effective. But sadly, the scars of our oppression 
and exploitation and the epistemicide and all our 
cognitive ruptures that resulted from colonialism 

prove the spell to be in a large extent very effective 
indeed.
 As the great witch I am (because I was and 
I will), my deepest desire and all my efforts will be 
always concentrated in helping to break this spell.

Orí Eni ní um ‘ni j’oba.

78 Maafa, in Swahili means 
“great disaster” and was 
introduced by Mama Marimba 
Ani to nominate the African 
holocaust, from the Arab slave 
trade to the European Atlantic 
slave trade of Africans.
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Main building of Terreiro 
do Bogum in 1937 (top) 
and 1942 (bottom), from 
collection Lorenzo Dow Turner 
and Mellvive Herscotivz, 
respectivelly. Source: UFBA 
Afro-digital Museum.
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CHAPTER 3

The one who knows from where came, 
will know where to go
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The conservation of culture has saved the 
various African peoples from the attempts at 

erasing the history and soul of Africa’s peoples 
(…) and if it [culture] binds humans together, 

it also impels progress. This is the reason 
why Africa has gone to such great lengths 

and taken such care in recovering its cultural 
heritage, in defending its personality and 

tending to the flourishing of new branches of 
its culture.

Pan African Cultural Manifesto, 1969 __

Quilombismo

33
I often find myself thinking: how much are the 
efforts for decolonization worth, at the abstract point 
where it is today? Wouldn’t it be more important 
perhaps, but not only - efficient, urgent, above all - to 
abandon this broken structure and found a new thing, 
to use our better efforts to build a new civilization? 
Revolution rather than reformation (TURE, 1973)?
 Nothing that I will present in this chapter 
answers any of the questions made in the previous 
chapters, much less the latter, insofar as impossibility 
is the same key that opens and closes my process. It 

will be impossible to create a decolonial work of art, 
as well as a decolonial academic procedure, to the 
extent that art and the university, as we know it today, 
are colonizing institutions. In order for the world to 
be decolonized, it would have to be destroyed. 
 Many of the ancestors who were captured in 
Africa committed suicide while on the slave ship. In 
a cosmovision in which the soul is perennial and will 
always return to the world to continue its mission, as 
many times as necessary, it makes sense to start again. 
Like in that episode of American Gods (2017), TV 
series based on Neil Gaiman’s novel in which the 
enslaved people in the basement of the Dutch ship 
pray to Anansi to tell them why they were in that 
condition. And Mr. Nancy tells what will happen 
to them when they arrive in America, which seems 
far worse than what they were living there. Then, he 
tells what will happen to their children, and all their 
descendants, for at least another 400 years if they 
arrive in America. Anansi points to the responsibility 
of being today the ancestors that our descendants 
want and deserve tomorrow. Death by death, we 
are all already dead… But many other ancestors did 

Oshun sactuary at Ilê Asé Ojisé 
Olodumare, The Hause of the 
Messenger. Mar 2020. Photo: 
Suelen Calonga

not die - they resisted in the continent, crossed the 
Kalunga, and resisted again in the new land. 
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 Resisting is not just fighting. To resist is also 
to know how to dose the action between wisdom and 
cleverness. To resist is also to run away. In the cities 
it was probably different, but the condition in the 
countryside, in the plantations, makes me imagine 
the reasons why the enslaved didn’t get together and 
rebel to take the Master’s House, but that wouldn’t 
make any sense... taking the Master’s House to do 
what? Enslave other people to keep the business 
running?
 Do you understand what I mean? It makes no 
sense to fight for a “place” in the system when the 
problem is the system itself. So, it really only makes 
sense to escape, to renounce. Going far away, meeting 
others and starting a new society, based on spiritual 
values that reconnect body and intellect. Remember 
what was lost in the Tree of Oblivion, to break the 
curse, to create conditions so that the next ones can 
also find themselves, rebuild themselves, recognize 
themselves. To be quilombo..
 Quilombo, and its phenomena, quilombismo, 
can be understood by different meanings of the term, 
being the form of a social physical organization, 
like a city, or a nation or a method of association for 

mutual support, or, in the very words of Abdias do 
Nascimento, 

Quilombos were the result of this vital 
exigency for enslaved Africans, to recover 

their liberty and human dignity through escape 
from captivity, organizing viable free societies 
in Brazilian territory. The multiplicity in space 
and time of the Quilombos made them an 
authentic, broad and permanent sociopolitical 
movement. Apparently a sporadic phenomenon 
in the beginning, Quilombos were rapidly 
transformed from the improvization of 
emergency into the methodical and constant 
life form of the African masses who refused 
to submit to the exploitation and violence of 
the slave system. Quilombismo was structured 
in associative forms that could be found in 
whole independent communities in the depths 
of forests or in jungles of difficult access, 
facilitating their defense and protecting their 
economic, social and political organization. 
They could also follow models of organization 
permitted or tolerated by the authorities, 
frequently with ostensibly religious (Catholic), 
recreational, charity, athletic, cultural or mutual support, or, in the very words of Abdias do 

Nascimento, 
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mutual assistance objectives. Whatever their 
appearances and declared objectives, all of 
them fulfilled an important social function 
for the Black community, performing a 
relevant and central role in sustaining African 
continuity-genuine focal points of physical 
as well as cultural resistance. Objectively, 
this web of associations, brotherhoods, clubs, 
terreiros (houses of worship of Afro-Brazilian 
religion), tendas, afoche’s, samba schools, 
gafieiras, gremios, confrarias, were and are 
Quilombos legalized by ruling society; on the 
other side of the law are the underground, 
secretive quilombos we know of. Nevertheless, 
the “legalized” and the “illegal” form a unity, a 
unique human, ethnic and cultural affirmation, 
at once integrating a practice of liberation and 
assuming command of their own history. This 
entire complex of African social phenomena, 
of Afro-Brazilian praxis, I denominate 

Quilombismo (NASCIMENTO, 1980, pp 
151-152).

----------------------------------------------------

Seeking for understanding

34
The topics of self-recognition, self-awareness and 
self-development were always associated to my 
artistic practice as much as in my professional work, 
activism, and militancy in Brazil. Gender, racial issues, 
and macro <-> micro power relations were always in 
the conceptual backdrop of my works as curator and 
cultural manager, since the beginning of my practice. 
But for me, as an artist, these issues often appear 
from an individual perspective. My earlier self-
portraits in photo and video, video-poems, sound/
music experiments and performances were a kind 
of therapeutic attempt to put myself as a metonymy 
of the cosmos, as if I could heal myself, I somehow 
could heal the whole. But after a series of personal 
events in my life, which culminated in my moving 
to Germany (including my very choice of Germany), 
I had a crucial change in my perspective: I finally 
understood that the great majority of my concerns Quilombismo (NASCIMENTO, 1980, pp 

151-152).
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and distresses do not relate to my particularities as an 
individual, but to a (pre)condition of existence that 
was very much tied to the way the power relations 
are configured in the whole world today (FANON, 
1961). 
 The impact of the confrontation with the fact 
that I was/am the only black Brazilian woman in 
Bauhaus during my stay here, despite the enormous 
quantity of Brazilians studying in this University and 
in the others around (I met at least 70) said to me 
much less about my personal merits in being here 
than about how and why the opportunities – mainly 
of mobility and education - are distributed in my 
country (which has 54% of the population of African 
descent). The fact that the university also does not 
have a policy of admission based in a facilitation 
for the disadvantage people around the world, but 
profit itself from an alleged diverse and international 
environment, is a direct reflect of the continuation 
of the colonial enterprise that endure until today 
(MBEMBE, 2017), an issue that I came across 
very directly since I got in Germany. It is not only a 
matter of representativity, but of power. I know that I 

am here only because I could be here, in a mix of the 
racial dynamics in local and global scales. 

35
Dreams are things that truly guide my life. I am not 
referring to the aspirations that we all have for the 
future, but really the unconscious messages that come 
during sleep or the images that we receive during 
spiritual processes to access the unconsciousness. This 
is how I came to Bauhaus-Universität: in 2017, right 
after a reiki session I felt asleep and, when I woke up, 
I retained from my dream only the phrase “...a dome 
that is not made of glass or crystal, but of bricks”. I 
spent a long time trying to digest possible meanings 
for this fragment that seemed to contain much more 
than I could remember. But it wasn’t until I received 
the “XVI La Maison Dieu” from Marseille Tarot 
Deck as an answer to a central question of my private 
life at the time - and then heard a little later from 
my art mentor, Scott MacLeay, that I had the habit 
of building a wall around me and then complaining 
that I was stuck - that I understood that the dome of 
the dream was not a bell jar, but a tower. And then I 
designed the performance - which was sent for the 
application to this master’s program, and so far, not 
executed - of building my personal tower (20180131_

am here only because I could be here, in a mix of the 
racial dynamics in local and global scales. 
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REF_SC-BU_001). The idea was to model with my 
own hands the quantity of bricks sufficient to erect a 
monument to the failure of Western civilization; to 
install it on the empty pedestal of Goethe Platz; to 
climb it; to knock it down from above and to replace 
it with my own presence. From then on, I have felt 
encouraged and discouraged countless times to carry 
out the project, and I considered that it could be my 
final work for this thesis. The timing would have been 
perfect: after the recent waves of protests worldwide 
for the Black Lives Matter movement, public 
monuments are today under discussion (again), 
bringing other dimensions of meanings to art in 
public spaces, politics of memory and epistemicide. 
But other dreams crossed me in a more urgent and 
defining way, and I decided to answer the other call 
first.

36
As is very common with black people who were 
born on the American continent, perhaps even more 
so with those who come from racially mixed family 
constitutions such as mine, I do not know very 
basic information about the origin of my ancestors. 
This is for various reasons; in some cases, because in 
the diaspora it is very complicated to be descended 

79 Also very different, it is 
worthy to point, from the 
experience of the Afro-
Deutsche I met here, who are 
struggling to exercise the right 
to be recognized as Germans in 
Germany.

80 Cf.: https://en.wikipedia.org/
wiki/Dahomey_Amazons

from people who were enslaved and displaced from 
practically everything that formed their identity - a 
reality that is different from the generality of black 
people that stayed in the African continent79. In other 
cases, because self-recognition takes place - forcibly - 
in confrontation with the world, and this is a process 
that happens gradually throughout life. Sometimes is 
easier simply to invent a history about yourself.
 I always roleplayed that in another life I had 
been one of the amazon warriors on the Dahomey 
army, because if I could choose a place in Africa 
where I would had come from (since I didn’t know 
it), it would be somewhere around there. And 
my personality that has been adjectivized from 
many things, including “strong”, “ruthless”, “not 
very feminine, but sensual”, “fierce”, goes with the 
Mino Ahosi80, even with their very complicated 
role in the slave trade. Ewe-Fanti-Ashanti. More 
recently I incorporated another anecdote, based on 
the origin of my last name, Pessoa (which means 
“Person” in Portuguese). As I had read that one 
of the founders of Candomblé as an institutional 
religious practice in Brazil was called Ludovina 
Pessoa, I wondered if she was an ancestor of mine. 
I don’t have means to know the truth, but I thought 
that because Pessoa is a Portuguese surname, maybe 
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Dona Ludovina had been bought by the Pessoa 
family and be given this name. Sometimes I like 
to put the two stories together, creating for me a 
glorious past in a fictional family autobiography. 
 Since I arrived in Germany, one of my main 
interests in the free-(re)search-for-knowledge 
was the 1804 Ayiti Revolution. I have read books, 
watched documentaries, searched a lot of information 
on the Internet about how the only totally victorious 
revolution of slaves was organized and carried out. 
They expelled the Europeans from the island and 
formed the first Black Republic in History. I also 
read a lot about the geopolitical developments that 
led to Haiti being one of the most empoverished 
countries in the world today, in spite of everything 
they are and the victory they represent for the 
oppressed peoples of the world (the haitianism, as 
cited on the first chapter). Of all this, what strikes 
me most is that the revolution was motivated, armed 
and executed on the basis of African spirituality and 
the practice of Vodun cult. The main soldiers of that 
war were priests, like Dutty Boukman and Cecile 
Fatiman and they presided a ceremony that lead to 
the revolution in name of deities like Ogun, the war 
Orisha, for the victory in the battles. This is because 
most of the enslaved people brought to Ayiti were 

The day after I got to Salvador, 
in my first step inside the sea, 
I was praying and thanking 
for everything, and then, this 
rock shined to me. It was a gift. 
Photo: Suelen Calonga

from the Coast of Mine, in what is now Ghana, 
Benin, Togo, a part of western Nigeria, where once 
was the Kingdom of Dahomey. In that region, people 
were Islamized during the Arab slave trade, a process 
prior to European colonization, but still kept the 
practices of voodoo rituals together with the Muslim 
precepts. Not a coincidence that the people who 
made the Great Malê Revolt in Salvador was from 
the same part of the continent. [_________________
_____________] Malê comes from Mahi, or Mahin. 
[___________________________] Luiza Mahin, 
[_________] Ludovina Pessoa. Zoogodô Bogum 
Malê Hundó. [______________________________
_____________________________] and then, when 
Nadoji India de Azonsu opened the cawry oracle and 
told me that “Bessém brought me”, this joke started 
to get very serious. 
 [__________________], one of the days that 
I was still in Salvador, but already in the Covid-19 
lockdown period, very frustrated by everything 
that was happening with the trip, completely out 
of the initial expectations (not only because of 
the impossibilities caused by the pandemics, but 
a series of experiences on such a personal and 
deep level that I have difficulties even translating 
into words), [____________________] I made a 



115

Why do the Archives archive? - A jouney from the hunko to the counter-ethnography and back

Suelen Calonga

video call with my dad, Helio dos Santos Pessoa. 
 I was already aware, through a previous cawry 
game, that I am the magical heiress of my family and 
that this “charge” comes from my father side. The 
question of ancestry in the African matrix religions 
is, above all, biological: there is spiritual ancestry, but 
the relationship of continuity is familiar, biological. 
An Orisha/Vodun/Nkisi of the family needs to 
be cared by a family member, and if a generation 
of this family does not takes care, this inheritance 
passes to the next generation and there are families 
that are completely ruined because someone hides 
or forbids the fulfillment of obligations in the 
following generations. [____________________] 
and the burden becomes difficult to identify if you 
are a descendent of enslaved people and had this self-
cognition ruptured.
 But that wasn’t my case. I never was enslaved, 
neither none of my ancestors.
 From my mother side, Zenir Calonga Vasques, 
is somehow easier to understand the descendancy, 
half indigenous and half gypsy, probably a lot of 
witches. But whenever I think of my own ancestry, 
no matter how hard I try to make it more flexible, 
I always think of my paternal grandfather, Altamiro 
dos Santos. It is always the image of him that comes 
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to mind, and a few comments I have heard about him 
being a very “spiritualized” person, very confident/
knowing of mysteries. He was a political man, an 
activist and leader in his city that challenged powered 
people and had to run away with the family. But 
nothing concrete, [_____________] talking to my 
father I asked him about the genealogy of the black 
part, to know the first black person of our lineage that 
arrived in Brazil. And, to my complete amazement, 
he had already done this research in the past and 
never told me about it. I never asked and he never 
told.
 In the research for his book [__________
_________________________ _____________ 
___________ __________________________
_____________] and he knows the name and 
surname of all the people up to four generations 
behind him. The only name he doesn’t know is 
that of the ancestor who came [____________] 
throughout the Kalunga. He was Mr. Romualdo’s 
father, my father’s great grandfather. We don’t know 
his name, so we call him Mr. Romualdo’s father. 
[___________________] thing he knows is that 
this man landed in Rio de Janeiro and never was 
enslaved in Brazil, because he managed to escape. 
He settled in the region of Cataguases, in the state 

of Minas Gerais (where all my ancestors after Mr. 
Romualdo’s father were born, including my father, 
and also I), and from there, the family followed 
[_________________]. I don’t know why my father 
never told me this before… or why I never asked. 
[_________]. In fact, all the black men in the family 
married white women, including Mr. Romualdo’s 
father, but this is to be discussed in another story. 
 Together with my father, we regressed 
[__________________] the known and probable 
dates of birth of each of these blacks relatives and 
we came to the conclusion that Mr. Romualdo’s 
father must have arrived in Brazil around 1804, 
maybe a little earlier. [_________________].1804, 
the year of Haitian Revolution. That made me smile. 
 In the book of the formation of Candomblé 
of Jeje tradition (PARÉS, 2018) I discovered that 
[________] on that date almost all the slaves brought 
to Brazil came from the Coast of Mine, because of 
the commercial relations of slave traders between 
the Brazilian coast and the African coast (especially 
the kingdoms and Oyo and Dahomey). So, there is a 
great chance that Mr. Romualdo’s father, my ancestor, 
was Jeje. ___________________ ATUNWAYE. 
 To be Jeje can mean many things, being behind 
the Malê’s Revolt and Haiti’s Revolution, but also to 
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be guardian of great secrets, some [_____________ 
________ ____ __________ ______ ____ 
_______ __________ ___________________ 
______________________. _______________ 
_______ ____________ ___________], maybe I’m 
able to talk about it here, maybe not.

----------------------------------------------------

Exercises to not lose myself from my sight

37
[_____________________]
 I made a trip to Brazil this year and stayed 
40 days in Salvador da Bahia in a fully immersive 
experience to collect material for the thesis and 
amongst the religious community of Terreiro do 
Bogum. It was so profound and life-changing that it 
might take me years to fully understand the depth 
of the experiences I had. So far, what I could barely 
unravel are glimpses of my spiritual path, my ancestry, 
my magic craft, my life’s mission, a polish in the ethic 
and aesthetic of my poetics, and a faint idea of how 
all these things intertwine. 
 Under such a myriad of transformative 
findings one particular (re)cognition stood out 

vigorously: the soundscape of Salvador made me 
realize the completely opposite sound(ness) of 
Weimar. Today I consider the absence of what I 
thought were “natural” sounds of life and my incessant 
attempt to fill my time in Weimar with familiar 
sounds, voices and music – and its impossibilities - a 
kind of spiritual retreat, a Hunko. So, the keywords 
“place” and “path”, “sight” and “silence”, “thought” 
and “thanks” were part of the self-applied therapy.

38 81

Episode 1: Too many steps for too little legs

I consider this performance as the very first concrete 
step of this journey. Presented within the framework 
of the winter term course “Walk of Art”, it was a 
walk in honor of the orishas Exu and Oxum.
 Some months before I started the research, 
before changing the poetic focus from the tower 
described in the previous section to this new outcome, 
I had a vision during a trance in a ritual: 

I am somewhere, walking forward, don’t 
recognizable place. At some point I stop and 
look back but cannot see the path I made. I 
look forward and cannot see neither the path 
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that I shall walk on, nor where I should 
get. While walking, when I look at my feet, 
I realize that a path was getting shaped 
underneath them. But I cannot see the path 
neither behind me, nor in front of me. Only 
during my walk, I can see this path of yellow 
bricks. This reminded me of the story of 
Dorothy and The Wizard of Oz, and I noted 
she had a pair of red shoes. 

So much symbolic information in this image. 
The path itself, and the color yellow convey other 
meanings: the owner of all paths is Exu, the deity 

81 Too many steps for too little 
legs
performance
duration: 2h
28.01.2020
Weimar, Germany
Foto: Lorena Angeluce 
(below); Nathalia Azuero 
(official documentation of the 
performance), Elham Asadpour, 
Maria Paula Maldonado 
(additional documentation)
Video: Matheus Opa, 
Sandra Bello, Lucía Diegó 
(documentation), Suelen 
Calonga (edition)

https://youtu.be/h7crrFMsors 

of movement, of force, the first impulse of energy 
that starts everything. Exu comes before the first, 
he is the possibility, the first Orixá that one greets, 
the first that one feeds. Exu is the dynamic of life, is 
the contradictory, the ambiguity, the crossroad. He is 
the mediator, the owner of all means, including the 
communications. Yellow is the color of Oxum, the 
deity who lives in my head, my mother. She is the 
water, source of all the creation, which is nourishing, 
abundant, voluptuous, sensual, and which on the 
surface runs smoothly, but with a very strong and 
deep tide that can drift us, around every obstacle, and 
drop us from the top of a waterfall. Oxum is also the 
mirror of the self-image, and when we look into her 
eyes, is to the deep of our souls what we are looking 
at. She is a mother, but a mother that washes all her 
jewelry before bathing her children.
 It took me some while to be able to translate 
the image into a feasible action. So I thought about 
building a path while walking, by taking the tiles from 
the back and putting in the front, one step at a time, 
without knowing from where to where. I made some 
tests with bricks, tiles and other yellow pieces of floor, 

but the only things that showed some feasibility were 
little wood pallets/docks, which I painted yellow. 
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but the only things that showed some feasibility were 
little wood pallets/docks, which I painted yellow. 
 The duration of the performance was planned 
to be about 40min, but it took me a little more than 
two hours to go from my house to the Ilm River, 
passing by Schillertrasse and Marketplatz. The rituals 
I performed as preparation for the walk started 
much earlier, the day before and very early the same 
morning. 
 What was to have been only a prologue of 
my next works, and an action of greeting, gratitude 
and request to Exu and Oxum, ended up being 
complemented and magnified also by the presence 
of Iansã, the ruler of wind/weather and other natural 
elements and Ogum, the blacksmith, ruler of the 
hard work, owner of all technic and technology, all 
along the way. I had sun, rain, cold and wind. I had 
movement, I had strength and physical work. I had 
discipline and focus. Shine, sympathy, empathy and 
antipathy of those present and passing. I had color, 
I had voice, I had song, word. Dry, wet, concrete, 
asphalt, stone, grass, mud. I had wounds and pains 
and a lot of desire. I washed my feet dyed in ossum 

powder in the river. I sacrificed Obis. I built my path 
while walking on it, as well as in life.
 I felt so blessed and so ennobled to be able to 
translate into concrete poetic action the image Oxum 
gave me during the trance, which is so particular and 
so mine, but which in a certain way is also universal. 
I will keep forever inside my heart all the things that 
people told me at the end, the questions they asked 
me, all the things they told me they felt, all the magic 
they didn’t know existed but saw happening, even 
though such simple gestures. I will always keep inside 
my heart the presence of those who accompanied 
me for the long two hours in the cold, in the snow 
shower rain, which was a blessing and a confirmation; 
those who traveled to accompany me, those who 
documented, those who offered me umbrellas, coat, 
tissue and chocolate along the way.
 Exu, who not only opened, but who was/is the 
way. Oxum, who received me with open arms in the 
river and who always helped me to hold my crown 
on my head. Ogum, who helped me to concretely 
understand that the success of the demand is really 
in the effort of the work. Iansã, who bathed and blew 
me and challenged me all the time, only to open the 
bright sun for me after my work was done. I ended 
the performance immensely happy and grateful. The 

powder in the river. I sacrificed Obis. I built my path 
while walking on it, as well as in life.
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body aches, bruises and small cuts on my hands lasted 
a long time and were a very happy reminder of the 
result of a beautiful work, which I am very proud of, 
and an incentive to do what needed to be done from 
then on.

39 82

Episode 2: I don’t know the answers, but I have the 
tools

While I was in Bahia to fulfill the return of the 
phonograms to the community of Bogum, I found 
myself crossed by millions of issues that were latent 
and suddenly came out during the period of forced 
isolation by the COVID-19 pandemic. Personal-
familiar issues, but above all, spiritual issues. In the 
impossibility of immediately translating the huge 
amount of conflicting feelings into understandable 
language - including for myself - I began the exercise 
of recording me speaking freely about feelings, 
thoughts and sensations. I present here one of these 
recordings in video format because it is a way to also 

share the scene I saw in Jaqueline’s house (where I 
was hosted), while thinking about what I was saying.
 
40 83

Episode 3: Reading what I wrote on my diary today

Back to Germany, leaving Brazil in a hurry before 
the closing of the borders due to the containment 
of the pandemic, and still deeply impacted by what 
happened in Salvador, and even more impacted by 
the impossibility of giving flow to the feelings, or 
at least organize the thoughts to start writing the 
dissertation, or at least feel safe enough to ensure the 
safety of my relatives and friends in the midst of all 
this confusion that became life in the pandemic, or at 
least answer those who asked me “and then, how was 

share the scene I saw in Jaqueline’s house (where I 
was hosted), while thinking about what I was saying.
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it in Salvador? “..., I decided to read an entry from my 
diary to have somewhere to go on this new arrival.
 
41 84

Episode 4: Nina understood everything

When I first changed the name of my dissertation 
from “The end of patience” to “Hunkó: when 
the escape inwards meets blanking narratives”, I 
sent a long and totally disconnected email to Dr. 
Nina Graeff, one of my examiners, explaining the 
reasons for this choice and asking for guidance on 
how to proceed with the writing. She answered me 

82 I don’t know the answers, but 
I have the tools 
video, stream of counsciousness, 
subtitles in english
4’14’’
25.03.2020
Salvador, Brazil

https://youtu.be/4spj-qcWsf4
 
Frame of the video, recorded and 
edited by Suelen Calonga

with a very long whatsapp audio, describing her 
experiences when she was a student in Weimar, 
with very similar questions on loving relationships, 
on solitude, on spiritual discoveries, demonstrating 
that she understood absolutely everything I said. I 
was in Berlin at the time, and she recently arrived in 
João Pessoa, in the northeast of Brazil. Here, edited 
and accelerated, are parts of the audio she sent me, 
assembled with images I made under the cherry 
tree in front of the house where I was staying at the 
moment I received the messages. Here follows the 
transcription:

Suelen, beautiful warrior! I had to have a 
little wine here to be able to respond also in 

a less rational and less linear way to your email. 
I think it’s the only thing I can do, because just 
as you didn’t know how to put it into words, I 
don’t know either.
 When I understood that Oxumarê - Bessém 
- was the ‘ungraspable’...
 ‘Ungraspable’ because it was with Oxumarê 
that I tried to systematize, I tried to transcribe 
as I transcribed before - I used to love to make 
transcriptions, I created the analytical forms of 
rhythms - and then one day, by chance (nothing 
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is by chance) I went to transcribe a song of 
Oxumarê and it was not possible. I mean, it 
was possible to construct the transcription, 
but it wasn’t real. It wasn’t real, it wasn’t saying 
anything about that rhythm, about that way 
of dancing, one of the most difficult ones. 
And I tried to put it on a table, on something 
systematic and it didn’t work.
 That was when I stopped making 
transcriptions, because I saw that they were a 
systematic, analytical, rational construction 
that reduced and artificialized that experience.
 I only understood Oxumarê (not that I 
understand, right?), dancing, and not being 
able to dance, until Paraná said that I had to 
move my body to sing and dance better. Then 
I understood. That’s something in my thesis, in 
the part about dancing. He was the ‘ungraspable’ 
in the sense of ineffable, or intangible. Of not 
being able to catch it because it’s the snake, you 
can’t stretch it, make it linear... and then I say 
that’s how I understood Oxumarê better that 
day. I understood what the movement of things 
in the world is. 
 It’s what allows you suddenly, in Germany, 
to go through all this after all your life’s 

83 Reading what I wrote on my 
diary today
video, text, subtitles in english
5’40’’
06.04.2020
Weimar, Germany

https://youtu.be/cUpLnVX4o1Q
 
Frame of the video, recorded and 
edited by Suelen Calonga

experience. And in this way so non-linear, non-
rational and unexpected - that goes against 
the goals, the expectations - that you will 
reconstitute your own experience, or yourself. 
 And the blanks… only the experience, only 
the intuition, is able to connect. And I think it 
is also part of the artistic experience to connect 
things often completely disconnected and 
suddenly gaining a new meaning and will be 
felt by different people in different ways.
 So, I also thought about your thing of 
hunkó, of Germany as hunkó, but you 
also have the mirror - in a sense that you 
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said, that you used to look in the mirror 
and sometimes didn’t recognize yourself. 
 Maybe you didn’t know yourself. You didn’t 
know yourself in this world either, not only you 
didn’t know yourself internally, but when you 
look in the mirror you don’t see yourself, you 
see yourself in the world, because it’s not only 
your face that’s there, but it’s the surface that 
you show to the world and its surroundings. 
Because in the mirror is also what’s around me. 
So, the mirror shows me what the world sees of 

84 Nina understood everything
video, excerpts from a whatsapp 
conversation
7’03’’
21.04 - 09.05.2020
João Pessoa, Brasil - Berlin and 
Weimar, Germany

https://youtu.be/yoLk58II_xs

Frame of the video, recorded and 
edited by Suelen Calonga
Voice: Nina Graeff

me. The mirror shows myself in the world, not 
me alone. 
 And I thought about it a lot because every 
time I made a reclusion to the hunkó I had to 
cover the mirrors, right? And I kept wondering 
why I couldn’t look in the mirror, but the fact 
is that I kept myself not looking at the mirrors 
and every time I accidentally saw my reflection, 
especially wearing white, on the glass of a bus 
stop, because I had to go somewhere, I was 
scared. Of course, also because I was in white, 
but even after a week of religious precepts 
when I went to look in the mirror it was a 
little shocking. In a good way, I guess. Not of 
not recognizing myself, but of having a shock 
like ‘Oh, that’s me, I exist, that’s the face I had, 
right? I remembered’.
 I also thought a lot about the things you said 
about the mirror. And in the hunkó there’s no 
such thing as a mirror. So, you have to go inside 
yourself a lot, right? So maybe the mirror 
reflects us more as a person in the world. Our 
surface... and in the hunkó we have no surface. 
We free ourselves from this external thing, this 
superficial thing, I think you put something 
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like that in your text, to have nowhere to look, 
but to look at yourself, like it or not. 
 And now, connecting with this thing of 
Bessém, of the ‘ungraspable’, of this history 
that has no way of being written, registered, but 
which is registered in many bodies and in many 
experiences... in the unconscious, right? Which 
now you start to bring out, huh? Maybe those 
gaps are, so precisely, the blanks of racism, 
really.
 In fact, those gaps don’t exist within you. 
Inside you, within your ancestry, everything is 
complete, and you know it. The gap is the world 
outside of you. The gap is looking outside and 
not finding the knowledge that you carried 
within yourself for thousands of years.
 The gap is in the mirror, when you look in 
the mirror, you see the world around you, you 
see this person that you are to the world and 
you don’t recognize neither this person, nor this 
story. Because it doesn’t match with the story 
that is inside you, that you know, but maybe it’s 
been suppressed by the racism, by all prejudice, 
by all repression. So, the blanks are not inside 

you, they are outside; and that is why you have 
to fight, so that they can be filled outside.
 And now that you find the answers - which 
are not linear, which do not fill in these gaps, 
but which make you reconstitute yourself, find 
yourself with what you already know Deep 
inside - now you make the circle of Bessém. 
Make the movement of transformation. 
 And make this, which you now know more 
and more clearly inside you, fill the gaps that 
are outside you. Those gaps are only outside of 
you, and they are huge. And that’s why warriors 
like you have to fight: to fill them. So that other 
people can find themselves too. Don’t have 
to go all the way to Germany to come back 
to Bahia at the age of thirty-something, after 
having lived so much, to now tell the whole 
world what you have discovered. So I just wish 
- or rather: I look forward to seeing what will 
come out. What scream will come out of there. 
What form that cry will have in order to fill the 
blanks in so many people that sometimes don’t 
even know what they’re looking for, because 
they weren’t given the right to think about who 
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they were, where they were, where they came 
from, and why they came to this world.

42 85

Episode 5: Rádio-Poste, Salvador 13.02.2020

Rádio-poste [streetlamp pole radio] is a popular 
broadcast media in the northeast of Brazil, 
which I never saw anywhere else. It works like 
a communitarian radio, with a programming 
usually made by only one person or a small group 
of neighbors, and not always using radio waves, 
but a wired transmission from a house or small 
studio to a loudspeaker hanged on a streetlamp 
pole. In 2016 there were about 120 rádio-postes86 
in Salvador, all in the popular neighborhoods, with 
the aim of showcase local artists, singers, composers, 
theater groups, give space to public statements of 
NGOs, interviews with important people around, 
answer questions of the neighbors, provide legal 
assistance, local market advertisement, support in the 
distribution of wheelchairs, crutches, reading glasses, 
food and medicine aid, etc. And this community role 
of the radio-postes reminded me of the griots, briefly 
discussed on the first chapter, griots as comunication 
media. Would be this, somehow, Africa speaking 

85 Radio-Poste
Video for Instagram stories
15’’
13.02.2020
Salvador, Brazil

https://youtu.be/
FfPwXeGhGD4

Frame of the video, recorded by 
Suelen Calonga

86 Cf.: https://revistalupablog.
wordpress.com/2016/09/28/
radios-comunitarias-estao-no-ar/
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trhough America? This thought inspired my final 
performance, I am the Archive; a good thread to sew 
together all the pieces.
 Salvador is very noisy. Besides the fact that is 
a very musical city – status shared with lots of other 
cities in the country -, is the cradle of many of the 
recognizable aspects of Brazilian culture regarding 
music and dance. Together, people talking and 
singing on the streets, plus the sound cars, plus music 
coming from the cars, the stores and the houses, plus 
people passing by with boomboxes or cellphones 
playing music, plus the radio-postes everywhere 
makes an interesting soundscape. 

43 87

Episode 6: Mars Melto, from Vanuatu, makes 
sandroin

Marcel Meltherorong, known in Melanesia as Mars 
Melto, was born in 1975 in Noumea, New Caledonia, 
lives and works in Port Vila, hailing from the small 
island of Vao, north-east coast of Malekula, Vanuatu. 
He is an author, poet, storyteller, playwright, producer, 
musician, songwriter and artist, and has been at the 

forefront of Vanuatu’s creative industries for over a 
decade, among other great achievements.
 This video was sent to me by Leno Veras, one 
of my examiners, during an advisory meeting about 
the mental and spatial organization of thoughts 
and systems of knowledge transmission through 
graphic visuals. I told him about the Sona geometry 
of the Chokwe people from Angola and he shared 
with me this video about the sandroins of people 
from Vanuatu, which was part of the presentation 

87 Mars Melto, from Vanuatu, 
makes sandroin
video from internet (unknown 
author)
2’58

https://youtu.be/hlaxAPIDzC4 

Frame from the video hosted 
on my youtube page, unknown 
authorship
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of his master’s thesis about mnemonic systems 
of organization of knowledge: images, archives, 
memories, spaces. Since then, I started to learn more 
about and practice a little bit of these great exercises 
of gestural storytelling.  

44 88

Episode 7: Zeus und Mnemosine

The pandemic reached me, as most of the humans in 
this planet, with the afraid of death. After the first 
30 or 40 days of confinement and reading a lot about 
how memories are constructed in a socio-structural 
way, I found myself with the weird necessity to build 

somehow a mini-legacy. As if I get covid-19 and 
hadn’t enough time to organize something for the 
posterity, a place where people could access my way 
of thinking at this time and rebuild – or continue – 
from where I would have stopped.
 In the attempt to build a model to articulate 
my personal memories of this process in “mental 
spaces” and, at the same time, study and emulate 
the process of decision-making in the “memory 
institutions” (like having to decide in which category 
one picture should be stored, accordingly to what 
it shows, what the content means or what was my 
relation to the content). “The exercise of building an 
structuring system of procedures to content organization, 
from spatialities in which images and places intersect, 
results in a reading mechanism able to articulate a dual 
path between memory and its senses (VERAS, 2014; 
p90)”

45 89

Episode 8: Èrò

This video came in a dream, both the image and the 
text. I woke up and wrote down what I could; the next 
day Kamai helped me make the video recording and 
played and sang this Ketu Candomblé song with me, 

88 Zeus und Mnemosine
video explaining process for 
object
6’59’’
07.06.2020
Weimar, Germany

https://youtu.be/WG3GYt0srL0

Photo of the process of building 
the archive, by Suelen Calonga
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which asks for blessings, patience and discernment 
from Oxalá, the father of all heads. The canjica (white 
corn) is a votive food offered to Oxalá and Ori (head). 
 During my practice as a curator and cultural 
manager in visual arts in a large Brazilian cultural 
institution, it was very common to hear adjectives 
about my behavior that were also directed to the 
many black artists that I invited to perform and 
my superiors tried in many ways to dissuade me. 
It was very common that the justification was that 
I (or the other woman) was a “very difficult person 
to deal with”. I can imagine how difficult it really is 
for the men and white people in general who occupy 
the leadership positions of cultural institutions to 
deal with black women who do not behave with the 
subservience and humility they expect. 
 But the crown is to be worn over the head, 
and no one can hold the water.

89 Èrò
video 
2’19’’
27.06.2020
Weimar, Germany

https://youtu.be/LPiCNAp5otE

Frame from video, recorded 
by Kamai Freire and edited by 
Suelen Calonga
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I am the Archive

An archive is a collection of historical 
documents; as such, when we consider a 

Black archive things get complicated, fast. 
The long history of carrying so much on our 
bodies suggests that nothing fully can be left 

behind, there is no comprehensive document. 
One has to wonder: Does this mean that the 

construct of a Black archive is too fantastic to 
be actualized? Is it impossible? In the absence 

of the physical body there will inevitably 
be significant gaps, the lived experience [of 
Blackness] so necessary as an “unlock” to a 

holistic processing of our [Black] history. The 
legacy of [Black] history and the important 

role oral history has played in celebrating 
Black narrative means that bound up within 

the [Black] body are the voices, visions, of 
so many that have come before each of us. 

We remain complex in carrying this cultural 
consciousness, a [Black] people in multiplicity, 
never monolithic. What knowledge do we take 
with us when we depart this world? And how 

to give room to mourn this loss of [Black] 
knowing, that thing that is slippy and abstract, 

too gooey to grasp?
_____ Legacy Russel, “On death, loss, and 

processing a (black) archive”90
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processing a (black) archive”90

46

Isn’t it a curious coincidence that the two artist-
researches that I bring to think about this piece are 
called Legacy and Memory, and that these are their 
real names?
 Memory Biwa (2012) gave me very 
important information and a broader understanding 
regarding the material and immaterial culture of 
commemoration of historical facts in Namibia, in 
special the ones related to the colonial war, in which 
communities in southern Namibia have developed 
practices in which to recall and re-enact the colonial 
war by focusing on narrative genres and public 
commemorations. These “interstices may be viewed 
as a ‘prolonged wake’. At the wake, the death event 
is historicised through the polyphonic narrative 
range of a reading of the deceased’s personal history 
in biographical form, prayers and all-night hymns 
before the burial”. The dreaming is a parallel code 
that processes, re-order and re-construct alternative 
temporalities, when the past and the future are made 
present by the action of “wake”. “The symbolic force 

of these memorial practices is bound up with the 
way in which these communities enact practices 
of freedom from which ongoing socio-political 
engagements take their cue”. Her study focuses 
on the ways in which these memory practices are 
engaged in order to develop strategies within which 
to historicize practices of freedom and avoid the 
“historical knowledge” effect: the double erasure, 
ontological and epistemological of the “grand 
narrative”. She also cited Ben Okri suggesting that 
“we view the African past in a cyclical manner in 
which the present time parallels a past and future 
re-imagined and designed through the persistence 
of dreams. In this cyclical timeline, parallel points 
complement each other, and the present time is 
marked by visionary dreams of the future instead of a 
linear and continuous temporality between past and 
present”. Her work also gave me important hints also 
in the form aspect of the dissertation: two “chapters” 
of the text contains collections of images, called 
“After-Image I” and “After-Image II”, and “these are 
not meant as visual illustrations, but ‘visual narratives’ 
which stand on their own” within the work. The 
images of the re-enactments of the war she collected 
reminded me a lot about something very similar we 
have in Brazil, the “Nego Fugido” [Escaped Nigga] 

90 For the printed edition of C& 
Special Edition #Detroit, but 
can be read at full in the https://
www.contemporaryand.com/
magazines/on-death-loss-and-
processing-a-black-archive/ 

Photograph of a bronze sculpture 
of a rooster took from from the 
ridge of a house in Benin and 
today part of the Rijksmuseum 
collection. Unknown author. 
1880-1940. Ref.: RP-F-00-9669

The rooster is a sacred animal in 
various cults in African matrix.
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from Acupe, a district of Santo Amaro da Purificação, 
city of the Recôncavo Bahiano, near Salvador. I have 
the opportunity of, while working in the visual arts 
programming team of Sesc SP, help to conceive and 
co-curate a show called “From 13 to 20”91, in 2018, 
seeking to critically discuss the mark 130 years of the 
juridical abolition of slavery in Brazil. The opening 
of this show was performed by Nego Fugido in the 
streets of downtown São Paulo92, starting in front of 
the Theatro Municipal, a place built and maintained 
by the Brazilian cultural elite, the geographical mark 
of the Semana de 2293, re-signifying the meanings of 
the presence and absence of black people in a country 
which never had an apartheid law, but until today has 
a racialized geography throughout the territory.  
 Many memories of this type, things that I 
did in the past, lost references, notes on old diaries, 
objects that I thought were lost or that I thought 
I left in Brazil but found them here, people that 
suddenly appear in my life again (I am pretty 
sure that one of the atabaque players in the Nego 
Fugido video – see footnote below for the link – is 
Raimundo, the Hundevá of Bogum, the one quoted 
in the second chapter. We weren’t introduced at that 
time, but I was amazingly surprised when I saw him 
on the video when I searched for the link to copy it 

here), make me firmly believe in the time is just a 
continuous, is still, not something that passes by us. 
This comprehension is fundamental to understand 
what means to me to archive: each thing inside an 
archive is a perennial actualization of the thing that 
it is because it was and it will be; each time we look 
to a material or immaterial archived object we are 
looking, at the same time, to its past, its presence/
present, its future. Only Eshu, that killed today a bird 
with the stone he throwed tomorrow, to help me on 
this matter.
 The same way Memory helped me to shape 
the conceptual backdrop in the conception of this 
piece, Legacy Russel (2013) helped in the form. Her 
master’s thesis “Prayer or practice? Social shrines and 
the ritualized performance of reality in contemporary 
art” proposes a use of the cultural construction of 
‘shrine’ as a vehicle of memory-making and collective 
consciousness, or the frameworks of ‘ritual’ and 
‘reality’ as interconnected with ‘art’ and ‘life’. “A shrine 
(…) is both a thing and a place (…) it is something that 
is made, and therefore, despite whatever role it may play 
publicly, the assemblage of objects that typify a traditional 
shrine do come from somewhere, meaning that they 
have a point of origin, and, in claiming origination, are 
thereby authored by somebody (…) a shrine — be it a 

91 “13” refers to the 13th of 
May, the day of the abolition, 
and the “20” refers to the 20th of 
November, the Black Awareness 
day, celebrated in honor of the 
greatest black hero of our history, 
Zumbi dos Palmares. The black 
movements of the country are 
since decades insisting in a 
reframing of the celebrations 
of the black pride from the 
date politically instituted by the 
government (13.05) to the one 
that really evokes the history 
of resistance and victory of 
black peoples in Brazil – the 
Quilombismo movement, as 
cited in the beginning of this 
chapter.

92 A brief documentation of the 
presentation of Nego Fugido in 
downtown São Paulo was made 
by Aroeira Produções, including 
very elucidative talks with the 
participants (only in Brazilian 
Portuguese): https://youtu.be/
f2S6DiiVqhM

93 “Week of 22” is the 
milestone of the modernism in 
Brazil, being both, the artistic 
movement and the political and 
personal relations between its 
main actors.
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thing, or a place — is a by-product of production. Imbued 
with a sacred import, regardless of its function, a shrine, 
sprung from desire, is produced with the intention of 
being seen and, furthermore, acknowledged, by whomever 
sets eyes on it” (p 17). Her understanding of “ritual”, 
specially within performance in public space (both 
noun and adjective; a “thing” and also an “action in a 
place” in observance of a procedure) express very well 
my intentions: an opportunity to express emotion, 
opinion, aesthetic, ideology within social space, in a 
way that inspires an experience of belonging in order 
to resist the alienation that comes with the allocation 
of specific acts or behaviours to specific realms. Very 
important are the delimitations that Legacy makes 
on the possible meanings of the social shrine; first, 
saying what it is not: “social shrine is not a social 
sculpture; what is more, (2) a social shrine is also not a 
happening. Further, I want to note that a social shrine 
is not synonymous with the overarching umbrella of 
site-specific art, as it is not absolutely dependent on 
the site as a core ingredient of its success or failure 
within the public realm” (p 25). And then, what it 
is, from her 6-key-components conceptualization: 

First and foremost, across the board, a 
social shrine is artist-driven, making use 

of “D-I-Y” production technique, and 
attending specifically to a given individual 
and how they respond to the world around 
them. In embracing this construction 
of D-I-Y, a social shrine is therefore 
always produced by an artist, or several 
artists—not by a canonized institution. 
Second, it works to move away from 
the thing or object-oriented assemblage 
of archetypal shrines and instead aims 
to focus on commonplace action, the 
performative and ritualistic specificities 
of processing experience. Borrowing 
from the action-oriented ontologies 
of ritual, shrine sociality honors the 
relationship to place that a shrine often 
homages, though a social shrine is not 
always dependent on the space within 
which it is performed, nor re-presented. 
While the act of seeing, being seen by 
a public, being acknowledged, and, in 
turn, being revered, continues to play a 
role (as with traditional shrines), that 
which is considered worthy of reverence 
shifts with the introduction of a social 
shrine; here, the value, vulnerability, and 
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ritualization of the quotidian experience 
is placed at the forefront. Third, a social 
shrine acts a signifier for glitches or 
areas of tension within culture, aiming 
to interrogate a world which is though 
neither as the ‘true world’ nor as the debris 
left by having its turned into a fable, but 
rather as a world which itself exists in 
the mode of interrogation, highlighting 
aspects of reality that are troubling 
or challenging and thereby drawing 

attention to them for further review and 
consideration. Fourth, a social shrine 
challenges the construct of public space, 
often making public that which is often 
relegated to the private, individuated, or 
personal. Fifth, a social shrine is archival, 
seizing and documenting moments and 
behaviors that in turn participate in 
spatial disturbances and catalyse a process 
of wounding, an “un-making” and, 
thereafter, a reconfiguration of worlds. In 
archiving these actions, a sense of sacred 
value is bestowed upon them by the artist, 
which in turn elevates them within our 
social and cultural milieu, their archiving 
and documentation highlighting such 
actions—and the places and bodies 
informing them—as being deserving 
of our attention and reverence. Sixth 
and last, a social shrine is a form of 
open critique, a wildness introduced 
into civility, a riot amidst the parade. 
Holding a mirror up to the world around 
it, a social shrine provides a platform for 

94 I am the Archive
performance
dur. 2h
12.09.2020
Weimar

https://youtu.be/cPclEPCTVU0

Video: Karine Bravo

Photos: Maedeh Nassouri and 
Margarita Valdivieso

both social and self-reflection, catalysing 
criticality” (p 33-34).
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both social and self-reflection, catalysing 
criticality” (p 33-34).

47

I am the archive94 is the culmination of the “Exercises 
to not lose myself from my sight”: the part of this 
journey that, after so much looking inside, I almost 
couldn’t see me anymore. The piece stretches a thread 
of previous works I made in Brazil and some of the 
works presented within the framework of the MFA 
program. I would like to quickly cite three of them 
here in order to document the relations in content 
and form between them.
 In 2016 I performed “To the housewives of 
Vila Anglo”, a piece also part of a series called “How 
to give one voice to a collective body”, in which using 
an advertising media, typical of peripheral residential 
districts in Brazil – the Sound Car -, I performed 
a reading of a collection of texts written by women 
from various fields (authors, novelists, actresses, 
doctors, anarchists, mothers, academics, artists, 
students, activists, etc) while the car went through 
the streets of the Vila Anglo neighbourhood, in São 
Paulo. The selected texts were about the relations 
of the female roles in the domestic environments; 

issues regarding motherhood or the subalternity of 
the wife’s / mother’s condition in western culture, as 
well as possible subversion tactics, confronting and 
resistance. The intention was to actualize a presence 
of a collective body of female voices that, through 
mine, established dialogue with the women inside 
their homes during the passage of the car by the 
streets of the neighborhood95.
 In 2018, I conceived, within the framework 
of the MFA PANAS96’s Freie Kunst Exhibition 
Series, the process what became the performance A 
Casa de Maní97 [Maní’s house], later presented in the 
performance show “Flexões Performáticas: gênero, 
número e grau” [Performatic Flexions: gender, 
number, and degree] at CCBB (Centro Cultural 
Banco do Brasil) in São Paulo, in 2019. This work fits 
very well into Legacy’s concept of “social shrine” – a 
ritual using cassavas (manioc), a vegetable with edible 
tuberous root, native of South America and on the 
base of the food culture together with rice and corn. 
Inspired by the legend of the very white skin Indian 
girl called Mani, who was born in the middle of a 
village after her mother “mysterious” pregnancy, and 
ended up dying while she still was a baby, I proposed 
a therapeutic constellation to understand and process 
some of the issues around the racial composition of 

95 

The audio can be accessed in: 
https://suelencalonga.com/
Como-dar-voz-a-um-corpo-
coletivo-Exercicio-1-Para-as-
donas-de-casa-da

96 Master in Fine Arts: Public 
Art and New Artistic Strategies

97 

The documentation can be seen 
in: https://suelencalonga.com/A-
Casa-de-Mani
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the Brazilian population. The Cassava root is dark 
brown in the outside and white in its interior and 
my action was to carve a vessel/bowl in one manioc, 
leaving the brown peel of the outside, and in the other 
piece I peeled off and carved a white penis. At the 
end, I smash the brown bowl with the white phallus 
until it is destroyed, to remember that our mixed 
origin is due to the systematic rape promoted by the 
colonizers over indigenous peoples from the territory 
and those kidnapped from the African continent.
 In 2019, while trying to understand better 
the cultural differences between the Brazilian and 
German notion of “private” and “public”, especially 
regarding the use of common spaces, like city streets98, 
I tried to make a street carnival block, emulating the 
ones we have in Brazil. We found the República 
de Weimarllandra99, a tricky wordplay between 
the Weimarer Republik (due to the celebrations 
of its 100th anniversary) and the Malandragem (in 
a short and reducionist sense, the collection of 
behavior skills for the social navigation, that includes 
charisma, smartness, influence and moral flexibility), 
that together, sounds like “Vai, Malandra!”, a very 
famous carioca funk at that time, louched by the 
singer Anitta. Also, “República”, apart from the 
governamental structure of the State, also means the 

way of living and organizing among college students, 
something like the German “WG” or the American 
sororities and fraternities. The conceptual backdrop 
was, then, to build a new country, without territory, 
with a flag appropriated from the official Weimar 
insignia and an hymn in carnival style that stated 
the metaphorical foundation of this new nation as a 
way to deal with deep and complex socio-economical 
geopolitics and decolonization issues, in a form that 
mixed joy, fun, irony and sarcasm.
 As artistic research, the initial hypothesis, 
parting from the Adrian Piper’s Funk Lessons (1996) 
concerns, was that essential sensory elements used 
to sing and dance belong to all human beings, and 
that there is nothing biologically inscribed in black 
people that makes us “better” at singing and dancing, 
but only cultural aspects and biologizing and racist 
perspectives that place our daily communicative 
expressions in this “special” place. I wanted it to be 
possible to bring the experience of the Brazilian 
street carnival, which is something that is done 
“with” people, not “for” people and that, just like 
Piper made with the funk, propose the street party 
also as language of interpersonal communication and 
collective self-expression, a “cultural language”, like 
in Piper’s writings - or a technology, like I like to say 

98 I could note that the notions 
of “privacy” and “sharedness” are 
somehow inverted in the two 
cultures: while in Brazil, we tend 
understand the street as public 
space in a sense that it belongs 
to everybody to use it. We have 
an expression “a rua é pública!” 
[the street is public] that we use 
when we want to stress the fact 
that we can use it whatever we 
want to, and things that are not 
supposed to be shared are to be 
done at home, not on the street. 
And in Germany I could note 
that the street is understood 
more as a co-shared private 
space, with an super-concern 
in not disturbing the others, as 
if one can do whatever private 
thing one wants to, as far as it 
does not interfere in the “public 
privacy” of the others. And the 
fact that, in Germany, we can be 
naked in the park (a thing that is 
forbidden in Brazil), but cannot 
play loud music on the streets 
or to address a public speech 
without authorization, caused 
me a big surprise and a cultural 
shock at first.
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- that can be used to address innumerous issues, like 
we do in Brazil. But it was always a concern how to 
present this proposal, or how to propose a situation 
in which all the people involved could participate 
together without losing the sight to the political 
aspects, and not that I would create a show in which 
only those who were “performing” were having fun 
and there was an audience being “entertained” by 
what they watch, because this is exactly the racist 
way of “appreciating” the other person’s culture: 
placing it as something “exotic”, and which often 
incite anxiety, anger or contempt when invited to 
participate. According to Piper, while social dance 
is usually seen in white culture in terms of prowess, 
grace or competence, or even as entertainment for the 
spectator, in black culture it is seen as a collective and 
participatory means of self-transcendence and social 
union in many dimensions, and thus is generally 
more integrated into everyday life. 
 However, very little of this could be 
accomplished, because I encountered, right from the 
beginning, the difficulty of obtaining authorization 
to have this party on the street, and the impossibility 
of doing it without authorization being linked to 
a University project – the deadlock I cited above 
between the notions of “public” and “private” in 

shared spaces. The only occasion we were able to 
effectively “put the block on the street” was during 
the Bauhaus Parade, the opening of the Bauhaus 
100th anniversary celebrations (University and 
artistic movement), and there we could not escape 
from the “spectacular” relationship with the audience, 
that simply watched our passage in the parade, our 
interventions with passports granting visas for 
this imaginary country, our inaugural speech of 
the Weimarllandra Nation. The institutional (and 
institutionalizing) situation of our participation, 
unfortunately, emptied the possibility of carrying 
out the initial hypothesis, remaining only in the 
field of our personal amusement and a moment of 
entertainment for the public.

48

As both elements, sound and ritual, became recurrent 
in my works, it was natural that a final piece would be a 
development in this direction, too. Very much inspired 
by the creative cacophony I experienced in Salvador, 
in special the genuine gem of personal expression 
in public space of the Radio-Poste  - see topic 42, 
Episode 5 -, I first conceived a public intervention 
that would consist in six broadcast points installed in 

99

More in: https://suelencalonga.
com/republica-de-weimarllandra
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street pole lamps in diverse locations of Weimar, but 
this idea quickly proved to be not feasible because 
of the issues of formal authorization and logistical 
difficulties in times of pandemics. The cacophony 
impression that I wanted to bring to this piece was 
also another challenging point, because I am not sure 
if is possible to “translate” the Salvador experience 
to the Weimar experience, two very different cities 
in any aspect of observation. So, thinking together 
with professor Danica Dakić, she suggested to do 
it in a performance format instead of installation, 
which was an amazing input, as I am dealing with 
immaterial cultural heritage and spiritual experience, 
and my own body is already physically inscribed with 
all the information that would be necessary to make 
the bridge of understandings between the actual 
content of the audios I would like to present and the 
infinite possible meanings that they could gain in a 
public space in Germany.
 So, I came up with the baggage as poetic 
element, because it is already a concrete translation 
of the ideas of life experience and migration, and an 
actual luggage could be the emitter of the sounds and 
messages I would like to convey while I was pulling 
it by the streets of Weimar. I would become, then, an 
impersonation of the Radio-Poste: the producer, the 

repository, and the transmitter of my own experience 
(and, consequently, the knowledge I produced), 
ritualistic re-enacting my arriving to Weimar, 
carrying by myself my baggage (physically and 
metaphorically) through the streets, at the same time 
dignifying myself as a being that didn’t started at that 
moment, rather, was full of histories and experiences, 
intending to comprehend and to be comprehensive 
to/by the others.
 Using the concept of social shrine, as presented 
by Legacy Russel (topic 46 above), I produced a series 
of objects to compose an ambulant sanctuary that 
would summarize the life baggage I intended to share 
with the public. Apart from the sound piece that was 
playing during the whole performance from inside 
the big piece of luggage, I was also carrying: two 
wooden boxes, one straw bag, a framed photo and a 
water canteen; my outfit also had a meaning in the 
visual image of the performance. The elements will be 
detailed in conception and execution further below, 
as they have a lot of symbolic information. But before 
I show how the sound piece script was composed 
and the performance executed, it is very important 
to highlight that I didn’t performed a religious 
ritual, but I gathered visual and audio references of 
different afro-diasporic cults from Haiti, Trinidad, 
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Cuba and, among the Brazilian cults, some different 
traditions, to build the imagery framework. This is 
important to be clear here because I don’t want to 
give the impression that I am banalizing the spiritual 
content of these references for the ones that do not 
share the intertext of the references, as they are very 
meaningful for me, neither to upset people that share 
a common understanding of the importance of some 
symbols I used, as I also claim my belonging to the 
universe framed.
 That said, regarding the audio piece the idea 
was always to compose an assemblage of meaningful 
recordings: parts of conversations with closer people, 
in Salvador and Weimar; whatsapp audios exchanged 
with my family and friends; music, religious and 
secular; audio appropriated and extracted from 
audiovisual pieces; reading of texts (excerpts of my 
own thesis and quotes of other authors); soundscapes 
of religious events I attended in Salvador; Carnival 
soundscape; me singing and playing the congas; 
sound effects of a radio tuning; and, of course, the 
digitized phonograms of the Candomblé chants. 
The length of the audio piece was calculated based 
in the time I would take to go from the point A –
the Weimar Main Station– to the point B –the 

Schlangenstein, or the Snake Statue at Ilm Park-, 
between 1h40min and 2h.
A summary of the remix script for the audio piece:

00:00:00 Radio tuning 
00:05:44 Talk with the taxi driver while 
arriving in Salvador 
00:06:02 Music “Eshu Elegba”, by Ella Andall 
00:06:36 Soundscape of São Joaquim market
00:07:47 Whatsapp audio from my mom on 
28.08 telling about a dream she had with me 
and a lot of baggage pieces 
00:12:42 Film “Space is the Place”, Sun Ra 
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00:13:38 Rehearsing and playing the congas 
with my teacher Güicho 
00:18:55 Salvador’s soundscape 
00:19:21 Video “They don’t care about us”, by 
Michael Jackson ; Spike Lee’s 2020 version
00:20:04 Salvador’s soundscape 
00:21:24 Kamai reading a quote of his text in 
my thesis
00:22:46 Salvador’s soundscape - Radio Poste 
00:23:50 Track 1 - BPA phonograms 
00:26:41 Salvador’s soundscape 
00:26:59 Video “This is America”, by Childish 
Gambino 
00:28:22 Carnaval soundscape, Margareth 
Menezes’ bloco
00:29:21 Vídeo testimonial of Ogãs Totó 
Cruz and Ícaro Sá - They both thanking me 
and explaining how important is, from them, 
younger generation of Ogãs in Salvador, to 
receive such important collection of audios
00:32:11 Carnaval soundscape, Margareth 
Menezes’ bloco 
00:33:25 Track 2 - BPA phonograms
00:36:17 Whatsapp audio from my mom 
28.08 
00:39:26 Salvador’s soundscape 
00:39:42 Radio tuning 
00:39:49 Vídeo speech “A spell”, by Mama 
Marimba Ani
00:42:02 Carnaval soundscape, Ilê Ayiê “saída”
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00:43:25 I, reading a quote of my thesis’ text
00:44:34 Whatsapp áudio from Huntó 
Raimundo Bogum on 25.05 giving blessings, 
thanking for the áudios and saying that he 
could recognize some of the chants
00:46:18 Track 3 - BPA phonograms 
00:51:57 I, reading a quote of my thesis’ text
00:53:46 Whatsapp áudio from Lokosi Bogum 
- Sent to Nina Graeff, who forwarded to me 
00:54:54 Prayers “Cantigas e Rezas para Ori”, 
by Baba King
00:55:48 Music “Convênio no Orum”, by 
Mateus Aleluia 
00:58:09 Track 4 - BPA phonograms 
01:09:59  “Right On!”, The Last Poets -film-
performance - Film directed by Herbert 
Danska
01:10:57 Carnival soundscape, Bloco da Banda 
Didá 
01:11:08 I, singing the music “Por que me 
chamas?”, by Xênia França - Voice of Suelen 
Calonga 
01:13:09 Na old Jeje chant, sung by Mãe 
Menininha do Gantois in 1940 - Coleção 
Lorenzo Turner, released in the project 
Histórias Afro-Atlânticas by Prof. Xavier 
Vatin 
01:14:03 Music “Agradecer e Abraçar”, by Agô 
- A chant for Oshun
01:14:58 Soundscape of a feast in the 

Candomblé Ile Ase Ojise Olodumare - Orisha 
Eshu public ceremony
01:15:56 Audio extracted from the video-
speech “Afrikan identity: the Afrikan 
Nationalist Goal”, by Marimba Any - Voice of 
Mama Marimba Ani 
01:19:40 Track 5 - BPA phonograms
01:22:29 Music “Africa centre of the world”, by 
Fela Kuti 
01:25:50 Bloco Exu Raimundo Bouzanfrain , 
Salvador  
01:27:08 Audio extract of the film “1804: the 
hidden history of Haiti” - Directed by Tariq 
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Nasheed; voice of Bayyinnah Bello
01:27:48 Track 6 - BPA phonograms 
01:30:37 Music “Ajaguna Gbawa O”, by 
Grupo Ofá - Sung by Lazzo Matumbi

The choice of the points of beginning and end of the 
performance route are, somehow, obvious: The Main 
Station is where everybody starts when arriving in 
Weimar, by train or bus. But more than that, I my 
spiritual belief, we do not start anything without 
greeting and asking to Eshu for permission, specially 
something that is to be made on the streets, as he 
is the lord of all paths and guardian of the entrance 
doors. Since the Main Station is the “entrance door” 
of Weimar, I started there my piece with a small ritual 
which included a salutation of some words recited 
aloud while chewing pepper and spiting sugar cane 
spirit, pouring perfume that attracts the spirits of the 
streets and drawing a vèvè100 dedicated to the Loa 
Legba101. The Snake Statue at Ilm Park was totally 
unknown for me until the first time I went for a sun 
bath after my arrival from Salvador and saw it for the 
first time. The placement of the sculpture, in a plateau 
in between the two stairs, the vegetation frame around 
it, the snake eating its own eggs (or so I interpreted 
at the time), and specially the inscription “Genio 
huius Loci” – something like the “guardian spirit of 

the place” – immediately evoked my what Mãe Índia 
just said about my relation with the Vodun Bessém. 
That snake started to be a very important place to me, 
and so, nothing more natural than end my walking 
performance there, evoking the archetypical ideas of 
movement, continuity, self-fecundation, the eternal 
cyclic renewal, autopoiesis102, etc. Dan, Dangbé, 
Danbala, Bessém, Ouroboros, Oxumarê…a lot of 
different traditions around the globe have at least one 
snake-alike deity, daemon or other spiritual entity 
that represents the eternal return and the relation of 
life-and-death. In the Genius huius Loci I made a 
vèvè for the Loa Damballah and made a food-offer 
to Bessém as gratitude for all the opportunities that 
the comings-and-goings of my life are providing me.
 Regarding the objects I was carring during 
the performance were: a small square wooden box 
containing some religious gadgets, amulets, utensils, 
talismans and other things, which I didn’t use, but 
found important and meaningful to carry in this 
occasion; A straw bag in which I applied an iron 
symbol of the Orisha Oshosi, the strategic hunter 
and provider of wealth, a bow and arrow, and inside 
the bag I carried a blank book, some candles, a spirit 
drink of sugar cane, a special perfume (alfazema) 
and a bowl that was used to offer food at the end; 

100 A intricated symbol that 
represent the deity during a 
ceremony, in this case, specifically 
related to Haitian Voodoo, but 
which encounter a parallel in 
a lot of other magic traditions, 
including the Sigil of Western/
European magic traditions.

101 Loa (Lwa or L’wha) is the 
word used in Haiti with the 
same meaning we use for the 
Orishas, Voduns or Nkisis in 
Brazil.

102 Cf.: https://en.wikipedia.
org/wiki/Ouroboros
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a long wooden archive box placed on the top of the 
luggage bag is an archive I made with my personal 
documentation of the thesis process, which I only 
accessed twice: in the beginning and in the end, to 
check on my cards the drawings I made on the floor; 
and the piece of luggage itself is not difficult to see 
and understand that is a regular bag, but inside it, 
I placed a big and very potent loudspeaker. I made 
some adaptations with foam inside the bag, so the 
device does not shake too much during the way. The 
outfit I chose to use was almost the same of the first 
work, “Too much step for too little legs”, with the 
same black clothes, to make a visual unity between 
the opening and the closing performances, the same 
red boots representing Eshu, the same yellow ojá on 
my head representing Oshun, my religious necklaces 
representing the deities that accompany me and a 
pair of cowry shells earrings.

49
It is still too difficult to write about my reflections 
on the performance right after it. It would be needed 
more time to make proper deep considerations, to 
see more times the visual documentations and to 
remember more details. At this moment, what I 
can say happened most important in the process 

of the walk was the live broadcasting on Instagram 
that made it possible for many people of my family 
to follow the walk-in real time. More than 300 
people watched the performance, according to data 
that the program itself informed me, which means 
an extraordinary number in the audience, that it 
would not be possible to engage personally. Many 
friends from Brazil, friends who are in other parts 
of the world, in other time zones, or who are close, 
but could not be present, left many messages in the 
public comment box or in my inbox. My mother 
even went live to the broadcast in a moment, and 
it was recorded in the video published on my page 
her reaction crying. But the most incredible thing 
was that during the performance process, in the 
Whatsapp group of my maternal family, many 
relatives were commenting, some finding it beautiful, 
others saying they saw no sense, that they were not 
understanding anything; a cousin saying she began 
to “feel things” with the sound of the drums in the 
candomblé songs; an uncle, who is an arts teacher 
in a basic school in Rio de Janeiro, did an important 
mediation: a mini art history class, explaining to the 
family what contemporary art is, the concept of body 
arts, the meaning of performance. .. and the family 
reacting and “understanding” (finally) what I do. This 
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was of inestimable value to me... as the new ways 
of experimenting and apprehending things provide 
new approaches, as if the different distances caused 
by geographic distance and now “normalized” by 
the pandemics ended up creating new opportunities 
too... the possibilities that impossibility generates.
 Right after the performance I also had 
very interesting feedbacks from some people that 
watched in loco, some Brazilians that also live in 
Weimar and some others Jena residents that I met 
and approached in the last two years. One of these 
people, Rosa, a black woman who grew up in an 
evangelical Christian family in Salvador, but has 
been living in Germany for many years, told me that 
she grew up hearing from her family that “all of that 
was devil’s things” and she was always prevented 
from being interested in African spirituality issues. 
And that although she could not grasp many of the 
spiritual-religious meanings of the symbols I carried, 
she was very emotional and happy to see how here 
in Germany, without other peers, she found someone 
who is “defending our roots”. For me this is proof of 
the African Cultural Unity (DIOP, 1982), although 
in its immense diversity and geographical spreadness, 
always finds ways to unite us spiritually. Race always 
should come first (GARVEY, apud Martin, 1986).
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Genio huius Loci. Park an der 
Ilm. Weimar. 21.06.2020. Photo: 
Suelen Calonga
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CONCLUSION

I don’t know the answers, but I have the tools
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50
What does a title Master in Fine Arts mean?
 It is important to recognize that this work has 
become too big, and too little objective for scientific 
standards, because it contains at least three other 
smaller, less deep works within it. But this is, first of 
all, one of the strategies of artistic research for the 
production of knowledge, right?
 I set myself to an impossible task to be 
made in 6 months (especially in 2020): the kind of 
sociological analysis I tried to do in the first chapter, 
the report of a dossier with the documentation found 
around a subject that is closed on itself in the second 
chapter, and the exposition on my creative process 
from a totally personal and fragmented point of view 
in the third chapter, are efforts that seem to cancel 
each other out. Obviously, the decision could have 
been another since the beginning, to focus exclusively 
on just one of the aspects dealt with here and expand 
on it in depth, leaving the other points to be addressed 
in future research. The communication field - my 
academic background - usually aggregates people 
with a very broad and interconnected understanding 
of things, even if many times shallower – I think 
it is perfect for artists. And for a person with this 
anxious and analytical personality plus this generalist 

formation that I had, to aggregate the maximum 
amount of information, spread it all over the table, 
and start to form a universe of relationships between 
them will always be my favorite methodology.

51
I am now consulting several scraps of texts written 
throughout the process - and before - which did not 
enter into this final document, I believe, for a mere 
matter of disorganization for consulting these texts 
before. Such as the day I wrote about an “afro-burst” 
I had, as Professor Aza Njeri would said, a little 
over one year ago (I am writing this conclusion in 
September 2020). On that occasion I told myself 
how, upon arriving here, I found exactly what the 
European notion of modernity is: this stable set of 
values and modes of cultural and political life that was 
shaped and developed in the vector of colonization > 
capitalism > industrial revolution > scientific racism > 
nazi-fascism, and that only makes sense if lived here, in 
this territory. What we live in Brazil, and I imagine is 
similar in other places that I have not yet experienced 
in the so-called Third World, is only the reverberation of 
that. We live in the impact of the waves formed by the 
passage of this vector. None of this is about us or for us, 
and that’s why “modernity” has collapsed, or is in the By the river. Mar 2020. Photo: 

Suelen Calonga
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middle of a fall. We are realizing this and trying to find 
a way to get out from under the structure so we don’t get 
buried, because it will collapse over our heads and this 
system is so perfect that it also profits from its own ruin. 
 Or the other patch of text that I found and 
has the title “It was Bessém who brought me”, from 
April 2020, written on the day I was reviewing my 
Salvador trip log (occasion when I made the video of 
episode 3), I wondered, still from inside the plane in 
Frankfurt: Am I going back to Brazil or going to Brazil? 
Because there is probably never a return. Every time you 
go back to somewhere is to a new place, and also you are 
no longer the same person. One doesn’t step in the same 
river twice, right?
 And another text file, speaking of the 
difficulty in conceiving the final artistic output from 
dreamed things or transcendental experiences lived: 
It is, in any case, impossible to translate an experience 
into a concrete form. The word doesn’t reach, the image 
doesn’t reach... the sound comes a little closer, the gesture 
goes almost there. Maybe the smell..., but how to translate 

the gesture? How to explain the smell? And, more 
important: why?

52
It must be understood that a water Ori spreads. 
itself. Nobody gathers the water. All containment is 
temporary, and also dangerous. So, it’s better that all 
happened this way - I relieved the pressure a little 
bit, and from this point on, much can be unfolded 
and worked in depth, supported by this very network 
of relationships (data and people) that I built in the 
process.
 Within my personal history, it’s so unlikely 
that I’ve managed to get this far - although quite 
late - that the anxiety of willing to record so many 
things in the same document only reflects the fear 
that I might not have more time or possibility to do 
it in another opportunity. And I need to be in peace 
with myself right now with the fact that this work 
will finish at the last period of the last line of this 
section, and what was left out, will remain out. So, 
this master’s thesis becomes, not only a dossier about 
the main subjects approached, but above all a dossier 
about my own life and trajectory, a collection of my the gesture? How to explain the smell? And, more 

important: why?
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memories, the register of a legacy, in a certain way. 
What an irony.
 New documents to be inserted on the dossier 
don’t stop arriving; the algorithms of the internet 
don’t stop showing me more videos to see, more 
articles to read; people that know about my interests 
get in touch, sending more facts, more photos, more 
letters, more old recordings. An impossible work like 
this doesn’t end, but only gives up continuing for now. 
Anyway, many conclusions have already been made 
over the last 150 pages and I don’t see any needing to 
repeat them here just to fulfill a formal protocol. My 
hope is that in a fut _______ .
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Heloisa Torres (Brazilian National Museum) to Mario de Andrade (Cultural Department 
of São Paulo) saying that theirs answer to the inquire was never responded (ref.: 
19350425_CAR_MSN-EMB_001). [Typed and Manuscript] 

letter 19350425_CAR_MSN-EMB_001 

Copy translated to Portuguese - From the Brazilian National Museum (J. César Diogo) to 
Berliner Phonogram-archiv (Marius Schneider) replying previous contact (ref.: 
19341011_CAR_MS-RP_001), explaining that the Museum can help in collecting the 
indigenous chants if/when have opportunities, and accepting the German phonographs. 
[Typed] 

letter 19351217_CAR_OA-AR_001 

From Oneyda Alvarenga to Arthur Ramos requesting the donation of popular Brazilian 
instruments to compose the collection of the Museum of Instruments, still to be 
created, and the type of information to be sent together: Note by hand from Mário de 
Andrade informing that he will write you soon [Typed and Manuscript] 

letter 1935xxxx_CAR_DSP-EMB_001 

Copy in German - From the Cultural Department of São Paulo to Berliner Phonogram-
Archiv asking access to Brazilian chants inventories of the institution, informing the 
intention to obtain phonograms to compose the local library and proposing payment in 
cash or other phonograms. [Typed] 

letter 19360104_CAR_EC-AR_001 

From Edison Carneiro to Arthur Ramos informing about the progress of research for the 
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“Para divulgar o folklore Brasileiro na Europa – Designada a cantora Olga Praguer” [To 
promote Brazilian folklore in Europe - Nominated singer Olga Praguer] - Correio da 
Manhã, 29.04.1936. p2 
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trip planned by MA, making available religious imaginary shipment. News of the 
publication of MA article and Oneyda Alvarenga's poems in the newspaper of the 
University Association of Bahia. [Typed] 
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Communication to the Mayer of São Paulo about the impossibility of sending a 
representative to the Afro-Brazilian Congress in Salvador. Signed by Sergio Milliet. 
27.11.1937 [Typed] 
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“2º Congresso Afro-Brasileiro – O programma dos trabalhos desse importante certâmen 
scientífico” legenda da foto: “A comissão executiva do 2º Congresso Afro-Brasileiro 
diante do barracão do candomblé da Goméa” [II Afro-Brazilian Congress – The 
programme of Works in this importante scientific exhibition” photo caption: “The 
executive comissiono f the II Afro-Brazilian Congress in front of the barracão of 
Candomblé da Goméa” - Estado da Bahia, 08.01.1937 

Letter 19370109_CAR_AC-MA_006 

From Aydano do Couto Ferraz to Mario de Andrade with considerations on the 2nd Afro-
Brazilian Congress and the arrival of Camargo Guarnieri, who already started the 
research. 09.01.1937. Typed after Reading from the original manuscript, because the 
copy wasn’t authorized. Ref. MA-C-CPL2739 
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From Edison Carneiro to Arthur Ramos informing that he intends to publish a journal on 
the 2nd Afro-Brazilian Congress and that the 3rd Congress will be held in São Paulo in 
1939. [Manuscript] 
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“2º Congresso Afro-Brasileiro – Sua instalação, hoje á tarde, no I. Historico – o 
programa do certamem – outras notas” [II Afro-Brazilian Congress – It’s installation this 
afternoon at Historic Institute – the exhibition programme – other notes] A Tarde, 
11.01.1937. p2 
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“Installa-se hoje o 2º Congresso Afro-Brasileiro – Como decorrerão os respectivos 
trabalhos” legenda da foto: Dr. Arthur Ramos, estudioso dos assumptos afro-brasileiros 
e que deve comparecer, conforme o anunciado, ao prezado certemen” The II Afro-
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caption: Dr. Arthur Ramos, a scholar of the Afro-Brazilian themes and who should 
attend, as announced, to the dear certamen] Diário de Notícias, 11.01.1937. front cover 
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“O dia de hontem do Congresso Afro-Brasileiro – As theses discutidas nas sessões – A 
visita aos terreiros de Procopio e de Engenho Velho – O programa para hoje – 
Intelectuais brasileiros presentes ao Congresso – Os números de capoeira de amanhã – 
Sessão ordinária” [Yesterday's Afro-Brazilian Congress - The theses discussed in the 
sessions - The visit to the Procópio and Engenho Velho terreiros - The program for 
today - Brazilian intellectuals present at the Congress - Tomorrow's capoeira numbers - 
Ordinary session] Estado da Bahia, anno V, 12.01.1937 

media 
clipping 19370113_PER_OP_003 

“O concerto da artista Olga Coelho” [The artist Olga Coelho’s concert] - Correio da 
Manhã, 13.01.1937. p6 

media 
clipping 

19370114_PER_IICA_010 

“2º Congresso Afro-Brasileiro – o dia de hontem – os congressistas no Opô Afonjá – Os 
trabalhos de hoje – Samba – Capoeira Angola – Visita ao terreiro da Goméa – Sessão da 
noite no Instituto Histórico” [II Afro-Brazilian Congress - the day of yesterday - the 
congressmen at Opô Afonjá - Today's works - Samba - Capoeira Angola - Visit to 
Goméa's terreiro - Evening Session at the Historical Institute] Estado da Bahia, anno V, 
14.01.1937 

media 
clipping 

19370115_PER_IICA_011 “Não se encerrará hoje o 2º Congresso Afro-Brasileiro – Será interrompido pela festa do 
Senhor do Bonfim – Três dias de animados programas” legenda da foto: “Na festa 
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oferecida aos congressistas pelo candomblé do Matatu tirou-se esta fotografia, na qual 
se vêm os estudiosos de opulenta africanologia bahiana entre negros fetichistas. A 
esquerda, o maestro paulista Camargo Guarnieri anota motivos da música bárbara dos 
atabaques, agogôs e ganzás” [The 2nd Afro-Brazilian Congress will not end today - it will 
be interrupted by the Senhor do Bonfim party - three days of lively programs" caption 
of the photo: "At the party offered to the congressmen by the Matatu candomblé, this 
photo was taken, in which scholars of opulent Afro-Brazilian biology among black 
fetishists are seen. On the left, maestro Camargo Guarnieri, from São Paulo, notes the 
motifs of the barbaric music of the atabaques, agogôs and ganzás] A Tarde, 15.01.1937 

media 
clipping 19370115_PER_IICA_012 

“O que vae ser o segundo Congresso Afro-Brasileiro da Bahia – Nota da Commissão 
Central, lida pelo escritor João Calazans, ao microfone da Radio Commercial da Bahia, 
em 9 do corrente – As adesões recebidas e as theses que serão defendidas – O aspecto 
popular do congresso e o apoio do governo – O programa do segundo congresso afro-
brasileiro da Bahia – Comissões técnicas” [What will be the second Afro-Brazilian 
Congress of Bahia - Note from the Central Commission, read by the writer João 
Calazans, at the microphone of Radio Commercial da Bahia, on 9 of the current - The 
adhesions received and the theses that will be defended - The popular aspect of the 
congress and the government support - The program of the second Afro-Brazilian 
Congress of Bahia - Technical Commissions] Diário da Manhã, 15.01.1937 

media 
clipping 

19370115_PER_IICA_013 

“As últimas reuniões do Congresso Afro-Brasileiro – As sessões de terça feira, 19 – A 
homenagem dos congressistas a Nina Rodrigues – Uma festa no candomblé do Bate-
Folha – Os visitantes na Bahia – As theses discutidas – As festas do congresso – O 
encerramento” [The last meetings of the Afro-Brazilian Congress - The sessions of 
Tuesday, 19 - The tribute of the congress participants to Nina Rodrigues - A party in the 
Bate-Folha candomblé - The visitors in Bahia - The theses discussed - The parties of the 
congress - The closing] Estado da Bahia, anno V, 18.01.1937 

media 
clipping 19370117_PER_OP_002 

“A artista Olga Praguer Coelho em Roma” [The artist Olga Praguer Coelho in Rome] - 
Correio da Manhã, 17.01.1937. p5 

media 
clipping 19370118_PER_IICA_014 

“2º Congresso Afro-Brasileiro – Encerra-se amanha o proveitoso certâmen, que 
alcançou apreciável êxito” [2nd Afro-Brazilian Congress - The fruitful certamen, which 
has achieved considerable success, closes tomorrow] A Tarde, 18.01.1937 

Letter 19370119_CAR_AC-MA_007 

From Aydano do Couto Ferraz to Mario de Andrade giving news about Guarnieri’s 
research, asking for collaborations for the congress proceedings and with a note signed 
by Jorge Amado making compliments to Camaargo Guarnieri. 19.01.1937. Typed after 
Reading from the original manuscript, because the copy wasn’t authorized. Ref. MA-C-
CPL2740 

media 
clipping 

19370119_PER_IICA_015 

“O 2º Congresso Afro-Brasileiro – O encerramento – As sessões de hoje – Homenagem 
a Nina Rodrigues – Uma festa no candomblé do Bate Folha – As últimas reuniões do 
congresso” legenda da foto: “Dr. Hosannah de Oliveira, um dos oradores na sessão de 
encerramento do congresso hoje” [The 2nd Afro-Brazilian Congress - The closing - 
Today's sessions - Homage to Nina Rodrigues - A party at the candomblé do Bate Folha - 
The last congress meetings. Photo caption: Dr. Hosannah de Oliveira, one of the 
speakers at the congress closing session today] Diário de Notícias, 19.01.1937. front 
cover. 

media 
clipping 

19370120_PER_IICA_016 

“Encerra-se hoje o Congresso Afro-Brasileiro – uma homenagem a Nina Rodrigues – 
Festa no Candomblé do Bate folha” [The end of the Afro-Brazilian Congress – homage 
to Nina Rodrigues – Feast at candomblé Bate Folha]. Estado da Bahia, anno V, 
20.01.1937 

media 
clipping 19370121_PER_IICA_017 

“Encerrou-se o 2º Congresso Afro-Brasileiro – a homenagem de ontem a Nina 
Rodrigues – Uma visita hoje ao Candomblé do Bate folha” [The end of the Afro-Brazilian 
Congress – Yesterday’s homage to Nina Rodrigues – A visit today at candomblé Bate 
Folha]. Estado da Bahia, anno V, 2i.01.1937 

media 
clipping 

19370121_PER_IICA_018 

“2º Congresso Afro-Brasileiro – o encerramento do brilhante certâmen – as resoluções 
votadas – Os congressistas no candomblé do Bate Folha” [II Afro-Brazilian Congress - 
the closing of the brilliant certamen - the resolutions voted - The congressmen in the 
Bate Folha candomblé] 

Letter 19370130_CAR_AC-MA_008 

From Aydano do Couto Ferraz to Mario de Andrade regretting the small amout of 
money allocated by the São Paulo government for Guarnieri’s work and giving news 
about the collection of musical folkloric material. Typed after Reading from the original 
manuscript, because the copy wasn’t authorized. Ref. MA-C-CPL2741 

photo 193701xx_PHO_CG-EC_002 
“Congressistas no II Congresso Afro-Brasileiro”. Unknown author. Acervo Histórico da 
Discoteca Oneyda Alvarenga. Fundo Discoteca Pública Municipal. Fotos de Mozart 
Camargo Guarnieri e Edison Carneiro, Salvador 1937. Ref.: 68. 

photo 193701xx_PHO_CG-EC_003 

“Mesa que presidiu a sessão de abertura do II Congresso Afro-Brasileiro” [Board that 
presided the opening session of 2nd Afro-Brazilian Congress], IHGB, Salvador, January 
1937. Author unknown, but probably Camargo Guarnieri. From the left to thr right: 
[unknown], Edison Carneiro, Martiniano Bonfim, [unknown], Aydano do Couto Ferraz. 
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Acervo Histórico da Discoteca Oneyda Alvarenga. Fundo Discoteca Pública Municipal. 
Fotos de Mozart Camargo Guarnieri e Edison Carneiro, Salvador 1937. Ref.: 45. 

letter 19370220_CAR_AC-MA_005 

From Aydano Couto Ferraz to Mário de Andrade asking for a text for the annals of the 
2nd Afro-Brazilian Congress; interest in knowing his opinion about the folkloric material 
collected by Camargo Guarnieri; desire to receive a copy of Macunaíma and magazines 
from the Department of Culture. [Manuscript] 

letter 19370318_CAR_AC-MA_004 

From Aydano do Couto Ferraz to Mário de Andrade, informing the receipt of a 
magazine with the program of the 1st Congress of the Sung National Language and 
Macunaíma, and the desire of Edison Carneiro to write about the book. Promising to 
send the special issue of the newspaper Estado da Bahia in honor of Castro Alves. 
[Manuscript] 

letter 19370319_CAR_AC-AR_001 
From Aydano Couto Ferraz to Arthur Ramos dealing with the publication of the works of 
the 2nd Afro-Brazilian Congress that will be published by Civilização Brasileira; attached 
went a letter of Mário de Andrade, not available. [Typed] 

letter 19370327_CAR_EC-AR_007 
From Edison Carneiro to Arthur Ramos suggesting that he publish the "Proceedings of 
the 2nd Afro-Brazilian Congress" by the Library of Scientific Disclosure, sends the index 
of the book "Negros Bantus", and inquiries about the possibility of publishing it. [Typed] 

letter 19370509_CAR_OP-MA_001 

Card from Olga Praguer Coelho, Francisco Mignone, Gaspar Coelho, José Fernandes, Eva 
Borja, Mesquita Sampaio to Mario De Andrade sending greetings from Berlin. Typed 
after Reading from the original manuscript, because the copy wasn’t authorized. Ref. 
MA-C-CPL6319 

letter 19370524_CAR_EC-AR_008 
From Edison Carneiro to Arthur Ramos dealing with the publication of the "Annals of 
the 2nd Afro-Brazilian Congress" and informs that he received an invitation from Mário 
de Andrade to participate in the Congresso de Língua Nacional Cantada. [Manuscript] 

letter 19370524_CAR_EC-MA_001 
From Edison Carneiro to Mário de Andrade, informing Reception of "Macunaíma", 
giving Information about the Afro-Brazilian Congress and about his participation in the I 
Congresso da Língua Nacional Cantada. [Typed] 

letter 19370715_CAR_EC-AR_009 

From Edison Carneiro to Arthur Ramos thanking him for his collaboration in the 
magazine "Flamma", he informs that he will send the chapter and the clichés that were 
missing in the book "Negros Bantus" and that he is organizing the "African Council of 
Bahia". [Manuscript] 

letter 19370719_CAR_EC-AR_010 

From Edison Carneiro to Arthur Ramos communicating that he is committed to 
achieving religious freedom for blacks through the "African Council of Bahia", asks for 
his support for the cause and informs about the organization of an "Afro-Brazilian 
Institute". [Manuscript] 

letter 19370903_CAR_AC-AR_002 
From Aydano Couto Ferraz to Arthur Ramos dealing with the preface and the 
photographs, which would be with Edson Carneiro, for the Annals of the 2nd Afro-
Brazilian Congress. [Manuscript] 

letter 19370921_CAR_MA-AR_001 

From Mário de Andrade to Arthur Ramos thanking him for the book "Culturas Negras" 
(Black Cultures), he indicates on what he bases his work to identify samba or batuque 
with caxambu and jongo and talks about Afro-Brazilian dances. He says he will send his 
work after checking the documentation brought from Bahia by Guarnieri. [Manuscript] 

letter 19370922_CAR_EC-AR_011 
From Edison Carneiro to Arthur Ramos accusing him of receiving "Black Cultures in the 
New World" and asking for support for the "Union of Afro-Brazilian Sects in Bahia". 
[Manuscript] 

media 
clipping 

19372111_PER_IICA_007 

“Installa-se hoje o 2º congresso Afro-Brasileiro – nesta sessão serão lidas as theses de 
dante de Laytano, Alfredo Brandão e Edison Carneiro” [The 2nd Afro-Brazilian Congress 
is being held today - in this session the theses of Dante Laytano, Alfredo Brandão and 
Edison Carneiro will be read] Estado da Bahia, 11.01.1937 

photo 1937xxxx_PHO_CG-EC_001 

“Rum, Rumpi drums”, unknown place, on the left is Camargo Guarnieri and on the right, 
Aydano do Couto Ferraz (not confirmed). Photo by Edison Carneiro (not confirmed). 
Acervo Histórico da Discoteca Oneyda Alvarenga. Fundo Discoteca Pública Municipal. 
Fotos de Mozart Camargo Guarnieri e Edison Carneiro, Salvador 1937. Ref.: 42. 

letter 19380130_CAR_FM-MA_001 

From Francisco Mignone to Mario de Andrade commenting about difficulties in 
converting the money to German Marks, his boarding date towards Germany, 
mentioning the request made by Mario to the Staatliche Museum’s Phonogramm-
archiv, and sending copies of musical scores. In addition: greetings from Liddi Chiafarelli 
(his wife). Typed after Reading from the original manuscript, because the copy wasn’t 
authorized. Ref. MA-C-CPL4797 

letter 19380310_CAR_AC-AR_003 
From Aydano Couto Ferraz to Arthur Ramos asking him to do the meeting and to be in 
charge himself of publishing an article about his book "The Negro in Brazil". 
[Manuscript] 

letter 19380420_CAR_EC-AR_012 
From Edison Carneiro and Aydano Couto Ferraz to Arthur Ramos informing that the 
"Union of the Glory of Professor Arthur Ramos" would be dissolved if the book "The 
Black in Brazil" was not published and the copyright of it paid. [Manuscript] 

letter 
19380514_CAR_AC-AR_004 

 
From Aydano Couto Ferraz to Arthur Ramos commenting on the May 13th celebrations 
in Bahia [Manuscript] 
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letter 19380518_CAR_AC-AR_005 
From Aydano Couto Ferraz to Arthur Ramos praising Edison Carneiro because of a 
misunderstanding between them (Edison and Arthur) [Manuscript] 

letter 19380612_CAR_FM-MA_002  

From Francisco Mignone to Mario de Andrade rendering accounts of the purchase of 
recordings in Germany, destinated to the São Paulo Archive; Maracatu de Chico Rei. 
Note of the archive to see the letter dated 30.03.1938, in which I did not find in the 
Archive. Typed after Reading from the original manuscript, because the copy wasn’t 
authorized. Ref. MA-C-CPL2006 

letter 19380613_CAR_EC-AR_013 

From Edison Carneiro Ferraz to Arthur Ramos referring the cliché to the book "O Negro 
no Brasil", inquiries about the proposal to include the book "A Saudade da África" in the 
Library of Scientific Disclosure and requests collaboration for the newspaper "Letras". 
[Manuscript] 

letter 19380801_CAR_AR-AC_001 
From Arthur Ramos to Aydano do Couto Ferraz introducing Ruth Landes and asking him 
to join Edison Carneiro in helping her research on candomblé]. [Manuscript] 

letter 19380828_CAR_MA-OA_001 

From Mario de Andrade to Oneyda Alvarenga about her concern about the change of 
leadership in the city hall (of São Paulo), informs that attached is a copy of the letter 
from (Marius) Schneider, asks that she can make the payment to him and take the 
opportunity to negotiate with Berlin a machine to reproduce phonograms. She also 
informs of her situation in Rio de Janeiro. [typed] 

letter 193808xx_CAR_MA-MS_001 French - From Mário de Andrade to Marius Schneider [Manuscript] 

reference 1940_REF_NBR-IICA_001 

Title page of “O Negro no Brasil” (proceedings of the 2nd Afro-Brazilian Congress) 
signed by Edison Carneiro and dedicated to the IHGB and Dr. Conceição Menezes in fev. 
1940, photo by Suelen Calonga from the original at IHGB in Feb 2020. And Index pages 
of “O Negro no Brasil” (proceedings of the 2nd Afro-Brazilian Congress), published in 
1940, photo courtesy by  
Rafael Vitor B. Sousa took from the original copy at CCSP - Discoteca Oneyda Alvarenga. 

text 1946_TEX_INF-OA_001 
ONEYDA ALVARENGA: “A influência negra na música brasileira” [The black influence on 
Brazilian music]. In: Boletín Latino Americano de Música, v 6, Apr. 1946. 

text 1998_TEX_INF-AL_001 

ANGELA E. LÜHNING: “O compositor Mozart Camargo Guarnieri e o 2o Congresso Afro-
Brasileiro em Salvador, 1937 (homenagem póstuma)” [The composer Mozart Camargo 
Guarnieri and the 2nd Afro-Brazilian Congress in Salvador, 1937 (posthumous homage)]. 
In: Ritmos em Trânsito: Sócio-Antropologia da Música Bahiana. 1988. 

text 20160219_PER_NB-HA_001 Artists covertly scan bust of Nefertiti and release the data for free online. Hyperallergic 
article. 19.02.2020. 

text 20160301_PER_NB-CW_001 The Nefertiti 3D scan heist is a hoax. Cosmo Wenman article. 16.03.2016. 

text 20160301_PER_NB-NY_001 Swiping priceless antiquity – with a scanner and a 3D printer. The New York Times 
article. 01.03.2016. 

text 20180709_PER_TO-TG_001 
Watch the throne: why artist Thierry Oussou faked an archeological dig. The Guardian. 
09.07.2018. 

text 20180808_PER_TO-SI_001 Thierry Oussou: ‘I would like the discourse that I am developing in my work to educate 
people – to make them think differently’. Studio International interview. 08.08.2018. 

text 20181207_PER_TO-FT_001 
Artist Thierry Oussou: If you take the king’s throne you take their place. Financial Times 
interview. 07.12.2018. 

reference 2020_REF_AHC-CFE_001 

Conselho de Inspeção de Expedições Artísticas e Cientificas no Brasil [Brazilian Council 
of Artistic and Scientific Expeditions Inspection]. Entries related to Germany in the 
1930's and 1940's. Astronomy and Related Sciencies Museum Archive. consulted in Sep 
2020. 

reference 2020_REF_EMB_OP_001 Reference card that returns in the Ethnologishes Museum Berlin Online database from 
the search “Olga Praguer Coelho”. 

reference 2020_REF_EMB_OP_002 Full index card obtained after request of the entry VII WS 242 below. 

text 20200615_PER_MD-AN_001 Activists face trial after attempt to seize African artifact from Paris’ Quai Branly Museum 
as protest. ArtNews article. 15.06.2020. 

text 20200615_PER_MD-AT_001 
Five activists were arrested after trying to seize a 19th century artifact from Paris’ Quai 
Branly Museum and return it to Africa. Artnet News. 15.06.2020. 

text 20200615_PER_MD-TA_001 Protestors seize African artefact from Paris’s Quai Braly museum in bid to ‘bring to 
Africa what was taken’. The Art Newspaper article. 15.06.2020. 

text 20200617_PER_MD-SM_001 Activists try to remove African artifact from Paris Museum. Smithsonian Mag. 17.06.20 
text 20200624_PER_MD-AP_001 Restrictions on African activist upheld after Paris protest. AP News. 24.06.2020. 
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CULTURAL DEPARTMENT OF SÃO PAULO to BERLINER PHONOGRAM-ARCHIV, 1935. my photo of the original from Discoteca 
Oneyda Alvarenga São Paulo Archive.





Title page of “O Negro no Brasil” (proceedings of the 2nd Afro-Brazilian Congress) signed by Edison Carneiro and dedicated to the 
IHGB and Dr. Conceição Menezes in fev. 1940, photo by Suelen Calonga from the original at IHGB in Feb 2020.
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Index pages of “O Negro no Brasil” (proceedings of the 2nd Afro-Brazilian Congress), published in 1940, photo courtesy by 
Rafael Vitor B. Sousa took from the original copy at CCSP - Discoteca Oneyda Alvarenga.



1946_TEX_INF-OA_001

























































1998_TEX_INF-AL_001_1/8



1998_TEX_INF-AL_001_2/8



1998_TEX_INF-AL_001_3/8



1998_TEX_INF-AL_001_4/8



1998_TEX_INF-AL_001_5/8



1998_TEX_INF-AL_001_6/8



1998_TEX_INF-AL_001_7/8



1998_TEX_INF-AL_001_8/8



FE
.T

.2
.0

01
 

D
oc

um
en

to
s 

so
br

e 
a 

ex
po

rt
aç

ão
 

ar
qu

eo
ló

gi
ca

 e
 e

tn
og

rá
fic

a 
ch

ef
ia

da
 p

or
 

Em
il 

H
en

ri
ch

 S
ne

th
la

ge
 (

A
le

m
an

ha
) 

ao
 

Pa
rá

 e
 A

m
az

on
as

. 

Fu
nd

o 
C
on

se
lh

o 
de

 
Fi

sc
al

iz
aç

ão
 d

as
 

Ex
pe

di
çõ

es
 A

rt
ís

tic
as

 e
 

C
ie

nt
ífi

ca
s 

no
 B

ra
si

l -
 

C
FE

 

de
 6

 j
un

. 
19

33
 a

 1
9 

fe
v.

 1
93

5 
R
io

 d
e 

Ja
ne

ir
o.

 
Ex

pe
di

çã
o 

e 
ex

po
rt

aç
ão

 
de

 m
at

er
ia

l 

FE
.T

.2
.0

22
 

D
oc

um
en

to
s 

so
br

e 
pe

di
do

 d
e 

lic
en

ça
 d

e 
Pa

ul
 V

ag
el

er
 (

A
le

m
an

ha
) 

pa
ra

 r
ea

liz
ar

 
vi

ag
em

 d
e 

es
tu

do
s 

a 
bo

rd
o 

do
 d

ir
ig

ív
el

 
G

ra
ff

 Z
ep

el
lin

. 

Fu
nd

o 
C
on

se
lh

o 
de

 
Fi

sc
al

iz
aç

ão
 d

as
 

Ex
pe

di
çõ

es
 A

rt
ís

tic
as

 e
 

C
ie

nt
ífi

ca
s 

no
 B

ra
si

l -
 

C
FE

 

de
 3

0 
ju

n.
 a

 1
2 

ju
l. 

19
34

 
R
io

 d
e 

Ja
ne

ir
o.

 
Ex

pe
di

çã
o 

e 
ex

po
rt

aç
ão

 
de

 m
at

er
ia

l 

C
FE

.T
.2

.0
32

 

D
oc

um
en

to
 s

ob
re

 o
 m

at
er

ia
l c

ol
et

ad
o 

no
 

N
or

de
st

e 
pe

lo
 b

ió
lo

go
 F

. 
Le

nz
 (

A
le

m
an

ha
) 

en
tr

e 
19

34
 e

 1
93

5.
 

Fu
nd

o 
C
on

se
lh

o 
de

 
Fi

sc
al

iz
aç

ão
 d

as
 

Ex
pe

di
çõ

es
 A

rt
ís

tic
as

 e
 

C
ie

nt
ífi

ca
s 

no
 B

ra
si

l -
 

C
FE

 

de
 1

5 
ab

r.
 1

93
5 

C
am

pi
na

 G
ra

nd
e.

 
Ex

pe
di

çã
o 

e 
ex

po
rt

aç
ão

 
de

 m
at

er
ia

l 

C
FE

.T
.2

.0
39

 

D
oc

um
en

to
s 

so
br

e 
a 

ex
pe

di
çã

o 
zo

ol
óg

ic
a 

de
 O

tt
o 

S
ch

ul
tz

-K
am

pf
he

nk
el

, 
G

er
d 

K
ah

le
 

e 
G

er
ha

rd
 K

ra
us

e 
(A

le
m

an
ha

) 
as

 b
ac

ia
s 

do
s 

ri
os

 J
ar

i e
 P

ur
u,

 n
o 

Pa
rá

, 
in

cl
ui

nd
o 

re
co

rt
es

 d
e 

jo
rn

ai
s.

 

Fu
nd

o 
C
on

se
lh

o 
de

 
Fi

sc
al

iz
aç

ão
 d

as
 

Ex
pe

di
çõ

es
 A

rt
ís

tic
as

 e
 

C
ie

nt
ífi

ca
s 

no
 B

ra
si

l -
 

C
FE

 

de
 2

4 
m

ai
o 

19
35

 a
 6

 a
go

. 
19

38
 

R
io

 d
e 

Ja
ne

ir
o.

 
Ex

pe
di

çã
o 

e 
ex

po
rt

aç
ão

 
de

 m
at

er
ia

l 

FE
.T

.2
.0

46
 

C
or

re
sp

on
dê

nc
ia

 s
ob

re
 a

 v
ia

ge
m

 d
o 

en
ge

nh
ei

ro
 D

an
ie

l T
ru

m
py

 (
S
uí

ça
) 

e 
do

 
na

tu
ra

lis
ta

 G
ui

lh
er

m
e 

C
. 

H
ac

hm
ei

st
er

 
(A

le
m

an
ha

),
 n

a 
re

gi
ão

 d
o 

ri
o 

A
m

az
on

as
, 

in
cl

ui
nd

o 
re

co
rt

es
 d

e 
jo

rn
ai

s.
 

Fu
nd

o 
C
on

se
lh

o 
de

 
Fi

sc
al

iz
aç

ão
 d

as
 

Ex
pe

di
çõ

es
 A

rt
ís

tic
as

 e
 

C
ie

nt
ífi

ca
s 

no
 B

ra
si

l -
 

C
FE

 

de
 2

2 
ag

o.
 a

 2
2 

no
v.

 1
93

5 
B
el

ém
. 

M
an

au
s.

 R
io

 d
e 

Ja
ne

ir
o.

 
Ex

pe
di

çã
o 

e 
ex

po
rt

aç
ão

 
de

 m
at

er
ia

l 

C
FE

.T
.2

.0
55

 

C
or

re
sp

on
dê

nc
ia

 s
ob

re
 o

 p
ed

id
o 

de
 

lic
en

ça
 d

o 
ge

ól
og

o 
Fr

itz
 A

ck
er

m
an

n 
(A

le
m

an
ha

) 
pa

ra
 e

st
ud

ar
 s

am
ba

qu
is

, 
co

le
ta

r 
fó

ss
ei

s 
e 

ro
ch

a 
na

 A
m

az
ôn

ia
, 

in
cl

ui
nd

o 
fo

to
gr

af
ia

s.
 

Fu
nd

o 
C
on

se
lh

o 
de

 
Fi

sc
al

iz
aç

ão
 d

as
 

Ex
pe

di
çõ

es
 A

rt
ís

tic
as

 e
 

C
ie

nt
ífi

ca
s 

no
 B

ra
si

l -
 

C
FE

 

de
 2

0 
no

v.
 1

93
5 

a 
19

 a
go

. 
19

36
 

B
el

ém
. 

R
io

 d
e 

Ja
ne

ir
o.

 
Ex

pe
di

çã
o 

e 
ex

po
rt

aç
ão

 
de

 m
at

er
ia

l 

C
FE

.T
.2

.0
63

 

D
oc

um
en

to
s 

so
br

e 
o 

pe
di

do
 d

e 
lic

en
ça

 d
a 

A
ss

oc
ia

çã
o 

In
te

rn
ac

io
na

l d
os

 D
ir
et

or
es

 d
e 

Ja
rd

in
s 

Z
oo

ló
gi

co
s 

(A
le

m
an

ha
) 

pa
ra

 
ex

po
rt

ar
 a

ni
m

ai
s 

do
 A

m
az

on
as

. 

Fu
nd

o 
C
on

se
lh

o 
de

 
Fi

sc
al

iz
aç

ão
 d

as
 

Ex
pe

di
çõ

es
 A

rt
ís

tic
as

 e
 

C
ie

nt
ífi

ca
s 

no
 B

ra
si

l -
 

C
FE

 

de
 9

 a
br

. 
a 

18
 j
un

. 
19

36
 

R
io

 d
e 

Ja
ne

ir
o.

 
Ex

pe
di

çã
o 

e 
ex

po
rt

aç
ão

 
de

 m
at

er
ia

l 

FE
.T

.2
.0

73
 

D
oc

um
en

to
s 

so
br

e 
o 

Pe
di

do
 d

e 
A
nn

em
ar

ie
 

S
ch

ar
la

uc
k 

pa
ra

 e
xp

or
ta

r 
qu

ad
ro

s 
pa

ra
 a

 
A
le

m
an

ha
. 

Fu
nd

o 
C
on

se
lh

o 
de

 
Fi

sc
al

iz
aç

ão
 d

as
 

Ex
pe

di
çõ

es
 A

rt
ís

tic
as

 e
 

C
ie

nt
ífi

ca
s 

no
 B

ra
si

l -
 

C
FE

 

de
 2

7 
a 

23
 o

ut
. 

19
45

 
R
io

 d
e 

Ja
ne

ir
o.

 
Ex

pe
di

çã
o 

e 
ex

po
rt

aç
ão

 
de

 m
at

er
ia

l 

2020_REF_AHC-CFE_001 - 1/4

Conselho de Inspeção de Expedições Artísticas e Científicas no Brasil [Brazilian Council of Artistic and Scientific Expeditions Inspection].Entries related to Germany 
in the 1930's and 1940's. Astronomy and Related Sciencies Museum Archive. consulted in Sep 2020.

javascript:void(0);
javascript:void(0);
javascript:void(0);
javascript:void(0);
javascript:void(0);
javascript:void(0);
javascript:void(0);
javascript:void(0);


C
FE

.T
.2

.0
79

 

D
oc

um
en

to
s 

so
br

e 
o 

pe
di

do
 d

e 
A
lc

ui
no

 
M

ey
er

 (
A
le

m
an

ha
) 

pa
ra

 e
xp

or
ta

r 
m

at
er

ia
l 

et
no

gr
áf

ic
o 

do
 A

m
az

on
as

. 

Fu
nd

o 
C
on

se
lh

o 
de

 
Fi

sc
al

iz
aç

ão
 d

as
 

Ex
pe

di
çõ

es
 A

rt
ís

tic
as

 e
 

C
ie

nt
ífi

ca
s 

no
 B

ra
si

l -
 

C
FE

 

de
 1

1 
a 

12
 n

ov
. 

19
36

 
R
io

 d
e 

Ja
ne

ir
o.

 
Ex

pe
di

çã
o 

e 
ex

po
rt

aç
ão

 
de

 m
at

er
ia

l 

C
FE

.T
.2

.0
90

 

D
oc

um
en

to
s 

so
br

e 
o 

pe
di

do
 d

e 
lic

en
ça

 d
e 

G
un

th
er

 T
he

od
or

 T
es

sm
an

n 
(A

le
m

an
ha

) 
pa

ra
 e

xp
or

ta
r 

m
at

er
ia

l b
ot

ân
ic

o 
co

le
ta

do
 

em
 R

ol
ân

di
a 

(P
R
).

 

Fu
nd

o 
C
on

se
lh

o 
de

 
Fi

sc
al

iz
aç

ão
 d

as
 

Ex
pe

di
çõ

es
 A

rt
ís

tic
as

 e
 

C
ie

nt
ífi

ca
s 

no
 B

ra
si

l -
 

C
FE

 

de
 2

7 
ab

r.
 1

93
7 

a 
20

 m
ai

o 
19

39
 

B
er

lim
. 

R
io

 d
e 

Ja
ne

ir
o.

 
R
ol

ân
di

a.
 

Ex
pe

di
çã

o 
e 

ex
po

rt
aç

ão
 

de
 m

at
er

ia
l 

C
FE

.T
.2

.0
92

 

D
oc

um
en

to
s 

so
br

e 
o 

pe
di

do
 d

e 
lic

en
ça

 d
e 

H
ug

o 
H

eg
en

be
rg

 e
 H

ei
nz

 H
im

m
el

re
ic

h 
(A

le
m

an
ha

) 
pa

ra
 r

ea
liz

ar
 p

es
qu

is
as

 
en

to
m

ol
óg

ic
as

 e
 f

az
er

 le
va

nt
am

en
to

 
ge

og
rá

fic
o 

no
 r

io
 A

ri
no

s 
(M

T)
. 

Fu
nd

o 
C
on

se
lh

o 
de

 
Fi

sc
al

iz
aç

ão
 d

as
 

Ex
pe

di
çõ

es
 A

rt
ís

tic
as

 e
 

C
ie

nt
ífi

ca
s 

no
 B

ra
si

l -
 

C
FE

 

de
 8

 m
ai

o 
a 

2 
se

t.
 1

93
7 

R
io

 d
e 

Ja
ne

ir
o.

 
Ex

pe
di

çã
o 

e 
ex

po
rt

aç
ão

 
de

 m
at

er
ia

l 

C
FE

.T
.2

.0
93

 
C
or

re
sp

on
dê

nc
ia

 s
ob

re
 a

 e
xp

ed
iç

ão
 d

o 
ca

sa
l E

ck
ne

r 
(A

le
m

an
ha

) 
pa

ra
 c

ol
et

ar
 

m
at

er
ia

l z
oo

ló
gi

co
 n

o 
C
ea

rá
 .

 

Fu
nd

o 
C
on

se
lh

o 
de

 
Fi

sc
al

iz
aç

ão
 d

as
 

Ex
pe

di
çõ

es
 A

rt
ís

tic
as

 e
 

C
ie

nt
ífi

ca
s 

no
 B

ra
si

l -
 

C
FE

 

de
 1

0 
m

ai
o 

a 
5 

ju
l. 

19
37

 
Fo

rt
al

ez
a.

 R
io

 d
e 

Ja
ne

ir
o.

 
Ex

pe
di

çã
o 

e 
ex

po
rt

aç
ão

 
de

 m
at

er
ia

l 

C
FE

.T
.2

.0
97

 

D
oc

um
en

to
s 

so
br

e 
a 

ex
pe

di
çã

o 
e 

pe
di

do
 

de
 r

en
ov

aç
ão

 d
e 

lic
en

ça
 d

e 
A
do

lf 
S
ch

ne
id

er
 (

A
le

m
an

ha
) 

pa
ra

 r
ea

liz
ar

 
es

tu
do

s 
e 

co
le

ta
 d

e 
m

at
er

ia
l z

oo
ló

gi
co

 n
os

 
es

ta
do

s 
do

 R
io

 d
e 

Ja
ne

ir
o 

e 
Es

pí
ri
to

 
S
an

to
; 

po
st

er
io

rm
en

te
 li

ce
nc

ia
do

 p
ar

a 
pe

sq
ui

sa
r 

no
s 

es
ta

do
s 

de
 S

ão
 P

au
lo

, 
M

in
as

 G
er

ai
s 

e 
M

at
o 

G
ro

ss
o.

 

Fu
nd

o 
C
on

se
lh

o 
de

 
Fi

sc
al

iz
aç

ão
 d

as
 

Ex
pe

di
çõ

es
 A

rt
ís

tic
as

 e
 

C
ie

nt
ífi

ca
s 

no
 B

ra
si

l -
 

C
FE

 

de
 2

 j
ul

. 
19

37
 a

 1
4 

fe
v.

 1
95

1 
R
io

 d
e 

Ja
ne

ir
o.

 
O

ra
ni

eb
ur

g 
(A

le
m

an
ha

).
 

Ex
pe

di
çã

o 
e 

ex
po

rt
aç

ão
 

de
 m

at
er

ia
l 

C
FE

.T
.2

.1
00

 

D
oc

um
en

to
s 

so
br

e 
o 

pe
di

do
 d

e 
lic

en
ça

 d
e 

H
an

s 
K
ri

eg
 (

Al
em

an
ha

) 
pa

ra
 r

ea
liz

ar
 

ex
pe

di
çã

o 
zo

ol
óg

ic
a 

no
 P

ar
an

á,
 in

cl
ui

nd
o 

re
co

rt
es

 d
e 

jo
rn

ai
s.

 

Fu
nd

o 
C
on

se
lh

o 
de

 
Fi

sc
al

iz
aç

ão
 d

as
 

Ex
pe

di
çõ

es
 A

rt
ís

tic
as

 e
 

C
ie

nt
ífi

ca
s 

no
 B

ra
si

l -
 

C
FE

 

de
 2

9 
se

t.
 1

93
7 

a 
13

 m
ai

o 
19

40
 

R
io

 d
e 

Ja
ne

ir
o.

 
Ex

pe
di

çã
o 

e 
ex

po
rt

aç
ão

 
de

 m
at

er
ia

l 

C
FE

.T
.2

.1
26

 
C
or

re
sp

on
dê

nc
ia

 s
ob

re
 a

 e
xp

ed
iç

ão
 d

e 
O

tt
o 

W
ill

y 
U

lr
ic

h 
(A

le
m

an
ha

) 
em

 M
at

o 
G

ro
ss

o.
 

Fu
nd

o 
C
on

se
lh

o 
de

 
Fi

sc
al

iz
aç

ão
 d

as
 

Ex
pe

di
çõ

es
 A

rt
ís

tic
as

 e
 

C
ie

nt
ífi

ca
s 

no
 B

ra
si

l -
 

C
FE

 

de
 2

5 
no

v.
 1

93
8 

a 
30

 o
ut

. 
19

39
 

C
ui

ab
á.

 R
io

 d
e 

Ja
ne

ir
o.

 
Ex

pe
di

çã
o 

e 
ex

po
rt

aç
ão

 
de

 m
at

er
ia

l 

C
FE

.T
.2

.1
27

 

D
oc

um
en

to
s 

so
br

e 
os

 p
ed

id
os

 d
e 

lic
en

ça
 

de
 H

ei
nz

 H
im

m
el

re
ic

h 
(A

le
m

an
ha

) 
pa

ra
 

re
al

iz
ar

 e
st

ud
os

 e
nt

om
ol

óg
ic

os
 e

 
fo

to
gr

af
ar

 a
 f
au

na
 e

 f
lo

ra
 d

o 
ri

o 
Ar

ag
ua

ia
 

at
é 

a 
Il
ha

 d
o 

B
an

an
al

. 

Fu
nd

o 
C
on

se
lh

o 
de

 
Fi

sc
al

iz
aç

ão
 d

as
 

Ex
pe

di
çõ

es
 A

rt
ís

tic
as

 e
 

C
ie

nt
ífi

ca
s 

no
 B

ra
si

l -
 

C
FE

 

de
 2

 d
ez

. 
19

38
 a

 d
ez

. 
19

40
 

R
io

 d
e 

Ja
ne

ir
o.

 S
ão

 
Pa

ul
o.

 
Ex

pe
di

çã
o 

e 
ex

po
rt

aç
ão

 
de

 m
at

er
ia

l 

2020_REF_AHC-CFE_001 - 2/4

Conselho de Inspeção de Expedições Artísticas e Científicas no Brasil [Brazilian Council of Artistic and Scientific Expeditions Inspection].Entries related to Germany 
in the 1930's and 1940's. Astronomy and Related Sciencies Museum Archive. consulted in Sep 2020.

javascript:void(0);
javascript:void(0);
javascript:void(0);
javascript:void(0);
javascript:void(0);
javascript:void(0);
javascript:void(0);
javascript:void(0);


C
FE

.T
.2

.1
53

 

D
oc

um
en

to
s 

so
br

e 
o 

pe
di

do
 d

e 
lic

en
ça

 d
o 

bi
ól

og
o 

G
ui

nt
he

r 
Th

eo
do

r 
Te

ss
m

an
n 

(A
le

m
an

ha
) 

pa
ra

 r
ea

liz
ar

 o
bs

er
va

çõ
es

 n
os

 
es

ta
do

s 
do

 P
ar

an
á 

e 
S
ão

 P
au

lo
. 

Fu
nd

o 
C
on

se
lh

o 
de

 
Fi

sc
al

iz
aç

ão
 d

as
 

Ex
pe

di
çõ

es
 A

rt
ís

tic
as

 e
 

C
ie

nt
ífi

ca
s 

no
 B

ra
si

l -
 

C
FE

 

08
 a

go
. 

19
39

 a
 1

1 
ju

l. 
19

40
 

R
io

 d
e 

Ja
ne

ir
o.

 
Ex

pe
di

çã
o 

e 
ex

po
rt

aç
ão

 
de

 m
at

er
ia

l 

C
FE

.T
.2

.1
75

 

D
oc

um
en

to
s 

so
br

e 
a 

ex
pe

di
çã

o 
de

 
H

ei
nr

ic
h 

M
ax

im
ili

an
 F

ri
ed

ri
ch

 H
el

m
ut

 S
ic

k 
(A

le
m

an
ha

),
 q

ue
 r

ea
liz

ou
 e

st
ud

os
 

or
ni

to
ló

gi
co

s 
no

 P
ic

o 
da

 B
an

de
ir

a 
(E

sp
ír

ito
 

S
an

to
) 

in
cl

ui
nd

o 
fo

to
gr

af
ia

, 
re

co
rt

es
 d

e 
jo

rn
ai

s,
 c

ad
er

ne
ta

s 
de

 c
am

po
 e

 c
ad

er
no

 
de

 a
no

ta
çõ

es
. 

Fu
nd

o 
C
on

se
lh

o 
de

 
Fi

sc
al

iz
aç

ão
 d

as
 

Ex
pe

di
çõ

es
 A

rt
ís

tic
as

 e
 

C
ie

nt
ífi

ca
s 

no
 B

ra
si

l -
 

C
FE

 

20
 f

ev
. 

19
41

 a
 0

4 
ou

t.
 1

94
5 

B
er

lim
. 

R
io

 d
e 

Ja
ne

ir
o.

 
V
itó

ri
a.

 
Ex

pe
di

çã
o 

e 
ex

po
rt

aç
ão

 
de

 m
at

er
ia

l 

C
FE

.T
.2

.1
84

 

D
oc

um
en

to
s 

so
br

e 
a 

ex
pe

di
çã

o 
nã

o 
re

al
iz

ad
a 

do
s 

zo
ól

og
os

 H
or

st
 K

le
e 

e 
H

ei
nr

ic
h 

M
ar

ia
 W

en
ze

l (
A
le

m
an

ha
) 

a 
Il
ha

 
do

 B
an

an
al

 e
 a

o 
ri

o 
Ar

ag
ua

ia
, 

in
cl

ui
nd

o 
re

co
rt

es
 d

e 
jo

rn
ai

s.
 

Fu
nd

o 
C
on

se
lh

o 
de

 
Fi

sc
al

iz
aç

ão
 d

as
 

Ex
pe

di
çõ

es
 A

rt
ís

tic
as

 e
 

C
ie

nt
ífi

ca
s 

no
 B

ra
si

l -
 

C
FE

 

21
 n

ov
. 

19
41

 a
 1

1 
ag

o.
 1

94
2 

G
oi

ân
ia

. 
R
io

 d
e 

Ja
ne

ir
o.

 
S
ão

 P
au

lo
. 

Ex
pe

di
çã

o 
e 

ex
po

rt
aç

ão
 

de
 m

at
er

ia
l 

C
FE

.T
.2

.2
44

 
Te

le
gr

am
as

 p
ed

in
do

 in
fo

rm
aç

õe
s 

so
br

e 
o 

ex
pe

di
ci

on
ár

io
 F

ra
nz

 L
oh

n 
(A

le
m

an
ha

).
 

Fu
nd

o 
C
on

se
lh

o 
de

 
Fi

sc
al

iz
aç

ão
 d

as
 

Ex
pe

di
çõ

es
 A

rt
ís

tic
as

 e
 

C
ie

nt
ífi

ca
s 

no
 B

ra
si

l -
 

C
FE

 

12
 m

ai
o 

a 
28

 m
ai

o 
19

47
 

B
el

ém
. 

R
io

 d
e 

Ja
ne

ir
o.

 
Ex

pe
di

çã
o 

e 
ex

po
rt

aç
ão

 
de

 m
at

er
ia

l 

C
FE

.T
.2

.2
80

 

D
oc

um
en

to
s 

so
br

e 
a 

ex
po

rt
aç

ão
 d

e 
sa

po
s 

po
r 

Pa
ul

 G
ie

sl
er

 p
ar

a 
a 

A
le

m
an

ha
. 

Fu
nd

o 
C
on

se
lh

o 
de

 
Fi

sc
al

iz
aç

ão
 d

as
 

Ex
pe

di
çõ

es
 A

rt
ís

tic
as

 e
 

C
ie

nt
ífi

ca
s 

no
 B

ra
si

l -
 

C
FE

 

de
 1

0 
ju

l. 
a 

13
 s

et
. 

19
51

 
R
io

 d
e 

Ja
ne

ir
o.

 
Ex

pe
di

çã
o 

e 
ex

po
rt

aç
ão

 
de

 m
at

er
ia

l 

C
FE

.T
.2

.2
90

 

D
oc

um
en

to
s 

so
br

e 
o 

pe
di

do
 d

e 
lic

en
ça

 d
e 

K
ar

l P
ae

ch
 (

A
le

m
an

ha
) 

pa
ra

 r
ea

liz
ar

 
ex

pe
di

çã
o 

bo
tâ

ni
ca

 n
os

 e
st

ad
os

 d
e 

S
ão

 
Pa

ul
o,

 P
ar

an
á 

e 
S
an

ta
 C

at
ar

in
a,

 in
cl

ui
nd

o 
re

la
tó

ri
o.

 

Fu
nd

o 
C
on

se
lh

o 
de

 
Fi

sc
al

iz
aç

ão
 d

as
 

Ex
pe

di
çõ

es
 A

rt
ís

tic
as

 e
 

C
ie

nt
ífi

ca
s 

no
 B

ra
si

l -
 

C
FE

 

de
 9

 j
ul

. 
19

52
 a

 1
3 

m
ai

o 
19

53
 

C
ur

iti
ba

. 
R
io

 d
e 

Ja
ne

ir
o.

 
S
ão

 P
au

lo
. 

Ex
pe

di
çã

o 
e 

ex
po

rt
aç

ão
 

de
 m

at
er

ia
l 

C
FE

.T
.2

.2
95

 

D
oc

um
en

to
s 

so
br

e 
o 

pe
di

do
 d

e 
lic

en
ça

 d
e 

B
en

ja
m

in
 R

on
do

n 
(B

ra
si

l)
 p

ar
a 

ch
ef

ia
r 

um
a 

ex
pe

di
çã

o 
do

 J
ar

di
m

 Z
oo

ló
gi

co
 d

e 
H

am
bu

rg
o 

(A
le

m
an

ha
) 

pa
ra

 c
ol

et
ar

 
co

br
as

. 

Fu
nd

o 
C
on

se
lh

o 
de

 
Fi

sc
al

iz
aç

ão
 d

as
 

Ex
pe

di
çõ

es
 A

rt
ís

tic
as

 e
 

C
ie

nt
ífi

ca
s 

no
 B

ra
si

l -
 

C
FE

 

de
 2

9 
se

t.
 a

 2
9 

ou
t.

 1
95

2 
R
io

 d
e 

Ja
ne

ir
o.

 P
ar

iti
ns

. 
Ex

pe
di

çã
o 

e 
ex

po
rt

aç
ão

 
de

 m
at

er
ia

l 

C
FE

.T
.2

.2
98

 

C
or

re
sp

on
dê

nc
ia

 s
ob

re
 o

 p
ed

id
o 

de
 

ce
rt

ifi
ca

do
 d

e 
ex

po
rt

aç
ão

 d
e 

H
ei

nr
ic

h 
M

ax
im

ili
an

 F
ri
ed

ri
ch

 H
el

m
ut

 S
ic

k 
(A

le
m

an
ha

),
 q

ue
 d

es
ej

a 
en

vi
ar

 a
ve

s 
pa

ra
 

U
ni

ve
rs

id
ad

e 
de

 O
kl

ah
om

a,
 in

cl
ui

nd
o 

do
cu

m
en

to
 d

e 
ex

po
rt

aç
ão

. 

Fu
nd

o 
C
on

se
lh

o 
de

 
Fi

sc
al

iz
aç

ão
 d

as
 

Ex
pe

di
çõ

es
 A

rt
ís

tic
as

 e
 

C
ie

nt
ífi

ca
s 

no
 B

ra
si

l -
 

C
FE

 

de
 1

2 
m

ai
o 

a 
19

 m
ai

o 
19

53
 

R
io

 d
e 

Ja
ne

ir
o.

 
O

kl
ah

om
a 

(E
U

A
).

 
Ex

pe
di

çã
o 

e 
ex

po
rt

aç
ão

 
de

 m
at

er
ia

l 

2020_REF_AHC-CFE_001 - 3/4

Conselho de Inspeção de Expedições Artísticas e Científicas no Brasil [Brazilian Council of Artistic and Scientific Expeditions Inspection].Entries related to Germany 
in the 1930's and 1940's. Astronomy and Related Sciencies Museum Archive. consulted in Sep 2020.

javascript:void(0);
javascript:void(0);
javascript:void(0);
javascript:void(0);
javascript:void(0);
javascript:void(0);
javascript:void(0);
javascript:void(0);


C
FE

.T
.2

.2
99

 

D
oc

um
en

to
s 

so
br

e 
o 

pe
di

do
 d

e 
lic

en
ça

 d
e 

W
al

te
r 

Fo
rs

te
r 

e 
O

tt
o 

S
ch

in
dl

er
 

(A
le

m
an

ha
) 

pa
ra

 r
ea

liz
ar

 p
es

qu
is

as
 

zo
ol

óg
ic

as
 n

o 
Pa

rá
, 

in
cl

ui
nd

o 
do

cu
m

en
to

s 
so

br
e 

m
at

er
ia

l c
ol

et
ad

o.
 

Fu
nd

o 
C
on

se
lh

o 
de

 
Fi

sc
al

iz
aç

ão
 d

as
 

Ex
pe

di
çõ

es
 A

rt
ís

tic
as

 e
 

C
ie

nt
ífi

ca
s 

no
 B

ra
si

l -
 

C
FE

 

de
 2

8 
ag

o.
 a

 1
5 

ou
t.

 1
95

3 
R
io

 d
e 

Ja
ne

ir
o.

 
Ex

pe
di

çã
o 

e 
ex

po
rt

aç
ão

 
de

 m
at

er
ia

l 

FE
.T

.2
.3

05
 

D
oc

um
en

to
s 

so
br

e 
a 

ex
pe

di
çã

o 
et

no
gr

áf
ic

a 
de

 M
an

fr
ed

 R
au

sh
er

t 
(A

le
m

an
ha

) 
ao

 n
or

te
 d

o 
es

ta
do

 d
o 

Pa
rá

, 
in

cl
ui

nd
o 

ce
rt

ifi
ca

do
 d

e 
ex

po
rt

aç
ão

. 

Fu
nd

o 
C
on

se
lh

o 
de

 
Fi

sc
al

iz
aç

ão
 d

as
 

Ex
pe

di
çõ

es
 A

rt
ís

tic
as

 e
 

C
ie

nt
ífi

ca
s 

no
 B

ra
si

l -
 

C
FE

 

de
 2

9 
m

ai
o 

19
54

 a
 2

7 
ab

r.
 

19
65

 
R
io

 d
e 

Ja
ne

ir
o.

 
Ex

pe
di

çã
o 

e 
ex

po
rt

aç
ão

 
de

 m
at

er
ia

l 

C
FE

.T
.2

.3
13

 

D
oc

um
en

to
s 

so
br

e 
o 

pe
di

do
 d

e 
lic

en
ça

 d
e 

G
eo

rg
 F

re
y 

(A
le

m
an

ha
) 

pa
ra

 c
ol

et
ar

 
ex

em
pl

ar
es

 d
e 

co
le

op
te

ro
s 

e 
he

lm
ífe

ro
s 

no
 B

ra
si

l. 

Fu
nd

o 
C
on

se
lh

o 
de

 
Fi

sc
al

iz
aç

ão
 d

as
 

Ex
pe

di
çõ

es
 A

rt
ís

tic
as

 e
 

C
ie

nt
ífi

ca
s 

no
 B

ra
si

l -
 

C
FE

 

de
 9

 m
ar

. 
a 

16
 s

et
. 

19
55

 
R
io

 d
e 

Ja
ne

ir
o.

 M
un

iq
ue

 
(A

le
m

an
ha

).
 

Ex
pe

di
çã

o 
e 

ex
po

rt
aç

ão
 

de
 m

at
er

ia
l 

C
FE

.T
.2

.3
20

 

D
oc

um
en

to
s 

so
br

e 
o 

pe
di

do
 d

e 
lic

en
ça

 e
 

ex
pe

di
çã

o 
de

 E
ri

ch
 W

us
ta

m
an

n 
(A

le
m

an
ha

) 
pa

ra
 c

on
he

ce
r 

tr
ib

os
 

in
dí

ge
na

s 
no

s 
es

ta
do

s 
do

 A
m

az
on

as
 e

 
Pa

rá
. 

Fu
nd

o 
C
on

se
lh

o 
de

 
Fi

sc
al

iz
aç

ão
 d

as
 

Ex
pe

di
çõ

es
 A

rt
ís

tic
as

 e
 

C
ie

nt
ífi

ca
s 

no
 B

ra
si

l -
 

C
FE

 

de
 1

8 
ju

l. 
19

55
 a

 1
0 

ju
l. 

19
58

 
R
io

 d
e 

Ja
ne

ir
o.

 S
ão

 
Pa

ul
o.

 
Ex

pe
di

çã
o 

e 
ex

po
rt

aç
ão

 
de

 m
at

er
ia

l 

C
FE

.T
.2

.3
63

 

D
oc

um
en

to
s 

so
br

e 
o 

pe
di

do
 d

e 
lic

en
ça

 d
e 

H
an

z 
Er

tl 
(A

le
m

an
ha

) 
pa

ra
 p

ro
du

zi
r 

um
 

fil
m

e 
do

cu
m

en
tá

ri
o 

no
 B

ra
si

l. 

Fu
nd

o 
C
on

se
lh

o 
de

 
Fi

sc
al

iz
aç

ão
 d

as
 

Ex
pe

di
çõ

es
 A

rt
ís

tic
as

 e
 

C
ie

nt
ífi

ca
s 

no
 B

ra
si

l -
 

C
FE

 

de
 2

5 
fe

v.
 a

 1
8 

ab
r.

 1
96

0 
R
io

 d
e 

Ja
ne

ir
o.

 
Ex

pe
di

çã
o 

e 
ex

po
rt

aç
ão

 
de

 m
at

er
ia

l 

C
FE

.T
.2

.3
91

 

D
oc

um
en

to
s 

so
br

e 
o 

pe
di

do
 d

e 
lic

en
ça

 d
e 

W
ol

f 
H

er
re

 (
A
le

m
an

ha
) 

pa
ra

 r
ea

liz
ar

 
ex

pe
di

çã
o 

en
to

m
ol

óg
ic

a.
 

Fu
nd

o 
C
on

se
lh

o 
de

 
Fi

sc
al

iz
aç

ão
 d

as
 

Ex
pe

di
çõ

es
 A

rt
ís

tic
as

 e
 

C
ie

nt
ífi

ca
s 

no
 B

ra
si

l -
 

C
FE

 

de
 2

7 
se

t.
 a

 2
2 

ou
t.

 1
96

2 
R
io

 d
e 

Ja
ne

ir
o.

 
Ex

pe
di

çã
o 

e 
ex

po
rt

aç
ão

 
de

 m
at

er
ia

l 

C
FE

.T
.2

.4
24

 

D
oc

um
en

to
s 

da
 e

xp
ed

iç
ão

 d
a 

Fa
cu

ld
ad

e 
N

ac
io

na
l d

e 
O

do
nt

ol
og

ia
 d

a 
U

ni
ve

rs
id

ad
e 

do
 B

ra
si

l, 
ch

ef
ia

da
 p

or
 H

el
m

ul
t 

R
ai

se
r 

e 
Jo

ha
nn

es
 S

ch
ne

id
er

 (
A
le

m
an

ha
),

 c
om

 o
 

ob
je

tiv
o 

de
 p

es
qu

is
ar

 a
rc

ad
as

 d
en

tá
ri

as
 

de
 u

m
a 

tr
ib

o 
in

dí
ge

na
 d

a 
re

gi
ão

 
am

az
ôn

ic
a.

 

Fu
nd

o 
C
on

se
lh

o 
de

 
Fi

sc
al

iz
aç

ão
 d

as
 

Ex
pe

di
çõ

es
 A

rt
ís

tic
as

 e
 

C
ie

nt
ífi

ca
s 

no
 B

ra
si

l -
 

C
FE

 

de
 1

8 
ja

n.
 a

 1
5 

fe
v.

 1
96

6 
R
io

 d
e 

Ja
ne

ir
o.

 
Ex

pe
di

çã
o 

e 
ex

po
rt

aç
ão

 
de

 m
at

er
ia

l 

C
FE

.T
.2

.4
47

 

D
oc

um
en

to
s 

so
br

e 
o 

pe
di

do
 d

e 
lic

en
ça

 d
a 

bo
tâ

ni
ca

 e
 z

oó
lo

ga
 A

m
an

da
 F

lo
ra

 H
ild

a 
B
le

he
r 

(A
le

m
an

ha
) 

pa
ra

 c
ol

he
r 

e 
es

tu
da

r 
es

pé
ci

es
 d

e 
pl

an
ta

s 
aq

uá
tic

as
 e

 e
pí

fit
as

. 

Fu
nd

o 
C
on

se
lh

o 
de

 
Fi

sc
al

iz
aç

ão
 d

as
 

Ex
pe

di
çõ

es
 A

rt
ís

tic
as

 e
 

C
ie

nt
ífi

ca
s 

no
 B

ra
si

l -
 

C
FE

 

de
 3

0 
m

ai
o 

a 
5 

ju
l. 

19
60

 
R
io

 d
e 

Ja
ne

ir
o.

 
Ex

pe
di

çã
o 

e 
ex

po
rt

aç
ão

 
de

 m
at

er
ia

l 

So
ur

ce
: h

ttp
://

ze
ni

th
.m

as
t.b

r/v
_d

os
si

e_
te

xt
ua

l_
pe

sq
lis

t.p
hp

?x
_I

D
_F

U
N

D
O

=1
0&

z_
ID

_F
U

N
D

O
=%

3D
&

cm
d=

se
ar

ch
 

Ac
er

vo
 d

o 
M

us
eu

 d
e 

As
tr

on
om

ia
 e

 C
iê

nc
ia

s A
fin

s:
 h

ttp
://

si
te

.m
as

t.b
r/h

ot
si

te
_a

ce
rv

o_
ar

qu
iv

is
tic

o/
in

de
x.

ht
m

l 

2020_REF_AHC-CFE_001 - 4/4

Conselho de Inspeção de Expedições Artísticas e Científicas no Brasil [Brazilian Council of Artistic and Scientific Expeditions Inspection].Entries related to Germany 
in the 1930's and 1940's. Astronomy and Related Sciencies Museum Archive. consulted in Sep 2020.

javascript:void(0);
javascript:void(0);
javascript:void(0);
javascript:void(0);
javascript:void(0);
javascript:void(0);
javascript:void(0);
javascript:void(0);
http://zenith.mast.br/v_dossie_textual_pesqlist.php?x_ID_FUNDO=10&z_ID_FUNDO=%3D&cmd=search
http://site.mast.br/hotsite_acervo_arquivistico/index.html


2020_REF_EMB_OP_001

Ethnologisches Museum | Phonogramm-Archiv. http://www.smb-digital.de/eMuseumPlus?service=ExternalInterface&module=collec-
tion&objectId=750247&viewType=detailView. Ref.: Ident.Nr. VII WS 242



2020_REF_EMB_OP_002

Ethnologisches Museum | Phonogramm-Archiv. Index card. Ref.: Ident.Nr. VII WS 242



193601xx_CAR_AA-MA_001 - 1/1

AYRES DE ANDRADE to MÁRIO DE ANDRADE, jAN 1936. IEB-USP Archive, Col. Mário de Andrade, Ref: MA-C-CPL, 485



193607xx_CAR_AC-MA_003 - 1/2

AYDANO COUTO FERRAZ to MÁRIO DE ANDRADE, jul 1936. IEB-USP Archive, Col. Mário de Andrade, Ref: MA-C-CPMMA, 2735



193607xx_CAR_AC-MA_003 - 2/2

AYDANO COUTO FERRAZ to MÁRIO DE ANDRADE, jul 1936. IEB-USP Archive, Col. Mário de Andrade, Ref: MA-C-CPMMA, 2735



193607xx_CAR_RG-CM_001 - 1/1

REGINALDO GUIMARÃES (2nd Afro-Brazilian Congress) to FRANCISCO CONCEIÇÃO MENEZES, xx.07.1936. my photo of original 
from Instituto Geográfico e Histórico da Bahia; Theodoro Sampaio Archive.







193808xx_CAR_MA-MS_001 - 1/5

MÁRIO DE ANDRADE to MARIUS SCHNEIDER, ago1938. IEB-USP Archive, Col. Mário de Andrade, Ref: MA-C-CA539



193808xx_CAR_MA-MS_001 - 2/5

MÁRIO DE ANDRADE to MARIUS SCHNEIDER, ago1938. IEB-USP Archive, Col. Mário de Andrade, Ref: MA-C-CA539



193808xx_CAR_MA-MS_001 - 3/5

MÁRIO DE ANDRADE to MARIUS SCHNEIDER, ago1938. IEB-USP Archive, Col. Mário de Andrade, Ref: MA-C-CA539



193808xx_CAR_MA-MS_001 - 4/5

MÁRIO DE ANDRADE to MARIUS SCHNEIDER, ago1938. IEB-USP Archive, Col. Mário de Andrade, Ref: MA-C-CA539



193808xx_CAR_MA-MS_001 - 5/5

MÁRIO DE ANDRADE to MARIUS SCHNEIDER, ago1938. IEB-USP Archive, Col. Mário de Andrade, Ref: MA-C-CA539



19341011_CAR_MS-RP_001 - 1/1

MARIUS SCHNEIDER to ROQUETTE PINTO, 29.04.1936. Hand note by Heloisa Torres to Mario de Andrade. my photo of the original 
from Discoteca Oneyda Alvarenga São Paulo Archive.



19350425_CAR_MSN-EMB_001 - 1/1

BRAZILIAN NATIONAL MUSEUM (J. Cesar Diogo) to BERLINER PHONOGRAM-ARCHIV (Marius Schneider), 25.04.1935. my photo 
of the original from Discoteca Oneyda Alvarenga São Paulo Archive.



MÁRIO DE ANDRADE to ARTHUR RAMOS, 17.12.1935. Brazilian National Library; Arthur Ramos Collection. Ref.: mss1307698

19351217_CAR_OA-AR_001 - 1/1



19360104_CAR_EC-AR_001 - 1/3

EDISON CARNEIRO to ARTHUR RAMOS, 04.01.1936. Brazilian National Library; Arthur Ramos Collection. Ref.: mss1299532



19360104_CAR_EC-AR_001 - 2/3

EDISON CARNEIRO to ARTHUR RAMOS, 04.01.1936. Brazilian National Library; Arthur Ramos Collection. Ref.: mss1299532



19360104_CAR_EC-AR_001 - 3/3

EDISON CARNEIRO to ARTHUR RAMOS, 04.01.1936. Brazilian National Library; Arthur Ramos Collection. Ref.: mss1299532



19360127_CAR_EC-AR_002 - 1-2/4

EDISON CARNEIRO to ARTHUR RAMOS, 27.01.1936. Brazilian National Library; Arthur Ramos Collection. Ref.: mss1299533



19360127_CAR_EC-AR_002 - 3-4/4

EDISON CARNEIRO to ARTHUR RAMOS, 27.01.1936. Brazilian National Library; Arthur Ramos Collection. Ref.: mss1299533



19360423_CAR_EC-AR_004 - 1/3

EDISON CARNEIRO to ARTHUR RAMOS, 23.04.1936. Brazilian National Library; Arthur Ramos Collection. Ref.: mss1299536



19360423_CAR_EC-AR_004 - 2/3

EDISON CARNEIRO to ARTHUR RAMOS, 23.04.1936. Brazilian National Library; Arthur Ramos Collection. Ref.: mss1299536



19360423_CAR_EC-AR_004 - 3/3

EDISON CARNEIRO to ARTHUR RAMOS, 23.04.1936. Brazilian National Library; Arthur Ramos Collection. Ref.: mss1299536



19360429_PER_OP_001 - 1/1

Correio da Manhã, 29.04.1936. Brazilian National Digital Library Archive (memoria.bn.br). Ref.: ed. 12716



19360511_CAR_EC-AR_003 - 1/3

EDISON CARNEIRO to ARTHUR RAMOS, 11.05.1936. Brazilian National Library; Arthur Ramos Collection. Ref.: mss1299538



19360511_CAR_EC-AR_003 - 2/3

EDISON CARNEIRO to ARTHUR RAMOS, 11.05.1936. Brazilian National Library; Arthur Ramos Collection. Ref.: mss1299538



19360511_CAR_EC-AR_003 - 3/3

EDISON CARNEIRO to ARTHUR RAMOS, 11.05.1936. Brazilian National Library; Arthur Ramos Collection. Ref.: mss1299538



19360606_CAR_EC-AR_005 - 1/2

EDISON CARNEIRO to ARTHUR RAMOS, 06.06.1936. Brazilian National Library; Arthur Ramos Collection. Ref.: mss1299539



EDISON CARNEIRO to ARTHUR RAMOS, 06.06.1936. Brazilian National Library; Arthur Ramos Collection. Ref.: mss1299539

19360606_CAR_EC-AR_005 - 2/2



19360711_CAR_AC-MA_001 - 1/1

AYDANO COUTO FERRAZ to MÁRIO DE ANDRADE, 11.07.1936. IEB-USP Archive, Col. Mário de Andrade, Ref.: MA-C-CPL, 2737



19360804_PER_OP_004 - 1/1

Correio da Manhã, 04.08.1936. Brazilian National Digital Library Archive (memoria.bn.br). Ref.: ed. 12799



19361013_CAR_AC-MA_002 - 1/1

AYDANO COUTO FERRAZ to MÁRIO DE ANDRADE, 13.10.1936. IEB-USP Archive, Col. Mário de Andrade, Ref.: MA-C-CPL, 2738



19361127_OFI_SM-SP_001 - 1/2

PREFEITURA DE SÃO PAULO. Sec. Cultura. 27.11.1936. São Paulo History Archive. Fundo Departamento de Cultura. Ref.:99559.



19361127_OFI_SM-SP_001 - 2/2

PREFEITURA DE SÃO PAULO. Sec. Cultura. 27.11.1936. São Paulo History Archive. Fundo Departamento de Cultura. Ref.:99559.



19361205_CAR_RG-CM_001 - 1/1

REGINALDO GUIMARÃES (2nd Afro-Brazilian Conference) to THEODORO SAMPAIO (IGHB), 05.12.1936. my photo of original from 
Instituto Geográfico e Histórico da Bahia; Theodoro Sampaio Archive.



19361210_CAR_IICA_001 - 1/1

Newsletter by AYDANO DO COUTO FERRAZ (2nd Afro-Brazilian Conference), 10.12.1936. my photo of original from Instituto 
Geográfico e Histórico da Bahia; Theodoro Sampaio Archive.



19370105_CAR_IICA_002 - 1/1

AYDANO DO COUTO FERRAZ, EDISON CARNEIRO (2nd Afro-Brazilian Conference), to IGHB. 05.01.1937. my photo of original from 
Instituto Geográfico e Histórico da Bahia; Theodoro Sampaio Archive.



19370106_PER_IICA_001 - 1/1

Diário de Notícias, 06.01.1937 - clipping from: Velhos Mestres website: http://velhosmestres.com/br/destaques-5



19370107_PER_IICA_002 - 1/1

Diário de Notícias, 07.01.1937 - clipping from: Velhos Mestres website: http://velhosmestres.com/br/destaques-5



19370108_PER_IICA_003 - 1/1

Estado da Bahia, 08.01.1937 - clipping from: Velhos Mestres website: http://velhosmestres.com/br/destaques-5



AYDANO COUTO FERRAZ to MARIO DE ANDRADE, 09.01.1937. IEB-USP Archive, Col. Mário de Andrade, Ref: MA-C-CPL2739

19370109_CAR_AC-MA_006 - 1/1



EDISON CARNEIRO to ARTHUR RAMOS, 10.01.1937. Brazilian National Library; Arthur Ramos Collection. Ref.: mss1299542

19370110_CAR_EC-AR_006 - 1/1



19370111_PER_IICA_004 - 1/1

A Tarde, 11.01.1937 - my photo of the original source from Instituto Geográfi co e Histórico da Bahia Archive



19370111_PER_IICA_005 - PG 1/1

Diário de Notícias, 11.01.1937 - my photo of the original source from Instituto Geográfi co e Histórico da Bahia Archive



19370111_PER_IICA_006 - 1/1

Estado da Bahia, 11.01.1937 - clipping: Velhos Mestres website: http://velhosmestres.com/br/destaques-5 . Ref.: 2nd edition of the day



19370111_PER_IICA_007 - 1/1

Estado da Bahia, 11.01.1937 - clipping: Velhos Mestres website: http://velhosmestres.com/br/destaques-5 . Ref.: 1st edition of the day



19370112_PER_IICA_008 - 1/1

Estado da Bahia, 12.01.1937 - clipping: Velhos Mestres website: http://velhosmestres.com/br/destaques-5 



19370112_PER_IICA_009 - 1/1

Estado da Bahia, anno V, 12.01.1937 - clipping: Velhos Mestres website: http://velhosmestres.com/br/destaques-5 



19370113_PER_OP_003 - 1/1

Correio da Manhã, 13.01.1937. Brazilian National Digital Library Archive (memoria.bn.br). Ref.: ed. 12937



19370114_PER_IICA_010 - 1/1

Estado da Bahia, anno V, 14.01.1937 - clipping: Velhos Mestres website: http://velhosmestres.com/br/destaques-5 



19370115_PER_IICA_011 - 1/2

A TARDE, 15.01.1937 - my photo of the original source from Instituto Geográfi co e Histórico da Bahia Archive



19370115_PER_IICA_011 - 2/2

A TARDE, 15.01.1937 - my photo of the original source from Instituto Geográfico e Histórico da Bahia Archive



19370115_PER_IICA_012 - 1/1
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MA-C-CPL2741 – digitada a partir de leitura do original, pois não foi autorizada reprodução
“carta – lamentando a pequena verba destinada pelo governo paulista para o trabalho de Camargo 
Guarnieri, notícia da coleta de material folclórico musical. Comentário sobre o congresso afro-brasileiro”

“Estância, Sergipe, 30 de janeiro de 1937

Mario amigo: meu abraço de sempre

Estou aqui em Estância no interior de Sergipe em companhia do Jorge Amado, e somente hoje lhe 
presto contas do seu pedido quando do Afro da Bahia, com relação ao Camargo Guarnieri. Acho que o 
Guarnieri não poderia sair da Bahia mais satisfeito do que saiu, pois que catou todo o material possível, 
nos próprios candomblés, os melhores do Brasil (nisso o nosso congresso deixou o de Recife a 1000 
metros de distância), ou mesmo estudando em separado com os cantadores, paes-de-santo, 
capoeiristas, etc. 

Disso tudo só tenho a lastimar, Mario amigo, que o Guarnieri tenha trazido tão pouco dinheiro (2.500$ 
somente, ao que soube) dinheiro que na realidade não poderia chegar, embora ele tenha sido hóspede 
oficial do Estado, para custear viagens, comprar instrumentos, fotografias, objetos de culto, etc. como 
era do nosso projeto. Em vez de tão pouco dinheiro o Estado de S.Paulo devia ter dado uns 25. Nós, 
aqui, fora a hospedagem, arranjamos 1.500$ para as despesas de instalação. E o do Recife, conforme o 
depoimento do Gilberto girou com 864$ de particulares. Aliás com tão pouco dinheiro, pela proporção 
que tomou, o da Bahia teria fracassado. Só de correspondência, com o dinheiro arrancado a particulares 
fomos mais longe... 

Senti um bocado de ter de me afastar da Bahia antes do encerramento do Congresso, mas em 
companhia de Jorge cumprindo uma velha promessa a esse amigo querido. Mas ainda assim 
trabalhamos um dia a fio com esses tabaréus daqui anotando funções (bumba-meu-boi) e bailes 
pastoris. Não fosse a pressa do Guarnieri e uma outra viagem inesperada a uma localidade próxima 
daqui (Mangue Seco, na Bahia) teríamos ido até Lagarto recolher taiêras, festa de S. Benedito etc. para 
esculhambar um pouco o Silvio e o Mello Moraes, espécie de Mané Querino branco... Mas, em todo o 
caso o recolhido serve. 

Aliás o Guarnieri ficou de deixar comigo a copia dos bailes pastorís para que eu as passasse a limpo, e 
levou-as consigo. Talvês por esse ato reprovável ele tenha perdido o trabalho, porque com as pressas 
(eram 5 turmas entre bailes e funções) minha letra ficou um bocado incompreensível. Você precisando, 
entretanto, que eu passe a limpo esse trabalhão é só me remeter que eu continuo ao seu inteiro dispor 
para isso e para outras coisas. Por exemplo: alguma parte de trabalho seu não elucidado, 
principalmente de folklore negro de que você tenha necessidade, é só v. me enviar as perguntas (um 
questionário bem organizado como v. os faz) e eu consultarei gente de povo como só eu conheço, e 
mandarei as respostas tim tim por tim tim. Não tenha a menor cerimónia para dispor de mim, do 
mesmo modo do nosso Jorge Amado que se desdobrou aqui em Estância para arranjar piano, 
cantadores, roupas características, afim de que o Guarnieri que veio aqui a seu convite tirasse os 
maiores proveitos. 

Bom, Adeus, Mario amigo. Jorge lhe manda um abraço de velho amigo

Aydano

Responda para Marquez de Santo Amaro, 20. Itapagipe, Bahia
Ou

Para Associação Universitaria da Bahia, Av,. 7 de Setembro, 122

“Estância, Sergipe, 30 de janeiro de 1937

Mario amigo: meu abraço de sempre

Estou aqui em Estância no interior de Sergipe em companhia do Jorge Amado, e somente hoje lhe 
presto contas do seu pedido quando do Afro da Bahia, com relação ao Camargo Guarnieri. Acho que o 
Guarnieri não poderia sair da Bahia mais satisfeito do que saiu, pois que catou todo o material possível, 
nos próprios candomblés, os melhores do Brasil (nisso o nosso congresso deixou o de Recife a 1000 
metros de distância), ou mesmo estudando em separado com os cantadores, paes-de-santo, 
capoeiristas, etc. 

Disso tudo só tenho a lastimar, Mario amigo, que o Guarnieri tenha trazido tão pouco dinheiro (2.500$ 
somente, ao que soube) dinheiro que na realidade não poderia chegar, embora ele tenha sido hóspede 
oficial do Estado, para custear viagens, comprar instrumentos, fotografias, objetos de culto, etc. como 
era do nosso projeto. Em vez de tão pouco dinheiro o Estado de S.Paulo devia ter dado uns 25. Nós, 
aqui, fora a hospedagem, arranjamos 1.500$ para as despesas de instalação. E o do Recife, conforme o 
depoimento do Gilberto girou com 864$ de particulares. Aliás com tão pouco dinheiro, pela proporção 
que tomou, o da Bahia teria fracassado. Só de correspondência, com o dinheiro arrancado a particulares 
fomos mais longe... 

Senti um bocado de ter de me afastar da Bahia antes do encerramento do Congresso, mas em 
companhia de Jorge cumprindo uma velha promessa a esse amigo querido. Mas ainda assim 
trabalhamos um dia a fio com esses tabaréus daqui anotando funções (bumba-meu-boi) e bailes 
pastoris. Não fosse a pressa do Guarnieri e uma outra viagem inesperada a uma localidade próxima 
daqui (Mangue Seco, na Bahia) teríamos ido até Lagarto recolher taiêras, festa de S. Benedito etc. para 
esculhambar um pouco o Silvio e o Mello Moraes, espécie de Mané Querino branco... Mas, em todo o 
caso o recolhido serve. 

Aliás o Guarnieri ficou de deixar comigo a copia dos bailes pastorís para que eu as passasse a limpo, e 
levou-as consigo. Talvês por esse ato reprovável ele tenha perdido o trabalho, porque com as pressas 
(eram 5 turmas entre bailes e funções) minha letra ficou um bocado incompreensível. Você precisando, 
entretanto, que eu passe a limpo esse trabalhão é só me remeter que eu continuo ao seu inteiro dispor 
para isso e para outras coisas. Por exemplo: alguma parte de trabalho seu não elucidado, 
principalmente de folklore negro de que você tenha necessidade, é só v. me enviar as perguntas (um 
questionário bem organizado como v. os faz) e eu consultarei gente de povo como só eu conheço, e 
mandarei as respostas tim tim por tim tim. Não tenha a menor cerimónia para dispor de mim, do 
mesmo modo do nosso Jorge Amado que se desdobrou aqui em Estância para arranjar piano, 
cantadores, roupas características, afim de que o Guarnieri que veio aqui a seu convite tirasse os 
maiores proveitos. 

Bom, Adeus, Mario amigo. Jorge lhe manda um abraço de velho amigo

Aydano

Responda para Marquez de Santo Amaro, 20. Itapagipe, Bahia
Ou

Para Associação Universitaria da Bahia, Av,. 7 de Setembro, 122
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MA-C-CPL6319
“Carta assinada: Mesquita Sampaio, Gaspar Coelho, Olga Praguer Coelho, Francisco 
Mignone, José Fernandes e Eva Borja”

“Deste aprazível recanto de Berlin, em agradável reunião com alguns brasileiros, como 
esses, seus admiradores e amigos não posso me furtar de lhe enviar de por com os 
melhores votos de seu completo reestabelecimento, os meus cordiais cumprimentos”

Mesquita Sampaio

“A gostosura da primavera, as cerejeiras em flor e a companhia alegre de patrícios dão-me 
saudades do Brasil! E é com grande afeto que envio ao grande (ilegível) dessa terra um 
grande abraço”

Gaspar Coelho

“Tendo a (ilegível) honra de ter em minha companhia ilustres brasileiros, (ilegível) enviando 
a (ilegível) saudações de Fünstenslde (??). Um português amigo e admirador do Brasil”

José Fernandes und Eva Borja

“Reunidos hoje, em Berlim, quatro brasileiros, um português e uma allemã, num 
agradabilíssimo passeio, é com satisfacção que lhe envio, com os bons amigos que aqui 
estão, uma cordial saudação”

Olga Praguer Coelho

[Pequena partitura de “Maracatu em Berlim” 9-v-37]
Francisco Mignone

“Deste aprazível recanto de Berlin, em agradável reunião com alguns brasileiros, como 
esses, seus admiradores e amigos não posso me furtar de lhe enviar de por com os 
melhores votos de seu completo reestabelecimento, os meus cordiais cumprimentos”

Mesquita Sampaio

“A gostosura da primavera, as cerejeiras em flor e a companhia alegre de patrícios dão-me 
saudades do Brasil! E é com grande afeto que envio ao grande (ilegível) dessa terra um 
grande abraço”

Gaspar Coelho

“Tendo a (ilegível) honra de ter em minha companhia ilustres brasileiros, (ilegível) enviando 
a (ilegível) saudações de Fünstenslde (??). Um português amigo e admirador do Brasil”

José Fernandes und Eva Borja

“Reunidos hoje, em Berlim, quatro brasileiros, um português e uma allemã, num 
agradabilíssimo passeio, é com satisfacção que lhe envio, com os bons amigos que aqui 
estão, uma cordial saudação”

Olga Praguer Coelho

[Pequena partitura de “Maracatu em Berlim” 9-v-37]
Francisco Mignone

OLGA PRAGUER COELHO, FRANCISCO MIGNONE, GASPAR COELHO, JOSÉ FERNANDES, EVA BORJA, MESQUITA SAMPAIO 
to MARIO DE ANDRADE, 09.05.1937. IEB-USP Archive, Col. Mário de Andrade, Ref: MA-C-CPL6319
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EDISON CARNEIRO and AYDANO COUTO FERRAZ to ARTHUR RAMOS, 20.03.1938. Brazilian National Library; Arthur Ramos 
Collection. Ref.: mss1299554
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MA-C-CPL2006
“Carta de prestação de contas referente à compra de discos, na Alemanha, destinados à 
Discoteca Pública de São Paulo, gravação de Maracatu de Chico Rei. – Nota da pesquisa (do 
arquivo): Vide Carta de Mignone a MA datada Berlim, 30 mar 1938”

“Rio-12-6-38

Mario, escrevo sob ditado do Mignone, que está se vestindo à toda, porquê repleto de 
trabalho atrasado! –
- Não possuo máquina de escrever, vae, portanto, o documento pedido, à mão!
Os discos são em número de 30 coleções completas! O número de 32 é engano. Aliás, isso 
foi o compromisso assumido com a Dona Oneyda Alvarenga. As outras duas coleções foram 
pagas por mim e dadas, para corresponder às gentilezas do “museum für völkerkunde” para 
com o Departamento de Cultura de S Paulo, ao seu diretor Dr. Marius Schneider. 
As 30 coleções completas do “Maracatu” estão [..] – bem palpáveis! – para demonstrar que 
os 15 contos foram gastos para o fim que o departamento os destinou. Quanto ao meu 
interesse direto no Departamento e no seu belo desenvolvimento cultural envio mais uma 
(?) [...] com esta entrevista. –
Quanto à execução do “Maracatu” em S Paulo, regido pelo Souza Lima, abri mão dos meus 
direitos, porém como tenho contrato com a Casa Micardi (??) é com eles que você precisa 
tratat o resto”
Liddy e Francisco Mignone

“Rio-12-6-38

Mario, escrevo sob ditado do Mignone, que está se vestindo à toda, porquê repleto de 
trabalho atrasado! –
- Não possuo máquina de escrever, vae, portanto, o documento pedido, à mão!
Os discos são em número de 30 coleções completas! O número de 32 é engano. Aliás, isso 
foi o compromisso assumido com a Dona Oneyda Alvarenga. As outras duas coleções foram 
pagas por mim e dadas, para corresponder às gentilezas do “museum für völkerkunde” para 
com o Departamento de Cultura de S Paulo, ao seu diretor Dr. Marius Schneider. 
As 30 coleções completas do “Maracatu” estão [..] – bem palpáveis! – para demonstrar que 
os 15 contos foram gastos para o fim que o departamento os destinou. Quanto ao meu 
interesse direto no Departamento e no seu belo desenvolvimento cultural envio mais uma 
(?) [...] com esta entrevista. –
Quanto à execução do “Maracatu” em S Paulo, regido pelo Souza Lima, abri mão dos meus 
direitos, porém como tenho contrato com a Casa Micardi (??) é com eles que você precisa 
tratat o resto”
Liddy e Francisco Mignone

FRANCISCO MIGNONE to MARIO DE ANDRADE, 12.06.1938. IEB-USP Archive, Col. Mário de Andrade, Ref: MA-C-CPL2006
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