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Brasil, inicio da década de 1940. Com a
Segunda Guerra Mundial, o pais surgia
como opcdo para milhares de imigran-
tes. Ao mesmo tempo, vivia um pro-
cesso de modernizagdo Unico, que
agitou todos os ambitos da sociedade
brasileira. Da politica a economia, do
quotidiano a cultura, a vida dos brasi-
leiros mudava radicalmente, a reboque
de uma industrializacao inédita, da
migragdo e imigragdo em massa, do
crescimento das cidades e da consoli-
dacdo de novos meios de comunicacao
- aradio, o cinema, a imprensa ilus-
trada. O pais ja tinha passado por um
primeiro ciclo de modernizagdo, na
viragem do século XIX para o XX, quando
grande cidades como S&o Paulo e Rio
de Janeiro se tornaram mais vibrantes
e cosmopolitas. Mas, desta vez, havia
algo diferente no ar. A transformacao
era vertiginosa como nunca, invadia
as casas das pessoas e levava-as para
dentro do mais importante processo de
modernizagao que o pais vira até ali.
Cairam por terra quaisquer ilusdes de
progresso gradual e controlado. O poder,
até entdo concentrado nas oligarquias,
mudou de maos com o fim da Repliblica
Velha (1889-1930). Gettilio Vargas
assumiu o poder e a cena politica
passou a ser dominada por correntes
antagonicas. Uma sucessao de golpes
de Estado (1930, 1937, 1945, 1964)
eletrizava a vida publica nacional, onde
surgiam figuras ambiguas. O expoente
maximo deste fendmeno foi o préprio
Vargas, nao sé pelo golpe que o levou
ao poder em 1930, mas principalmente
pela fundagdo do Estado Novo, em 1937
- um governo hibrido em que coexis-
tiam simpatias fascistas, repressao
politica e o maior programa de moder-
nizacao que o Estado vivera. Nao se
tratava de um processo homogéneo,
nem consensual: o povo brasileiro teve
de se adaptar, de bom grado ou a

revelia, ao novo ciclo modernizador.

O debate de ideias fervilhava. Inspirados
pelas vanguardas do modernismo da
década de 1920, intelectuais investi-
garam os dilemas da cultura brasileira,
na procura de melhores nogoes de
identidade e modernidade. Surgiram
ensaios classicos como Casa Grande
e Senzala (1933), de Gilberto Freyre,
Raizes do Brasil (1936), de Sérgio
Buarque de Holanda, e Formacgédo da
Literatura Brasileira (1959), de Antonio
Candido.

Mas o que melhor representava o con-
ceito de moderno naquele Brasil?
Entre o turbilhdo de ideias, a prépria
nocdo de modernidade tinha defini-
¢oes contraditdrias e ambiguas. A vida
moderna no pais era representada pela
revolucdo proletaria, pela democracia
liberal, ou por um Estado que flirtava
com o fascismo? Os seus porta-vozes
eram os artistas da Semana de Arte
Moderna de 1922, ou os tecnocratas
(quase sempre, fardados) que surgiam
na politica? O espirito moderno habi-
taria a fusao de tradicao popular e
vanguarda estética e politica, ou pas-
saria por um caminho mais facil, a
adesdo aos habitos de consumo da
burguesia ocidental?

Todas estas questdes foram levanta-
das no Brasil, entre o inicio dos anos
1940 e o golpe militar de 1964. O que
era, afinal, 0 moderno neste pais que
se negava a ser resumido numa for-
mula tinica? A exposicao Modernida-
des: Fotografia Brasileira (1940-1964)
pretende rever esses questionamentos
até agora pouco explorados, através
da analise da formacao da fotografia
moderna no Brasil, representada por
quatro grandes nomes do periodo:
Marcel Gautherot (1910-1996), José
Medeiros (1921-1990), Thomaz Farkas
(1924-2011) e Hans Gunter Flieg (1923),
cujos acervos sdo conservados pelo
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MODERNITIES:
BRAZILIAN
PHOTOGRAPHY
1940-1904

VITOR HUGO BRANDALISE

Brazil - in the early 1940s. With the
onset of the Second World War, the
country was gradually becoming an
option for thousands of immigrants.

At the same time, it was undergoing a
unique process of modernisation, which
greatly affected all sectors of Brazilian
society. From politics to economics,
from everyday routines to culture, the
life of Brazilians changed radically, driven
by an unaccustomed industrialisation,
mass migration and immigration, the
growth of the cities and the consolidation
of the new mass media - radio, cinema,
and the illustrated press. The country
had already passed through a first cycle
of modernisation, at the turn of the 19th
to the 20th century, when large cities
such as S&o Paulo and Rio de Janeiro
became more vibrant and cosmopolitan.

But, this time, there was a different feel-

ing in the air. The transformation was
taking place much faster than before,
invading people’'s homes and propelling
them into the most important process
of modernisation that the country had
ever seen.

Any illusions people might have had
about a gradual and controlled form of
progress were completely shattered.
Until then, power had been concentrated
in the elite oligarchies, but it changed
hands with the end of the Old Republic
(1889-1930). After that, Getulio Vargas
rose to power and the political scene
began to be dominated by antagonistic
movements. A succession of coups
d'état (1930, 1937, 1945, 1964) electri-
fied Brazilian public life and led to the
appearance of a number of rather ambig-
uous figures. The best example of this

phenomenon was Vargas himself, not
only because of the coup that had
brought him to power in 1930, but
mainly because of the foundation of
the New State, in 1937, resulting in a
hybrid government that combined fascist
sympathies, political repression and
the greatest modernisation programme
that the State had ever experienced. It
was neither a homogeneous process nor
a consensual one: the Brazilian people
had to adapt, either willingly or by default,
to the new cycle of modernisation.
Ideas were being debated with great
passion. Inspired by the vanguards of the
modernism of the 1920s, intellectuals
investigated the dilemmas of Brazilian
culture in their search for clearer notions
of identity and modernity. Classical
essays were published, such as Casa
Grande e Senzala (1933) by Gilberto
Freyre, Raizes do Brasil (1936) by Sérgio
Buarque de Holanda, and Formagédo da
Literatura Brasileira (1959) by Antonio
Candido.

But what best represented the concept
of modernity in the Brazil of that time?
In the midst of this whirlwind of ideas,
the very notion of modernity had con-
tradictory and ambiguous definitions.
Was modern life in the country repre-
sented by the proletarian revolution,

by liberal democracy, or by a State that
flirted with fascism? Were its spokes-
people the artists from the 1922 Modern
Art Week, or the technocrats (almost
always in uniform) who were beginning
to appear in politics? Was the modern
spirit to be found in the fusion between
popular tradition and the aesthetic and
political vanguard, or was it to be found



Instituto Moreira Salles, em Sao Paulo
e no Rio de Janeiro.

Entre Setembro de 2013 e Abril de 2014,
esta exposicao foi exibida no Museu
da Fotografia de Berlim. “Recebemos
mais visitantes do que a média. Creio
que esse periodo da fotografia e cul-
tura brasileira, com o seu apogeu do
modernismo, trouxe interesse especial
para muitas pessoas”, afirma Ludger
Derenthal, um dos curadores da expo-
sicdo e director do Museu. “Em con-
junto com Samuel Titan Jr. (do Instituto
Moreira Salles, também curador da
exposicdo), escolhemos estes quatro
fotégrafos pela diversidade e pelo
carater complementar de seus traba-
lhos. Analisados em conjunto, eles dao
conta perfeitamente de duas décadas
de cultura brasileira.”

Em primeiro lugar, destacam-se as
formacoes diversas do grupo, aspeto
caracteristico de uma época de migra-
¢do e imigracdo: Gautherot, parisiense
de origem operaria, que estudou arqui-
tetura e artes decorativas; Flieg, judeu
alemao que se refugiou do nazismo
no Brasil;Farkas, hiingaro nascido em
Budapeste, numa familia de comer-
ciantes judeus de material fotografico.
E o brasileiro Medeiros, instalado no
Rio de Janeiro, mas nascido num estado
pobre e sem grande tradigdo cultural.
0 pais que encontraram estava em
ebuli¢ao. Era o Brasil, o pais do futuro:
uma nagao “condenada ao moderno”,
como definiu Mario Pedrosa. O Rio de
Janeiro, de José Medeiros, vivia os
seus “anos dourados” - com o clima
cultural pujante, a cidade (e o pais)
ofereciam-se em espetaculo aos espe-
tadores estrangeiros. Sao Paulo, terra
em que Farkas iniciou a sua carreira
e onde Flieg sempre atuou, consoli-
dava-se como centro econdémico
nacional — em 1954, ja era o maior
parque industrial da América do Sul.
Eram dias em que o Brasil se empe-
nhava em conhecer e ocupar o seu
territdrio, através de esforcos como
a Marcha para o Oeste, do governo
Vargas, a expedi¢do Roncador-Xingu,
dos Irmaos Villas-Boéas, e, finalmente,
a construcdo da nova capital, Brasilia,
simbolo do impeto modernizador que
tomava conta do pais (e cuja exuberan-
cia de formas Gautherot capturou).

0 trabalho dos quatro fotégrafos,
como mostra esta exposicdo, é de
grande variedade estilistica, e consti-
tui um registo documental valioso
sobre um pais vasto e contraditorio.

A diversidade assombra: a Amazoénia
intocada; as praias e o quotidiano do
Rio de Janeiro; o Carnaval, o futebol;
ritos de iniciacdo de religides africa-
nas; portos fluviais e pescadores no
Norte; indUstrias e fabricas; igrejas
barrocas; tribos indigenas; ferramen-
tas mecanicas; festas populares; edi-
ficios modernistas; a nova capital,
Brasilia. Temas t&o dispares que aspi-
ram integrar, na mesma época, um
retrato do Brasil — um pais que, no

entanto, ndo se deixa fixar sob uma
Unica identidade ou uma tnica ideia
de modernidade.

Nessa procura, cada fotégrafo elegeu
a sua abordagem. Medeiros, o fotojor-
nalista, aprende a fotografar nas reda-
¢oes cariocas e vive em estado de
alerta, atento a mudangas e ruturas,
em todas as classes sociais. Farkas é
0 mais “artista”, o “vanguardista” do
grupo — desde muito jovem, interessa-
-se pela fotografia como obra de arte,
a ser exposta em galerias e museus.
Flieg, o unico dos quatro a estabele-
cer-se com um estudio fotografico,
constrdi a imagem de profissional
impecavel. Gautherot, homem de
simpatias a esquerda, com o olhar
treinado pela familiariedade com a
arquitetura moderna, é o mais interes-
sado no processo de formacao de um
carater nacional, que testemunha e
para o qual contribuiu.

Toda a grande transformacao traz
consigo uma vanguarda. Ao percorrer
e habitar um pais mutante, esses qua-
tro fotdgrafos tiveram o duplo papel
de a retratar e de fazer parte dela.
Vejamos as solucdes que cada um
encontrou na tentativa de fixar uma
imagem do fremente Brasil moderno.

MARGEL GAUTHERQT

Num periodo em que o Brasil se
esquivava de definicdes faceis, Marcel
Gautherot dedicou-se a aproximar dois
paises dispares, pouco conhecidos
um do outro: o Brasil profundo - o da
indecifravel floresta amazonica, dos
povos indigenas e dos festejos popu-
lares - e o Brasil moderno, que flores-
cia sob o signo da industrializacao e
cuja marca maior foi a construcao de
Brasilia, entre 1956 e 1961.

Foi uma jornada que comegou em
1939, quando Gautherot desembarcou
no Brasil para uma expedicédo pela
Amazoénia. Segundo um jornal da
época, o “grande repdrter francés”
vinha para fazer “um inquérito sobre
racas humanas e tipos étnicos”. Na
verdade, ndo era nada disso: o jovem
de 29 anos chegava ao Brasil, isso
sim, movido pelo gosto de conhecer
uma nova cultura. “A fotografia surgiu
antes de tudo do meu desejo de viajar”,
disse Gautherot, ja no fim da vida. “Eu
era apaixonado pela Amazdnia e tinha
um grande desejo de conhecer o Brasil.”
Gautherot travara os primeiros con-
tactos com a fotografia no Museu do
Homem, em Paris, onde trabalhou na
catalogacdo de imagens, no inicio da
década de 1930. Nessa época, estudou
na Escola Nacional Superior de Artes
Decorativas e chegou a trabalhar como
desenhador de méveis. Ali, Gautherot
adquiriu nocdes de composicado e
conheceu a arquitetura moderna -
tornou-se admirador das obras de Le
Corbusier e de Mies van der Rohe, um
interesse que encontraria eco no Brasil,
excelente laboratdrio para experiéncias
modernas.

following an easier path by adhering to
the consumption habits of the western
bourgeoisie?

All of these questions were raised in
Brazil, between the early 1940s and the
1964 military coup. What, after all, was
modernity in this country that refused to
be pigeonholed into one single formula?
The exhibition Modernities: Brazilian
Photography (1940-1964) sets out to
review these different forms of ques-
tioning that until now have remained
largely unexplored, by analysing the
formation of modern photography in
Brazil, represented by four of the great
names from the period: Marcel Gautherot
(1910-1996), José Medeiros (1921-1990),
Thomaz Farkas (1924-2011) and Hans
Gunter Flieg (1923), whose collections
are housed at the Instituto Moreira Salles,
in Sdo Paulo and Rio de Janeiro.

From September 2013 to April 2014, this
exhibition was on display at the Berlin
Photography Museum. “We received
more visitors than we normally do. |
believe that this period of Brazilian
photography and culture, which marked
the apogee of modernism, was of special
interest to many people,” says Ludger
Derenthal, one of the exhibition’s cura-
tors and the director of the museum.
“Together with Samuel Titan Jr. (from the
Instituto Moreira Salles, and another of
the exhibition’s curators), we chose these
four photographers because of their
diversity and because of the complemen-
tary nature of their works. When analysed
together, they paint a perfect picture of
two decades of Brazilian culture.”

First of all, we should draw attention to
the group’s different backgrounds, a
feature that was typical of a period of
migration and immigration: Gautherot
originated from a Parisian working-class
environment and had studied architec-
ture and decorative arts, Flieg was a
German Jew, who sought refuge from
Nazism in Brazil; Farkas was a Hungarian,
born in Budapest into a family of Jewish
traders who dealt in photographic
material; and, finally, there was the
Brazilian Medeiros, who had settled in
Rio de Janeiro, but was born in a poor
state without any great cultural tradition.
The country that they found was in a
state of great excitement. This was
Brazil, the country of the future: a nation,
as Mario Pedrosa said, that was “con-
demned to modernity”. José Medeiros’
Rio de Janeiro was passing through its
“golden years”: with its vibrant and
thriving cultural climate, the city (and
the country) were putting on a great
show for foreign spectators. Sdo Paulo,
where Farkas began his career and where
Flieg had always plied his trade, became
consolidated as the country’s economic
centre — in 1954, it was already the larg-
est industrial centre in South America.
These were times when Brazil was pas-
sionately engaged in discovering and
occupying its territory, through such
efforts as the “March to the West”, pro-
moted by the Vargas government, the

PROXIMO FUTURO | NEXT FUTURE | 4

Roncador-Xingu expedition, led by the
Villas-Boas Brothers, and, finally, the
construction of the new capital, Brasilia,
the symbol of the modernising impulse
that had taken over the country (and
whose exuberant forms were captured
by Gautherot).

As this exhibition shows, the work of
these four photographers displays a
wide variety of different styles, forming
a valuable documentary record about
this vast and contradictory country. The
diversity is astonishing: the untouched
Amazonia; the beaches and the everyday
life of Rio de Janeiro; the carnival and
football; the initiation rites to African
religions; the river ports and fishermen
in the north of the country; industries
and factories; baroque churches; indig-
enous tribes; mechanical tools; popular
festivities; modernist buildings; and,

of course, the new capital, Brasilia.
Such completely different themes that,
brought together here and covering the
same period, aspire to paint an overall
portrait of Brazil — a country that will
not, however, allow itself to be pinned
down to just one identity or to one single
idea of modernity.

In this search, each photographer chose
his own particular approach. Medeiros,
the photojournalist, learned how to
photograph by working for the Rio
press, constantly alert to changes and
breaks with the past, in all social classes.
Farkas was the most “artistic”, the most
“avant-garde”, of the group - he had
been interested from a very early age
in the photograph as a work of art, to
be exhibited in galleries and museums.
Flieg, the only one of the four to actually
set up his own photographer’s studio,
constructed for himself the image of
an impeccable professional. Gautherot,
a man of left-wing sympathies, whose
photographic gaze had been shaped by
his familiarity with modern architecture,
was the one who was most interested
in the process of forming a national
character, which he testified and con-
tributed to.

All of this great transformation brought
with it a vanguard. As they travelled
across and inhabited a constantly
changing country, these four photogra-
phers played the dual role of both por-
traying it and forming part of it. Let us
look at the solutions that each of them
found in their attempts to establish an
image of the vibrant, modern Brazil.

MARGEL GAUTHEROT

At a time when Brazil was shying away
from easy definitions, Marcel Gautherot
devoted himself to trying to draw closer
to two quite different countries, which
knew little about one another: the deep-
rooted Brazil - the country of the inde-
cipherable Amazon forest, with its native
peoples and its popular festivities — and
the modern Brazil, which flourished under
the flag of industrialisation and whose
greatest hallmark was the construction
of Brasilia, between 1956 and 1961.

Com o inicio da Segunda Guerra Mun-
dial, Gautherot estabeleceu-se em
definitivo no Rio de Janeiro, em 1940.
Apds a primeira e ndo muito bem-
-sucedida incursdo amazdnica, come-
cava entdo a sua aventura pelo pais
que adotou. Ao longo das décadas
seguintes e até sua morte, em 1996, no
Rio de Janeiro, Gautherot empenhou-
-se em registar e compreender o Brasil.
Viajou muito, principalmente pelo Norte
e Nordeste do pais. Voltou a Amazdnia
inlimeras vezes, esteve nas cidades
barrocas de Minas Gerais, nas Missdes
Jesuitas do Sul, em Brasilia. Aplacava,
assim, o desejo irresistivel de viajar.
Através da fotografia, Gautherot
esforgou-se para plasmar uma sintese
do pensamento que ele acreditava
ser moderno. Como muitos artistas
brasileiros desde a década de 1920,
o fotégrafo assumiu a sua aposta no
intercambio entre tradicdo e moderni-
dade - e, com isso, desprezou a visdo
capitalista do moderno, que imperaria
mais tarde, com o regime militar. Esse
desejo fica claro nas fotografias na
Amazénia, em que as palafitas perto
de Manaus remetem para os pilotis de
prédios como o Ministério da Educacao
e Satde do Rio de Janeiro (cujo projeto
teve consultoria de Le Corbusier), e
as formas da vegetacao lembram os
contornos da arquitetura moderna.
Imagens que poderiam retratar costu-
mes pitorescos, como as dos pesca-
dores que marcham na llha de Marajo,
os montes de sal no Rio Grande do
Norte, os tridngulos formados pelas
velas dos barcos atracados, ou mesmo
o movimento dos capoeiristas, acabam
por evocar formas geométricas que
seriam mais tarde evidenciadas nas
fotos da construgéo de Brasilia.

Nas imagens que fez nos Igapds, isto
é, a floresta alagada, Gautherot revela
a sua Amazonia onirica: nela, quase
nao se vé distincdo entre os galhos e
os seus reflexos na agua, em imagens
que preservam a atmosfera pesada,
perturbadora, da floresta tropical. As
fotos, que se aproximam do grafismo
no seu jogo de luz e sombra, sdo um
dos pontos altos da obra de Gautherot
- uma bem-sucedida tentativa de fixar
a monumental natureza dos trépicos.
A partir de 1947, Gautherot passou a
colaborar com o incipiente érgao de
protecdo do patrimanio histdrico brasi-
leiro e viajou pelo pais documentando
obras da arquitetura colonial e feste-
jos populares. Assim, pode exercitar o
seu interesse pela fotografia etnogra-
fica, com a qual teve contato nos tem-
pos de Museu do Homem. Produziu
nessa época um vasto material sobre
as tradigoes brasileiras, do Carnaval
do Rio de Janeiro ao bumba meu boi
do Maranhao.

Ao fotografar os festejos, muitos deles
em lugares pobres, revelava-se a disci-
plina do trabalho etnografico: Gautherot
abordava a vida ndo pelo angulo da
caréncia, mas pelo da sua ordem

intrinseca. As festas populares, afinal,
sdo marcadas por ensaiadas coreo-
grafias — séries de movimentos que
Gautherot primeiro entendia, e s6
depois retratava. Numa referéncia ao
instante decisivo de Henry Cartier-
-Bresson, ele usava métodos diferen-
tes. Enquanto Cartier-Bresson se move
em torno dos seus objetos a procura
desse momento, Gautherot demonstra
paciéncia no olhar: ele da um passo
atras e espera que as coisas acontecam.
A partir de 1958, teve livre acesso as
obras de Brasilia — um reflexo da ami-
zade que mantinha com Oscar Nie-
meyer, nutrida por interesses estéticos
e politicos comuns. As quase 3 mil
fotos que produziu representam o
auge do seu interesse pela arquitetura
moderna. Na imagem da Esplanada
dos Ministérios em construgéo os pré-
dios materializam-se entre a poeira,
imponentes esqueletos de cimento
diante de pequeninos trabalhadores.
No primeiro plano, sombras opéem-se
a luz do céu e do horizonte, num con-
fronto visual entre a promessa da
cidade nova e a duvida sobre o seu
estabelecimento na arida vastidao.

0 sonho moderno de Brasilia oferecia-
-se, em geométrica exuberancia, as
lentes do fotégrafo. Perfiladas contra
o horizonte amplo, as formas atingiam
0 maximo de visibilidade. E também
deixavam duvidas: qual seria o destino
da cidade que brotava do sertd@o? O que
ficaria em evidéncia na nova capital de
um novo Brasil: o fascinio e a vitéria
do homem perante o nada, ou o estra-
nho alheamento de cada edificio? Sao
questdes propostas pela fotografia
paciente de Gautherot, até hoje sem
respostas claras.

JOSE MEDEIROS

Um dos mais belos retratos de José
Medeiros foi produzido no Xingu,
quando cobriu, como fotojornalista,
uma expedicao ao interior do Brasil
pela revista O Cruzeiro. Na fotografia,
um indigena enfrenta a cAmara com
um olhar desafiador, altaneiro, quase
insolente — como se ndo quisesse o
fotdgrafo, ou 0 homem branco, ali. A
imagem é um bom exemplo do ama-
durecimento de Medeiros, que cons-
truiu a maior parte de sua carreira no
Rio de Janeiro, uma cidade que prati-
camente se punha a frente da camara,
pedindo para aparecer. No Xingu, os
seus objetos eram fugidios, esquiva-
vam-se sempre que podiam. Medeiros,
entao, teve de aproximar-se deles
como raramente fazia no Rio. E assim,
nesse ambiente nada controlado, pro-
duziu algumas de suas obras-primas.
A expedi¢do ao Xingu em 1949 era
parte de um esforgo propagandistico
em prol da Marcha para o Oeste, pro-
grama estatal de ocupacao do interior
do Brasil. A representacao do indigena
em estado “virgem”, ou “inocente”,
coadunava-se com o discurso do
governo, da “unido das trés racas”

It was a journey that began in 1939,
when Gautherot disembarked in Brazil
and set forth on an expedition into
Amazonia. According to a newspaper
from the time, the “great French reporter”
had come to Brazil to undertake “a sur-
vey of human races and ethnic types"”.
In actual fact, he did none of this: the
young 29-year-old did arrive in Brazil,
but he was moved by the desire to dis-
cover a new culture. “Photography arose
above all from my wish to travel,” said
Gautherot, towards the end of his life.
“| was passionate about Amazonia and
felt this great desire to discover more
about Brazil"

Gautherot had made his first contacts
with photography at the Musée de
I'Homme, in Paris, where he had worked
in the cataloguing of images, in the
early 1930s. At this time, he was a stu-
dent at the Ecole Nationale Supérieure
des Arts Décoratifs and also worked as
a furniture designer. There, Gautherot
acquired notions of composition and
came to know more about modern
architecture — becoming an admirer of
the works of Le Corbusier and Mies van
der Rohe, an interest that was to find an
echo in Brazil, an excellent laboratory
for modern experiments.

With the outbreak of the Second World
War, Gautherot ended up settling defini-
tively in Rio de Janeiro, in 1940. After his
first, and not very successful, incursion
into Amazonia, he began his adventurous
investigation of the country that he had
adopted. Over the following decades, and
until his death, in 1996, in Rio, Gautherot
devoted himself to recording pictures of
and understanding Brazil. He travelled
widely, mainly in the north and north-
east of the country. He returned count-
less times to the Amazon rainforest, and
also visited the baroque cities of Minas
Gerais, the Jesuit Missions in the south
of the country, and Brasilia. In this way,
he was able to quench his insatiable
thirst for travelling.

Through his photographic work,
Gautherot strove to make a synthesis
of what he believed to be modern
thought. Just as many Brazilian artists
had been doing since the 1920s, this
photographer was interested in develop-
ing possible exchanges between tradi-
tion and modernity. This led him to
despise the capitalist vision of the
modern world, which would later be
imposed with the military regime. This
desire of his is clearly expressed in the
photographs that he took in the Amazon
jungle, in which the stilt houses close to
Manaus remind us of the pilotis or piers
that were used to support buildings
such as the Ministry of Education and
Health in Rio de Janeiro (whose design
had benefited from the services of Le
Corbusier as a consultant), while the
different forms of the vegetation remind
us of the shapes of modern architecture.
These are images that appear to portray
picturesque customs, such as those
that he took of the fishermen marching
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on the island of Marajo, the piles of salt
in Rio Grande do Norte, the triangles
formed by the sails of the moored
boats, or even the movement of the
capoeiristas, but they all end up evoking
geometrical forms that would later be
highlighted in his photos of the con-
struction of Brasilia.

In the pictures that he took in the igapds,
i.e.in the flooded rainforest, Gautherot
reveals his dream-like Amazonia: in it,
we can almost make no distinction
between the twigs and their reflections
in the water, in images that preserve the
heavy and disturbing atmosphere of the
tropical forest. The photos, which border
on graphic designs in their interplay of
light and shade, are one of the high
spots of Gautherot’s work — a success-
ful attempt to capture the monumental
nature of the tropics.

From 1947 onwards, Gautherot began
to collaborate with the incipient organi-
sation for the protection of the Brazilian
historical heritage and he travelled
around Brazil documenting works of
colonial architecture and popular festivi-
ties. In this way, he was able to develop
his interest in ethnographical photogra-
phy, with which he had come into con-
tact during his time at the Musée de
I'Homme. At that time, he produced a
vast amount of material about Brazilian
traditions, ranging from the carnival in
Rio de Janeiro to the folk tradition of
bumba meu boi in Maranhdo.

In his photographs of the festivities,
many of which were held in poor places,
he revealed the full extent of the disci-
pline of ethnographical work: Gautherot
approached life, not from the viewpoint
of poverty and deprivation, but through
its intrinsic order. Popular festivities,
after all, are marked by rehearsed cho-
reographies — series of movements that
Gautherot first set out to understand,
and only then sought to portray. As far
as Henry Cartier-Bresson'’s decisive
moment is concerned, he used different
methods. Whereas Cartier-Bresson
moved around his subjects looking for
that moment, Gautherot was more
patient in his gaze: he took a step back
and waited for things to happen.

From 1958 onwards, he was afforded
free access to the construction work
taking place in Brasilia — a reflection

of the friendship that he enjoyed with
Oscar Niemeyer, nourished by their
common aesthetic and political interests.
The almost three thousand photos that
he produced represent the apex of his
interest in modern architecture. In the
picture that he took of the Esplanada
dos Ministérios while still under con-
struction, the buildings are materialised
in the midst of the dust, imposing con-
crete skeletons in front of tiny workers.
In the foreground, shadows are opposed
to the light of the sky and the horizon,
in a visual confrontation between the
promise of the new city and the doubt
about its being established there in the
arid vastness.



(indios, africanos e portugueses), que
se teriam “misturado” para dar origem
a nacao brasileira. Mas, ao retratar
um indio dono da sua prépria histéria,
Medeiros comprova que nao estava ali
para fazer publicidade. Outro exemplo
disso é aimagem de um indigena mais
jovem, que dorme em cima de um barril
de combustivel como se fosse um
tronco - retrato eloquente dos riscos
de um programa de imposigéo cultural.
Medeiros foi ao Xingu para capturar o
espirito daqueles tempos. Procurava
produzir Histdria, algo que qualquer
fotojornalista deveria almejar.

A sua obra é impensavel fora do con-
texto da imprensa. Ao longo da carreira,
Medeiros trabalhou no limite entre
fotojornalismo e fotografia de autor.
Nascido em Teresina, no Piaui, em 1921,
ele desembarcou no Rio de Janeiro em
1939. Apés ter reprovado no exame de
admissdo a uma faculdade de arquite-
tura, comecou a trabalhar como foté-
grafo freelancer, em revistas como
Rio e Tabu. Em 1946, entrou para O
Cruzeiro, principal revista ilustrada do
Brasil nas décadas de 1940 e 1950, onde
produziu o essencial de sua carreira.
Foi ali que experimentou diversos
tipos de linguagens fotograficas. A
crénica mundana do Rio de Janeiro
era o nicho mais evidente - estrelas
de cinema, politicos e celebridades
eram vistos com frequéncia nas pagi-
nas da revista. A marca do espetaculo
nas suas fotos fica clara nos primeiros
anos: as imagens parecem nascer de
um contrato imediato com os fotogra-
fados, sejam fotos em pose de repre-
sentantes do glamour, ou de pessoas
anénimas, que pousam para aparecer
bem na foto. Nota-se esse efeito no
retrato de um casal de negros sorri-
dente num baile de carnaval - conge-
lados no ar, em pose de danca - e da
“gra-fina” que assiste a um desfile
com binéculos na mao, fronte erguida
como se posasse para um escultor. O
elemento mediatico é indissociavel
da obra de Medeiros e faz-se notar até
em fotos de paisagens — como quando
usa dois lustrosos carros pretos para
emoldurar a bela silhueta das praias
de Ipanema e Leblon.

Mas, apesar dessa influéncia, o melhor
de Medeiros surge quando ele se des-
vencilha das amarras mediaticas e se
assume como fotojornalista, herdeiro
de Robert Capa e W. Eugene Smith. Em
1951, uma reportagem sobre um rito de
iniciagdo ao candomblé constitui um
dos pontos altos da obra de Medeiros.
Numa das incursdes aos “segredos”
da religido afro-brasileira, o fotégrafo
escapa da armadilha de espetacularizar
um tema misterioso, um prato cheio
para quem quisesse explorar o caricato.
Num movimento surpreendente, ele
fotografa as novicas de olhos fechados,
como que protegendo o essencial — o
que sentiam - das lentes da camara.
Outro belissimo retrato é o de uma
jovem negra, com a cabeca pendente

para o lado, a boca aberta, mas os
olhos bem fechados, abstraida de
tudo. Ao deixar que seu objeto igno-
rasse a posteridade, Medeiros produziu
um busto sublime. Nem mesmo a ilu-
minacao poderosa que ofusca as velas
do ritual pode desfazer a perfeita
atmosfera do culto.

Tratar aimagem como pedra de toque
de referéncias historicas e estéticas é
uma das grandes qualidades de algu-
mas imagens poderosas do portefélio
de Medeiros. O suicidio do presidente
Vargas, em 24 de agosto de 1954, cau-
Sou enorme comocao, e a edicao de
0 Cruzeiro que documentava o acon-
tecimento teve uma tiragem recorde
de 730 mil exemplares. Medeiros diri-
giu o seu olhar a um homem negro que,
com semblante grave, esperava a altura
de prestar a sua homenagem ao presi-
dente morto. O angulo levemente ascen-
dente transforma-o num gigante triste
e perplexo. No retrato de Medeiros,
esta presente o sentimento do povo
brasileiro naquele dia. Em vez da massa
anonima, ele optou pelo retrato indivi-
dual, que encarna aspetos da histéria
social brasileira — da escravidado ao
populismo.

0 mesmo aconteceu no desfile de 7 de
setembro de 1955, no qual Medeiros
produziu outra das suas mais belas
suas imagens.Nesse caso, retratou
uma familia negra, pais e duas filhas,
a assistir as comemoracGes com os
seus melhores trajes — mas sem con-
seguir disfarcar o constrangimento, os
rostos tensos de quem, durante tantos
séculos, tinha sido excluido da vida
publica. Naquela altura, tinham pas-
sado apenas 70 anos que o Brasil
libertara os seus escravos. E o fotégrafo
trazia, a revista de maior circulagéo
nacional, os desafios e as aspiracdes
da populacdo negra do pais.

E este tipo de colaboracdo que torna
a obra de Medeiros téo valiosa. Em
anos de transformacéo acelerada, ele
forneceu elementos para auxiliar na
incessante procura de conciliacdo
entre histoéria e modernidade. José
Medeiros aproximou-se dos temas

do quotidiano com um olhar capaz de
Ihes garantir ressonancia humana e ao
mesmo tempo histdrica. E, assim, fez
a sua parte.

THOMAZ FARKAS

No inicio, Thomaz Farkas apaixonou-se
pelas formas. As lentes do jovem
fotégrafo, no principio dos anos 1940,
dirigiam-se a geometria das novas
construcdes do Brasil moderno, em
imagens quase abstratas, que fascina-
vam pela estranheza. Aos poucos,
Farkas deu uma reviravolta humanista
€ passou a priorizar pessoas em vez
de prédios — ao ponto de praticamente
ignorar o paraiso geométrico ofere-
cido pela recém-inaugurada Brasilia.
0 que poderia ser apontado a muitos
fotégrafos como heresia era algo
totalmente coerente com a mente

The modern dream of Brasilia offered
itself up to the photographer’s lens

in all of its geometrical exuberance.
Outlined against the ample horizon, the
forms attained maximum visibility. And
yet they also left some doubts: what
was to be the fate of the city that was
sprouting up from the bush of the Bra-
zilian heartland? What would stand out
most in the new capital of a new Brazil:
the fascination and victory of man in
the face of nothingness, or the strange
sense of separation generated by each
building? These are questions that are
posed by Gautherot's patient photogra-
phy, and which even today still have no
clear answers.

JOSE MEDEIR0S

One of José Medeiros’ most beautiful
portraits was produced in Xingu, when
he was covering an expedition into the
inland region of Brazil for the magazine
0 Cruzeiro. In the photograph, a native
woman stands facing the camera with
a challenging gaze, haughty and almost
insolent, as if she didn't want the pho-
tographer (or the white man) there. The
image is a good example of the maturity
that had been achieved by Medeiros,
who built most of his career in Rio de
Janeiro, a city that practically jumped
up and down in front of the camera,
begging to be allowed to appear. In Xingu,
his subjects were fleeting ones, always
trying to avoid the camera whenever
they could. Medeiros therefore had to
draw closer to them, in a way that he
rarely had to do in Rio. And thus, in this
completely uncontrolled environment,
he produced some of his masterpieces.
The expedition to Xingu in 1949 was
part of a propaganda campaign on
behalf of the March to the West, a State
programme designed to promote the
occupation of the interior of Brazil. The
representation of the native woman in
her “virgin" or “innocent” state lent itself
perfectly to the government'’s discourse
about the “union of the three races”
(Indians, Africans and Portuguese), who
had “mixed” together in order to give
rise to the Brazilian nation. But, by por-
traying Indians as the owners of their
own history, Medeiros proved that he
was not there just to make publicity.
Another example of this is the image of
a younger native man, sleeping on top
of an oil barrel, as if it were a tree trunk
- an eloquent portrait of the risks of
following a programme of cultural impo-
sition. Medeiros went to Xingu to capture
the spirit of those times. He was seek-
ing to produce History, something that
all photojournalists should aim for.

His work is unimaginable outside of the
context of the press. Throughout his
career, Medeiros worked on the very
boundary between photojournalism and
fine art photography. Born in Teresina,
in Piauf, in 1921, he disembarked in Rio
de Janeiro in 1939. After having failed
the entrance exam for a faculty of
architecture, he became a freelance
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photographer, working for magazines
such as Rio and Tabu. In 1946, he began
to work at O Cruzeiro, the leading illus-
trated magazine in Brazil in the 1940s
and 1950s, where he produced the most
important work in his career.

At O Cruzeiro, he experimented with
various types of photographic languages.
This fairly mundane chronicle from Rio
de Janeiro was the most evident niche
for his work — film stars, politicians
and celebrities appeared with great fre-
quency on the pages of the magazine.
The marks of show business in his pho-
tos were quite evident in the first years:
the images seem to have been part of
an immediate contract made with the
subjects that he photographed, whether
they were posed photos of representa-
tives from the world of glamour, or
anonymous people who stood as still
as they could in order to look good in
the photo. This effect can be seenin
the portrait of a black couple smiling
at a carnival ball - frozen in the air, in

a dance pose - and of the rich woman
watching a parade with a pair of binocu-
lars in her hand, her brow raised as if
she were posing for a sculptor. The
question of the photo’s media impact is
indissociable from Medeiros’ work and
can even be seen in his landscape pho-
tos — as when he uses two shiny black
cars to frame the beautiful silhouette of
the beaches of Ipanema and Leblon.
But, despite this influence, the best of
Medeiros appears when he frees him-
self from the shackles of the media and
assumes himself as a photojournalist,
the direct heir of Robert Capa and W.
Eugene Smith. In 1951, a news report
about an initiation rite into candomblé
presents one of the high spots of Medei-
ros’ work. In one of his incursions into
the “secrets” of this Afro-Brazilian reli-
gion, the photographer escapes the trap
of trying to make a mysterious theme
appear spectacular, an ideal opportu-
nity for anyone seeking to exploit its
strange and ridiculous elements. In a
surprising movement, he photographs
the novices with their eyes closed, as if
protecting the essential part — what
they were feeling — from the lens of the
camera. Another extremely beautiful
portrait is that of a young black girl, with
her head leaning to one side, her mouth
open, but her eyes firmly closed, who
has abstracted herself from everything.
By allowing his subject to ignore the
question of posterity, Medeiros produces
a sublime bust. Not even the powerful
lighting that obscures the candles used
in the ritual could upset the perfect
atmosphere of the cult.

Treating the image as the touchstone
for historical and aesthetic references
is one of the great qualities of some of
the most powerful pictures in Medeiros’
portfolio. The suicide of President Vargas,
on 24 August 1954, caused enormous
commotion, and the issue of O Cruzeiro
that documented the fact had a record
circulation of 730,000 copies. Medeiros

inquieta de Farkas, que, ao longo de
duas décadas de intensa experimenta-
¢ao fotografica, se deixou seduzir pri-
meiro por desenhos, depois pelo ser
humano.

Farkas nasceu em 1924, em Budapeste,
e emigrou para o Brasil em 1930, com
a familia. Ganhou a sua primeira
camara aos 8 anos e imediatamente
passou a explorar o bairro em que
vivia. Aos 16 anos, fotografou a inau-
guragdo do novo estadio de Sao Paulo,
o Pacaembu, notavel exemplar de
arquitetura art déco entre os equipa-
mentos desportivos do Brasil. As for-
mas instigavam as lentes do jovem
aspirante a fotdgrafo.

Ao ingressar no Cine Clube Bandeirante,
ponto de encontro de fotégrafos como
Geraldo de Barros e German Lorca,
Farkas deu um passo decisivo na car-
reira. Consolidou a sua sempre pre-
sente conviccdo da fotografia como
arte. Era um grupo que se inspirava
nas vanguardas europeias das primei-
ras décadas do século XX: angulos
inusitados, planos fechados e compo-
sigdes geométricas. Os enquadramen-
tos e pontos de vista de cima para
baixo aproximam a fotografia da abs-
tracao. Exemplos dessa fase sao as
fotografias das telhas enfileiradas sob
o0 sol num canteiro de obras, que da a
impressao de se tratar de um luminoso
anuncio publicitario, e da luminaria
ondulada, que — como muitas imagens
de Farkas dessa época - oscila entre
o figurativo e o abstrato.

Também é dessa fase a classica série de
fotos que fez no Estadio do Pacaembu,
revisitado entre 1942 e 1946. Nessa
espécie de redescoberta do bairro
onde vivia, Farkas deixou-se atrair
livremente pelas linhas geométricas
do estadio, pelos seus pilares, escadas,
gradeamentos, muros, e pelos espeta-
dores, que jamais perdiam os contor-
nos. 0 mesmo olhar foi langado no Rio
de Janeiro, ao fotografar o Ministério
da Educacdo e Satide, um marco da
arquitetura modernista no pais. Desta
vez, ele radicalizou: praticamente
desmaterializou os dois prédios, pro-
curando angulos opostos ao convencio-
nal, como na fotografia de uma empena
cega do Ministério, “violada” pela
silhueta de um poste em primeiro plano.
Mal se compreende a imagem - o que
é perfeitamente coerente com um
pensamento caro a Farkas nessa época,
baseado no ideario da Nova Visao alema,
que pregava a estranheza como forma
de familiarizar o ptiblico com os desa-
fios percetivos da modernizacao.
Dono de um repertdrio visual riquis-
simo, que ia de Weston a Bauhaus,
Farkas sentiu-se impelido a aventu-
rar-se por novos géneros - retratos,
ensaios de teatro e balé - e territdrios,
sobretudo o Rio de Janeiro. Aproximou-
-se de José Medeiros, cuja amizade foi
crucial para que iniciasse uma nova
fase. Nao ingressou no fotojornalismo
(nunca trabalhou em nenhum jornal

ou revista), mas dessa amizade emer-
giu uma inquietacao que o levou a
observar o mundo sob um prisma mais
humanista. As suas fotos ganham cali-
dez e causam maior empatia, como
nas cenas de rua no Rio, em casarios
do subdrbio e nos bares e lojas do
centro da cidade. Um bom exemplo
da fusdo entre as duas fases de Farkas
- a“humana” e a “geométrica” — pode
ser a imagem do golo num jogo de
futebol na praia de Copacabana. Nela,
arigidez da forma esta presente na
trave fincada na areia, mas a atencao
desloca-se para o movimento do
pequeno guarda-redes, que salta em
vdo atras da bola.

Como ponto alto dessa nova orienta-
¢do figuram as imagens que produziu
em Brasilia em abril de 1960, na inau-
guracéo da capital. Num movimento
paradoxal para um fotégrafo com for-
macao abstracionista, Farkas deixa
de lado as formas dos prédios e da
énfase ao homem que comeca a habi-
tar a cidade. Diferente de Gautherot

- que por vezes aceitou o convite
para o jogo abstrato —, Farkas evitou
a seducdo da geometria e capturou a
figura humana, principalmente traba-
Ihadores e anénimos.

Na Brasilia de Farkas, o foco é fixado
nas fei¢des dos trabalhadores e na
maneira como homens e mulheres
ocupavam o novo espaco. A dimensao
humana torna-se maior do que a geo-
metria da cidade. Para isso, Farkas
procurou enfatizar as contradicdes
sociais existentes na nova capital -
como nas fotos do Nucleo Bandeirante,
onde se instalaram os pioneiros de
Brasilia, em casebres de madeira. Os
populares sobre a cobertura do Pala-
cio do Planalto, caminhando em todas
as direcdes, de forma caética - uma
total subverséo da ordem desta cidade
planeada -, resumem bem a aproxi-
macao do fotdgrafo ao seu objeto.
Farkas conserva, nas imagens desse
periodo, um olhar matizado e critico,
perfeita fusdo de dominio dos recursos
formais com agucada sensibilidade
social. Ao priorizar a presenca do povo,
Farkas preparava o préximo rasgo de
sua vida criativa: dedicar-se-ia, princi-
palmente, ao cinema documental.

HANS GUNTER FLIEG

0 alemao Hans Gunter Flieg chegou
ao Brasil pouco antes do inicio da
Segunda Guerra Mundial, em 1939,

e encontrou no trabalho a saida para
superar a rutura do exilio. Aos 16 anos,
nao poderia ter encontrado lugar
melhor do que Séo Paulo, a nova capi-
tal industrial do pais. Numa cidade
que valorizava a seriedade no trabalho,
Flieg criou para si aimagem de profis-
sional impecavel, que surpreendia os
clientes a cada entrega. Embora apenas
precisasse de produzir imagens sérias
e documentais, sem qualquer traco
autoral, ele foi além disso. As suas
fotos de pecas, maquinas, linhas de

directed his gaze at a black man with a
solemn appearance, who was waiting for
his turn to pay homage to the dead presi-
dent. The slightly upward-looking angle
transforms him into a sad and perplexed
giant. What we can see in Medeiros’
portrait of this man is the feeling of the
Brazilian people on that day. Instead of
depicting an anonymous mass, he chose
to produce an individual portrait, which
embodies aspects of Brazilian social
history — from slavery to populism.

The same happened in the parade of 7
September 1955, in which Medeiros
produced another of his most beautiful
images. In this case, he portrayed a
black family — the parents and their two
daughters — watching the commemora-
tions in their best clothes — but without
managing to disguise their distress, the
tense faces of people who, for so many
centuries, had been excluded from pub-
lic life. At that time, it was only 70 years
earlier that Brazil had freed its slaves.
And the photographer brought to the
country’s largest circulation magazine
the challenges and aspirations of its
black population.

This is the type of collaboration that
makes Medeiros' work so valuable. At a
time when transformations were taking
place at an ever faster pace, he provided
elements that could help in the cease-
less search for reconciliation between
history and modernity. José Medeiros
drew closer to the themes of everyday
life with a gaze that could guarantee
them a human and, at the same time,
historical resonance. And, in this way,
he made his own contribution.

THOMA/Z FARKAS

Above all, Thomaz Farkas fell in love with
forms. In the early 1940s, the lenses of
the young photographer were aimed at
the geometry of the new constructions
being built in modern Brazil, in almost
abstract images, which fascinated peo-
ple through their strangeness. Little by
little, Farkas gave a humanist slant to
his work and began to put people before
buildings - to the point where he practi-
cally ignored the geometrical paradise
offered by the newly-inaugurated Brasi-
lia. What might be considered heresy in
the case of many photographers was
something that was totally coherent
with the restless mind of Farkas, who,
throughout two decades of intense pho-
tographic experimentation, had allowed
himself to be seduced firstly by designs,
and then by the human being.

Farkas was born in 1924, in Budapest,
and migrated to Brazil in 1930, with his
family. He was given his first camera at
the age of 8 and immediately began to
explore the neighbourhood in which he
lived. At the age of 16, he photographed
the inauguration of the new stadium of
Séo Paulo, the Pacaembu, a remarkable
example of art deco architecture among
Brazil's sports equipment. The forms
inspired the lenses of this young aspir-
ing photographer.
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When he entered the Cine Clube Bandei-
rante, the meeting point for photogra-
phers such as Geraldo de Barros and
German Lorca, Farkas took a decisive
step forward in his career. He consoli-
dated his ever present belief in the
photograph as a work of art. This was

a group who took their inspiration from
the European vanguards of the first
decades of the 20th century: unusual
angles, close-ups and geometrical com-
positions. The framing of the images
and the points of view looking down
from above came close to abstract pho-
tography. Examples from that phase are
the photographs of the roof tiles placed
in a row under the sun on a building
site, which gives us the impression that
we are looking at a brightly lit advertise-
ment, and of the undulating lamp, which
- like many of Farkas' images from this
time - oscillates between the figurative
and the abstract.

Also dating from this same phase is the
classical series of photos that he took
of the Pacaembu Stadium, which he
revisited frequently between 1942 and
1946. In this rediscovery of the neigh-
bourhood where he lived, Farkas allowed
himself to be freely attracted by the
geometrical lines of the stadium, by its
pillars, stairs, railings and walls, and by
its spectators, never losing their out-
lines. He cast the same gaze at the city
of Rio de Janeiro, photographing the
Ministry of Education and Health, a
landmark in the country’s modernist
architecture. This time, he adopted a
more radical stance: he practically
dematerialised the two buildings, by
seeking out angles that were the com-
plete opposite of the conventional one,
as in the photograph of a blind gable of
the Ministry, “violated” by the silhouette
of a post in the foreground. The image
is difficult to understand - which is
perfectly coherent with a thought that
Farkas was particularly fond of at that
time, based on the ideas of the German
New Vision movement, which advo-
cated the use of strangeness as a way
of familiarising the public with the per-
ceptive challenges of modernisation.
Endowed with an extremely rich reper-
toire, ranging from Weston to the Bau-
haus, Farkas felt impelled to venture
forth into new genres — portraits, theatre
rehearsals and ballet — and new territo-
ries, especially Rio de Janeiro. He became
close to José Medeiros, whose friend-
ship was crucial for initiating this new
phase. He did not enter the world of
photojournalism (he never worked for
any newspaper or magazine), but from
this friendship there emerged a sense
of restlessness that led him to observe
the world through a more humanist
prism. His photos gained warmth and
caused a greater feeling of empathy,
as in the street scenes in Rio, and in his
images of suburban housing estates and
the bars and shops of the city centre.
A good example of the fusion between
Farkas' two phases — the “human” and



producdo acabaram por invadir as
fronteiras do sonho e da fantasia.
Flieg especializou-se em fotografia
industrial, nicho que encontrava per-
feita ressonancia com a cidade. O seu
sentido de modernidade é técnico,
uma afirmacgdo da capacidade humana
perante a natureza. Para melhor res-
ponder aos anseios da elite industrial,
Flieg abriu um estudio fotografico e
preparou-se para receber clientes com
quem também se identificava: surgiam
naquele tempo técnicos e lideres
industriais também de origem estran-
geira. Passou a atender industriais de
média dimensdo em Sao Paulo e nos
seus arredores, grupos multinacionais
como Pirelli e Mercedes-Benz, grandes
projetos de engenharia.

Nos catalogos e brochuras que produ-
ziu para as empresas, figuram imagens
de grande qualidade técnica. Volta e
meia, ultrapassava os limites do
registo documental e as suas imagens
encarnavam uma modernidade ainda
incipiente, que mal existia. Através de
composicdo pensada milimetricamente
e de angulos de captura instigantes,
Flieg trouxe reminiscéncias fotografi-
cas e cinematograficas ao imaginario
industrial do pais na época. Numa foto
da montagem de um motor maritimo
na fabrica da Villares, em S&o Caetano
do Sul, em 1960, por exemplo, a coreo-
grafia dos trabalhadores, que puxam
alavancas, giram engrenagens, anali-
sam reldgios, criam uma atmosfera de
integracdo de homem com maquina
que remete para o filme Metrdpolis,
de Fritz Lang. Uma imagem com forte
conotacdo teatral, ensaiada pelo foté-
grafo em todos os seus pormenores.
Imagens de ferramentas ou objetos
adquirem uma aura quase mistica sob
o olhar de Flieg. Sao os casos das fotos
de ferramentas Heinz, que flutuam
num espaco indefinido, sob luz que as
destaca do fundo e as transforma em
pura plastica, aparentemente despi-
das de utilidade. Da mesma forma, os
dois feixes de fibra de vidro sobre
fundo escuro ora parecem madeixas
de cabelos loiros, ora uma obra de
arte. E como se introduzisse mistério
no coragdo de um mundo mecanico,
a primeira vista desprovido de magia.
Ao revelar essa quase invisivel faceta,
Flieg faz de seus catalogos um deposi-
tario de estranhas criaturas. Quatro
travessas de cristal Prado fotografadas
na década de 1960 sdo outro exemplo:
destacadas do fundo, adquirem uma
incémoda forma organica, de bactéria
a saltar da imagem, e causam a estra-
nheza que atrai o observador.

Ao receber as imagens, a clientela
ficava surpreendida - porque Flieg via
mais do que parecia existir. Fotografada
em 1954, a fabrica de jipes da Willys-
-Overland produzia ndo mais de 20
veiculos por més. Flieg entregou um
catalogo de 80 fotos de uma fabrica
moderna e eficiente, sem inventar
nada. Era fruto da perfeita ordenacao

do espaco: rodas e pneus deixados no
chdo em sequéncia légica, dois homens
trabalhando em cada carro (em posi-
coes semelhantes), além da perspec-
tiva, em diagonal acentuada, que leva
o olhar rapidamente ao fundo, onde
ha um produto pronto para rodar.
Essa era uma das suas estratégias:
com ordenacéo total do espaco, pas-
sava a impressao de perfeita eficiéncia
a linhas de montagem ainda incipien-
tes, em fabricas muitas vezes precarias.
Como nao podia contar com grandes
edificios industriais, ele dava destaque
as maquinas e aos trabalhadores que
as operavam. O homem é colocado
sempre em posicdo de total controlo.
Na imagem da industria elétrica
Brown Boveri, em 1960, o enquadra-
mento escolhido por Flieg coloca duas
gigantescas maquinas enfileiradas,
como que esperando a vez de serem
examinadas pelo pequeno homem
com um caderno nas maos. A forca
expressiva emerge da repentina
mudangca de escala proporcionada
pelo angulo da imagem: duas maqui-
nas apresentam-se para consulta,
submissas a vontade do mintsculo
supervisor.

Ao introduzir dramaticidade no sector
industrial, Flieg faz com que as imagens
produzam um engrandecimento da
imaginacao, dotando as coisas de uma
intensidade maior do que possuem.
Tubulac6es adquirem aspecto de veias,
prédios ladeados por chaminés ocupam
a imagem inteira, com um pequeno
espaco para o céu — um excesso de
presenca e por vezes de inquietacéo,
que ndo se encontram em outras ima-
gens industriais da época. Isso tudo
sem perder o carater de registo docu-
mental, sem o qual ndo existiriam.
Sob o olhar de Flieg, o metalico e o
mecanico ganham ainda uma espécie
de erotismo elementar, que se insinua
em formas basicas, as vezes protube-
rantes, que se encaixam ou se desta-
cam, num vaivém de formas concavas
e convexas. Sao os casos dos tubos de
um moinho em Sao Paulo, da prensa
de pneus de uma fabrica da Pirelli, de
uma instalacdo industrial em constru-
¢do em llha Solteira, imagens que,
mais uma vez, confundem os limites
de mecanico e organico.

Ao longo de 30 anos, Flieg produziu
um portefélio que documenta como
poucos o processo de modernizacao
da industria do Brasil e de Sdo Paulo.
Mais do que isso, dotou as maquinas
de curiosa e enigmatica vida interior.
O que poderia ser simplesmente
sobrio transformou-se numa inventiva
maneira de retratar a industrializagéo
do Brasil. Flieg ndo pretendia ser tra-
tado como artista. Mas é a tinica forma
possivel de concebé-lo.

MUDANCA DE ESTAGAQ

0 essencial da obra de Gautherot,
Medeiros, Farkas e Flieg foi produzido
entre o inicio dos anos 1940 e a primeira

the “geometrical” — could be the picture
of the goal being scored in a football
match on Copacabana beach. In it, the
rigidity of form is to be found in the goal-
posts stuck in the sand, but our attention
shifts to the movement of the small goal-
keeper, vainly jumping after the ball.

As the high point of this new orientation,
we have the images that he produced
in Brasilia in April 1960, when the new
capital was inaugurated. In a paradoxical
movement for a photographer with an
abstractionist background, Farkas leaves
to one side the forms of the buildings
and lays emphasis on the man beginning
to inhabit the city. Unlike Gautherot -
who sometimes responded to the invita-
tion to play the abstract game - Farkas
avoided the seduction of the geometry
and captured the human figure, mainly
workers and anonymous people.

In the Brasilia of Farkas, the focus is
on the features of the workers and the
way in which men and women occupied
the new space. The human dimension
becomes greater than the city’s geom-
etry. To achieve this, Farkas sought to
emphasise the social contradictions that
were to be found in the new capital — as
in the photos of the Nticleo Bandeirante,
where the pioneers of Brasilia were
housed in wooden huts. The people

on the roof of the Paldcio do Planalto,
walking chaotically in all directions - a
complete subversion of the order of
this planned city — offer us a very good
summary of the way in which the pho-
tographer drew closer to his subject.

In his images from this period, Farkas
maintains a colourful and critical gaze,
the perfect fusion of a mastery of the
formal resources and a finely honed
social awareness. By giving priority to the
presence of the ordinary people, Farkas
was preparing the next step in his crea-
tive life: he was shortly to dedicate him-
self mainly to documentary cinema.

HANS GUNTER FLIEG

The German Hans Gunter Flieg arrived
in Brazil shortly before the beginning
of the Second World War, in 1939, and
found in his work the perfect outlet for
overcoming the break from his former
life that had been created through his
exile. At the age of 16, he couldn’t have
found a better place to live than Sao
Paulo, the country’s new industrial capi-
tal. In a city that valued a serious atti-
tude to work, Flieg created for himself
the image of an impeccable profes-
sional, who surprised his clients each
time he delivered his commissions to
them. Although all that he needed to do
was to produce serious documentary
images, without any trace of the pho-
tographer’s interference, he went much
further than this. His photos of manu-
factured objects, machinery and pro-
duction lines ended up crossing over
the boundaries and entering into the
world of dream and fantasy.

Flieg specialised in industrial photog-
raphy, the niche that was in perfect
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keeping with the resonances of the city.
His sense of modernity is a technical one,
an affirmation of the human capacity in
the face of nature. In order to better
respond to the anxieties of the indus-
trial elite, Flieg opened a photographic
studio and prepared to receive clients
with whom he himself also identified:
those requesting his services at that
time included industrial technicians and
leaders, who were also of foreign origin.
He began to work for medium-sized
industries in Sdo Paulo and its surround-
ing area, as well as with multinational
groups such as Pirelli and Mercedes-
Benz on large-scale engineering projects.
The catalogues and brochures that he
produced for companies featured pic-
tures of a high technical quality. Occa-
sionally, he went beyond the limits of
simply making a documentary record
and his images embodied a still incipient
modernity, which barely existed then.
Through his compositions planned with
great precision and taken from provoca-
tive angles, Flieg introduced photo-
graphic and cinematic reminiscences
into the country’s industrial imagery at
that time. In a photo of the assembly of
a marine engine at the Villares factory,
in Sdo Caetano do Sul, in 1960, for
example, the choreography of the work-
ers, who are seen pulling levers, turning
wheels and analysing clocks, creates
an atmosphere of man'’s integration with
the machine, which reminds us of Fritz
Lang’s film Metropolis. It is an image
with a powerful theatrical connotation,
rehearsed by the photographer in all of
its details.

Pictures of tools or objects acquire an
almost mystical aura under Flieg's gaze.
This is the case with his photos of Heinz
tools, floating in an undefined space,
under a light that causes them to stand
out from the background and transforms
them into pure plastic, apparently
stripped of all their usefulness. In the
same way, the two bundles of glass fibre
set against a dark background some-
times have the appearance of locks of
blond hair, and sometimes seem like a
work of art. It is as if mystery had been
introduced into the heart of a mechani-
cal world, which at first sight seems

to be completely devoid of magic. By
revealing this almost invisible facet,
Flieg turned his catalogues into a repos-
itory of strange creatures. Four Prado
crystal glass dishes photographed in
the 1960s are another example of this
approach: made to stand out from the
background, they acquire an uncomfort-
able organic form, like bacteria leaping
out of the image, and create a sense of
strangeness that attracts the observer.
When they received his pictures, his cli-
ents were always surprised — because
Flieg saw more than seemed to exist.
Photographed in 1954, the Willys-Over-
land jeep factory produced no more than
20 vehicles per month. Flieg delivered

a catalogue of 80 photos of a modern
and efficient factory, without inventing

metade dos anos 1960. Aos poucos,
Medeiros e Farkas migraram para o
cinema, como diretores de fotografia.
Gautherot continuou a perseguir os
seus temas de eleicdo. Flieg manteve
aberto o seu esttdio durante décadas,
e registou grandes obras de arquite-
tura urbana em Sao Paulo.

Além de terem colaborado com a
producao do imaginario moderno
brasileiro, os quatro tém em comum

o facto de que a década de 1960 - e 0
golpe militar de 1964, com tudo o que
representou para a sociedade brasi-
leira - marcou uma rutura nas suas
carreiras. Para Medeiros, a transfor-
macdo comecara ainda antes, no fim
da década de 1950, com a decadéncia
de O Cruzeiro. O fotojornalismo que se
seguiu nos anos de militarismo tinha
um foco mais politico — nem sempre
compativel com seu olhar. Farkas ja
comecara a explorar uma linha mais
cinematografica e engajada na sua
obra. Ja para Gautherot, a reviravolta
politica tocara as prdprias bases da
sintese moderna que produziu — uma
vez no poder, os militares puseram em
marcha o seu projeto de modernizacao
conservadora, que desvirtuava o que
tinha sido feito até ali. O crescimento
industrial, entdo, tornara-se uma
forma de propaganda politica e per-
corria caminhos diferentes dos que
Flieg desenvolvera com habilidade

e cuidado.

Censura e conservadorismo. Mas
também a contracultura, uma nova
transformacéo da imprensa, a foto-
grafia a cores. Iniciava-se a década de
1970 e novos actores surgiam. Uma
geracao de fotdgrafos tinha construido
as no¢odes de modernidade no Brasil,
de acordo com as suas crencas e expe-
riéncias. Outros profissionais agora
reivindicavam papel semelhante.
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anything. This was the result of a perfect
arrangement of the space: wheels and
tyres left lying on the ground in a logical
sequence, two men working on each
vehicle (in similar positions). But it was
also the result of Flieg's use of perspec-
tive, consisting of a heavily pronounced
diagonal view, which rapidly leads our gaze
to the background, where there is a prod-
uct coming off the line and ready to go.
This was one of his strategies: with his
total arrangement and organisation of
the space, he was able to transmit the
impression of perfect efficiency to
assembly lines that were still in their
early stages of development, at factories
that were frequently operating under
precarious conditions. As he could not
work with large industrial buildings, he
highlighted the machines and the work-
ers who operated them. Man is always
placed in a position of total control. In
the image of the Brown Boveri electrical
industry, in 1960, the framing that Flieg
chose for his picture places two huge
machines in a line, as if they were waiting
their turn to be examined by the small
man with a notebook in his hands. The
expressive force of the picture emerges
from the sudden change in scale pro-
vided by the angle of the image: two
machines present themselves for an
appointment, submitted to the will of
the tiny supervisor.

By introducing this element of theatri-
cality into the industrial sector, Flieg
used his images to enhance the imagi-
nation, giving things a greater intensity
than they actually have. Pipes take on the
appearance of veins, buildings flanked
by chimneys occupy the entire picture,
with just a small space for the sky — an
excessive presence and sometimes far
too much restlessness, which are not
found in other industrial images from
the time. All of this is achieved without
ever losing the aspect of a documentary
record, without which the pictures would
not exist.

Under Flieg’s gaze, the metallic and the
mechanical gain a kind of elementary
eroticism, which insinuates itself in basic,
and sometimes protruding, forms that
fit together or detach themselves from
one another, in a constant procession
of concave and convex shapes. This is
the case with the pipes of a mill in Sdo
Paulo, the tyre presses of a Pirelli factory,
an industrial plant under construction
at llha Solteira, images that, once again,
blur the boundaries between the mechan-
ical and the organic.

Over a period of 30 years, Flieg produced
a portfolio that documents the modern-
isation process in Brazil and Sdo Paulo
in a way that few others were able to
achieve. More than this, he endowed
machines with a curious and enigmatic
interior life. What might simply be some-
thing quite sober was transformed into
an inventive way of portraying the indus-
trialisation of Brazil. Flieg did not want
to be treated as an artist. But it is the
only possible way of seeing him.

CHANGING DIRECTIONS

The main body of the work of Gautherot,
Medeiros, Farkas and Flieg was pro-
duced in the period ranging from the
early 1940s to the first half of the 1960s.
Gradually, Medeiros and Farkas gravi-
tated towards the cinema, where they
worked as directors of photography.
Gautherot continued to pursue his pre-
ferred themes. Flieg kept his studio open
for several decades and photographed
great works of urban architecture in
Sao Paulo.

Besides being involved in shaping the
modern Brazilian collective imagination,
the four photographers shared the fact
that the 1960s - and the 1964 military
coup, with all that this represented for
Brazilian society — marked a break in
their careers. For Medeiros, the transfor-
mation had begun even earlier, in the
late 1950s, with the decline of O Cruzeiro.
The photojournalism that came after
this in the years of the military regime
had a more political focus, one that was
not always compatible with his photo-
graphic gaze. Farkas had already begun
to explore a more cinematic and socially
engaged line in his work. And, as far as
Gautherot was concerned, the sudden
political change had undermined the very
foundations of the modern synthesis
that he had produced - once in power,
the military rulers set in motion their
own project of conservative modernisa-
tion, which completely distorted what
had been done up to then. Industrial
growth then became a form of political
propaganda and followed different paths
from the ones that Flieg had developed
with such skill and care.

Censorship and conservatism. But also
the counter culture, a new transforma-
tion of the press, and colour photography.
The 1970s were beginning and new
actors were starting to appear. A genera-
tion of photographers had constructed
the notions of modernity in Brazil, in
keeping with their beliefs and their expe-
riences. Other professionals were now
demanding the right to play a similar role.
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Bahia, ca. 1940 Belém, Para, ca. 1954
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MARGEL GAUTHERQT JOSE MEDEIROS

Gautherot, Séo Paulo, ca. 1955 Rio de Janeiro, 1952
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JOSE MEDEIROS JOSE MEDEIROS

Rio de Janeiro, 1942 Mato Grosso, 1949
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THOMAZ FARKAS

Rio de Janeiro, 1947

THOMAZ FARKAS

S&o Paulo, 1950-1960
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THOMALZ FARKAS HANS GUNTER FLIEG

Brasilia, 1960 Séo Paulo, ca. 1956
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HANS GUNTER FLIEG

HANS GUNTER FLIEG
Séo Paulo, ca. 1960

Santo André, Séo Paulo, 1948



HANS GUNTER FLIEG

Nascido em 1923, numa familia judia,
o alemédo Hans Gunter Flieg tinha 16
anos quando o antissemitismo do
regime nazi levou a sua familia a emi-
grar para Sao Paulo. O jovem Flieg, que
ja se interessava por fotografia, chegou
ao Brasil com duas camaras na baga-
gem, uma Leica e uma Linhof, e um
curso de técnicas de laboratério com
Grete Karplus, acabado de concluir,
no Museu Judaico de Berlim.

Em Sao Paulo, empregou-se inicial-
mente numa empresa de litografia e,
depois, como fotégrafo numa grafica.
Flieg abriu o seu préprio estudio em
1945, onde iniciou aquela que seria a
sua principal vertente profissional: os
trabalhos encomendados por grandes
empresas, realizados ao longo de qua-
tro décadas. Entre eles, estdo o calen-
dario fotografico da Pirelli, assinado
integralmente pelo fotégrafo, em 1948;
as fotos da linha de producao da fabrica
de automdéveis Willys-Overland, em
1954; e as imagens realizadas para a
fabrica de calcado Clark, em 1953.
Este tipo de trabalho, que marcou a
carreira de Flieg, era estimulado pelo
contexto paulistano em meados do
século XX, quando o explosivo desen-
volvimento industrial e urbanistico
transformou a cidade e arredores.
Abordou também outros temas: foi

o fotdégrafo oficial da primeira Bienal
Internacional de Arte, no Museu de
Arte Moderna de Sao Paulo (MAM-SP),
em 1951; documentou o patriménio
histérico e cultural popular, especial-
mente para o Unicef, em 1971; fotogra-
fou as construcgdes do Museu de Arte
de Sao Paulo (MASP), do ginasio do
Ibirapuera e das centrais hidroeléctricas
de Jupia e llha Solteira. Os seus ensaios
fotograficos tém em comum, a maior
parte das vezes, o facto de terem sido
encomendados por clientes, fossem
empresas de publicidade, industrias
ou instituigdes ptblicas.

Em 1965, Flieg obteve a cidadania bra-
sileira. Atualmente, vive em Séo Paulo.
Em julho de 2006, o IMS adquiriu do
proprio fotégrafo a sua obra, composta
de cerca de 35 mil negativos em preto
e branco.

Born into a Jewish family in 1923, the
German Hans Gunter Flieg was 16 years
old when the anti-Semitism practised by
the Nazi regime led his family to emigrate
to Sédo Paulo. The young Flieg, who was
already interested in photography, arrived
in Brazil with two cameras in his luggage,
a Leica and a Linhof, and a course in
laboratory techniques that he had just
completed with Grete Karplus at the
Jewish Museum in Berlin.

In Sdo Paulo, he began working at a litho-
grapher’s studio and then as a photogra-
pher at a graphics company. Flieg opened
his own studio in 1945, where he began
what was to be the main aspect of his
professional career: undertaking photo-
graphic commissions for large enterprises,
a job that he performed over four decades.

Among these commissions were the
Pirelli photographic calendar, which was
produced entirely by the photographer
in 1948; the photos that he took of the
production line at the Willys-Overland
car factory, in 1954; and the pictures that
he took for the Clark’s shoe factory, in
1953. This type of work, which marked
Flieg's career, was stimulated by the eco-
nomic context of Sdo Paulo in the mid-
20th century, when the industrial boom
and the consequent urban development
completely transformed the city and its
surrounding area. He also worked on
other themes: he was the official pho-
tographer at the first International Art
Biennial, at the Sdo Paulo Museum of
Modern Art (MAM-SP), in 1951; he docu-
mented the city’s popular historical and
cultural heritage, especially for Unicef,
in 1971; and he photographed the con-
struction of the Sdo Paulo Museum of
Art (MASP), the Ibirapuera Gymnasium
and the hydroelectric power plants of
Jupia and llha Solteira. His photo essays
mostly shared the same common feature,
namely the fact that they were works
commissioned by clients, whether these
were advertising companies, industries
or public institutions.

In 1965, Flieg was granted Brazilian citi-
zenship. He currently lives in Sdo Paulo.
In July 2006, the Instituto Moreira Salles
purchased the photographer’s entire
oeuvre, which consists of roughly 35,000
black and white negatives.

THOMAZ FARKAS

Nascido em Budapeste, Hungria, em
1924, Thomaz Farkas chegou ao Brasil
com seis anos de idade. O seu pai, dando
continuidado ao negécio de familia,
abriu em Sao Paulo a primeira loja da
Fotoptica, onde o pequeno Thomaz
aprendeu a fotografar enquanto brin-
cava. Em 1932, com apenas oito anos,
recebe do pai a sua primeira camara
fotografica, com a qual realizou, durante
os dez anos seguintes, imagens intuiti-
vas e exploratdrias que mostravam os
parentes préximos, os animais domés-
ticos, o grupo de amigos de bicicleta,
0 Zeppelin que sobrevoava a cidade e a
construcao do estadio do Pacaembu, nos
arredores da sua casa. Nos anos 1960,
depois da morte do pai, Farkas assumiu
a direcdo da Fotoptica, até 1997.

Aos 18 anos, associou-se ao Foto Cine
Clube Bandeirante (FCCB), o mais
avanc¢ado centro de debates sobre
fotografia da cidade. Alguns dos ele-
mentos estéticos defendidos

pelo FCCB estao presentes nas fotos
que Farkas fez de Sao Paulo nos anos
1940, entdo uma cidade em acelerado
processo de modernizacao, que ele
abordava em novos e inusitados
enquadramentos, prenunciando, no
seu abstracionismo geométrico, a arte
construtivista da década seguinte.

Ao mesmo tempo, explorava imagens
surrealistas, especialmente com os
colegas da Escola Politécnica da

Universidade de Sao Paulo (USP), na
qual se formou engenheiro.
Influenciado pelo fotégrafo e amigo
José Medeiros, os interesses de Farkas
ampliaram-se, explorando uma aborda-
gem mais préxima do fotojornalismo
e da fotografia documental. Exemplos
disso sdo as séries de imagens sobre
o Rio de Janeiro que incorporam o
retrato e a vida dos moradores de
bairros populares e regiées do centro
histdrico da entao capital federal. Ou
também as séries fotograficas sobre

a construcao de Brasilia. Ou, ainda, as
suas fotografias sobre o balé Yara e as
fotos de centrais hidroeléctricas. Farkas
naturalizou-se brasileiro em 1949, numa
época ja era membro da Comissao de
Fotografia do Museu de Arte de Sao
Paulo (MASP), tornando-se depois
sécio-fundador do Museu de Arte
Moderna de Sao Paulo, em 1963, e
conselheiro da Bienal de Sao Paulo,
em 1987. Com a empresa da familia,

a Fotoptica, lanca a revista Novidades
Fotoptica e, em 1979, a Galeria Fotoptica,
em parceria com Rosely Nakagawa.
Nas décadas de 1960 e 1970, Farkas
dedicar-se-ia mais ao cinema. Com

a Caravana Farkas, produziu varios
documentarios sobre o Brasil, em que
apresentava facetas menos conhecidas
do pais. Em 1969, passou a lecionar
fotografia nos departamentos de
Cinema e Jornalismo da Escola de
Comunicacdes e Artes da Universidade
de Sao Paulo (ECA-USP).

Thomaz Farkas morreu em margo

de 2011, aos 86 anos. A sua obra foto-
grafica, composta por mais de 34 mil
imagens, esta sob a guarda e a preser-
vacdo do Instituto Moreira Salles, por
um acordo de parceria firmado com

o0 proprio fotdgrafo.

Born in Budapest, Hungary, in 1924,
Thomaz Farkas arrived in Brazil at the age
of six. His father continued the family
business by opening the first Fotoptica
shop in S&o Paulo, where the young
Thomaz learned to photograph while
playing. In 1932, at the age of just eight,
his father gave him his first camera, with
which, for the next ten years, he took
intuitive and exploratory pictures of his
closest relatives, pets, his group of cycling
friends, the Zeppelin that flew over the
city and the construction of the Pacaembu
Stadium in the neighbourhood around his
house. After his father's death in the 1960s,
Farkas took over the running of Fotoptica,
until 1997.

At the age of 18, he became a member of
the Foto Cine Clube Bandeirante (FCCB),
which was the city’s most advanced
centre for the discussion of photography.
Some of the aesthetic principles defended
by the FCCB are expressed in the photos
that Farkas took of Séo Paulo in the
1940s, which at the time was a city
experiencing a rapid process of moderni-
sation, which he himself captured in new
and unusual framings, with his geomet-
rical abstractionism foreshadowing the
constructivist art that was to appear in
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the following decade. At the same time,
he explored surrealist images, especially
with his fellow students at the Polytech-
nic School of the University of Sdo Paulo
(USP), where he trained as an engineer.
Under the influence of his friend, the
photographer José Medeiros, Farkas'
interests broadened and he began to
experiment with an approach that was
closer to photojournalism and docu-
mentary photography. Examples of this
change in direction are the series of
images that he took of Rio de Janeiro
and which incorporate portraits of the
life and residents of the poorer neigh-
bourhoods in the historic centre of the
city that was, at that time, the federal
capital. And there were also the series
of photographs that he produced about
the construction of the new capital Bra-
silia, as well as his photographs of the
Yara Ballet and of hydroelectric power
plants. Farkas was naturalised Brazilian in
1949, at a time when he was already a
member of the Photography Committee
of the Sdo Paulo Museum of Art (MASP),
later becoming a founder member of
the Sdo Paulo Museum of Modern Art,
in 1963, and an adviser to the Sédo Paulo
Biennial, in 1987. With his family com-
pany, Fotoptica, he launched the maga-
zine Novidades Fotoptica and, in 1979,
opened the Galeria Fotoptica, in partner-
ship with Rosely Nakagawa.

In the 1960s and 1970s, Farkas devoted
more of his time to the cinema. With
Caravana Farkas, he produced several
documentaries about Brazil, in which he
presented some of the country’s lesser
known aspects. In 1969, he began lectur-
ing photography in the departments of
cinema and journalism at the School of
Communications and Arts of the Univer-
sity of Sdo Paulo (ECA-USP).

Thomaz Farkas died in March 2011, at the
age of 86. His photographic work, com-
posed of more than 34,000 images, is
now housed and preserved at the Insti-
tuto Moreira Salles, under the scope of
a partnership agreement signed with
the photographer himself.

MARGEL GAUTHEROT

Marcel André Félix Gautherot nasceu
em Paris, a 14 de julho de 1910. Em
1925, entrou no curso de arquitetura
e decoracdo da Ecole Nationale des Arts
Décoratifs, onde estudou até 1931.
Nesses anos de formacao, foi marcado
pela ascensao da arquitetura moder-
nista de Le Corbusier, em Francga, e
da Bauhaus, na Alemanha. Ainda como
estudante, pronunciou, durante um
congresso politico estudantil, um
“Discours sur I'architecture francaise”,
publicado depois pelo jornal socialista
Notre Temps.

Gautherot, no entanto, foi abando-
nando progressivamente a arquitetura
e aproximando-se da fotografia, que
muito lhe interessava. Foi nesta area
que desempenhou as suas funcdes
no Museu do Homem, em Paris, onde

comecou a trabalhar em 1936: res-
ponsavel pelo registo das colecdes de
etnografia do museu, foi enviado ao
México para fotografar monumentos
da cultura pré-colombiana, realizando
o0 seu desejo de viajar pelo mundo. Um
ano depois de ler o romance Jubiaba, de
Jorge Amado, desembarcou no Recife,
em maio de 1939, com o intuito de subir
o rio Amazonas - plano logo frustrado
pela chamada para a Guerra pelo exér-
cito francés. Com o triunfo aleméao e
a ocupacao de Franc¢a, Gautherot deci-
diu voltar ao Brasil, desta vez para o
Rio de Janeiro, para tentar a sorte
como fotégrafo. Na entéo capital bra-
sileira, comegou a colaborar com o
Servigo do Patriménio Histérico e
Artistico Nacional (SPHAN), viajando
por todo o pais para realizar séries
fotograficas, particularmente em Ouro
Preto e Congonhas do Campo, redutos
da obra de Aleijadinho. Através do
SPHAN, travou contacto com o grupo
de arquitetos modernistas do Rio de
Janeiro, entre os quais Oscar Niemeyer
que, no final dos anos 1950, o convi-
dou a documentar a construgéo de
Brasilia, durante cinco anos que certa-
mente representaram o auge de sua
carreira como fotdgrafo de arquitetura,
actividade que prosseguiu, em resposta
a encomendas do governo brasileiro,
ou documentando outros projetos de
Niemeyer concluidos apés 1960, como
a Catedral Metropolitana.

Desde a década 1950, cultivou o inte-
resse pela cultura popular brasileira,
fotografando festas populares, em
especial as nordestinas, e colaborou
frequentemente com a Campanha de
Defesa do Folclore Nacional de Edison
Carneiro. Nas décadas de 1960 e 1970,
dedicou-se ainda a fotografar os traba-
lhos do arquiteto e artista Burle Marx,
que acompanhou em expedicées
botanicas, e em cujo atelié instalou,
em 1965, o seu laboratério fotografico,
que manteve até o fim da vida. Marcel
Gautherot faleceu no Rio de Janeiro
em 8 de outubro de 1996. O seu arquivo
foi incorporado pelo Instituto Moreira
Salles em 1999, e compreende cerca
de 25 mil imagens.

Marcel André Félix Gautherot was born
in Paris, on 14 July, 1910. In 1925, he began
acourse in architecture and decoration at
the Ecole Nationale des Arts Décoratifs,
where he studied until 1931. During these
formative years, he was marked by the
rise of modernist architecture under the
influence of Le Corbusier, in France, and
the Bauhaus, in Germany. While still a
student, he presented his “Discours sur
I'architecture francaise” to a political
conference of students, which was pub-
lished by the socialist journal Notre Temps.
Gautherot gradually began to abandon
architecture, however, and became more
closely involved in photography, which
was one of his great interests. It was in
this area that he started to work at the
Musée de 'Homme in Paris in 1936, where
he was responsible for keeping a record

of the museum's ethnography collections.
As part of his work, he was sent to Mexico
to photograph monuments belonging to
pre-Columbian culture, thus fulfilling his
desire to travel around the world. A year
after reading Jorge Amado's novel Jubiaba,
he disembarked in Recife, in May 1939,
with the aim of heading up the River
Amazon - a plan that was immediately
thwarted by his being called up to serve
in the French army. With the German
victory and subsequent occupation of
France, Gautherot decided to return to
Brazil, this time to Rio de Janeiro, to try
his luck as a photographer. In what was,
at that time, still the Brazilian capital, he
began to work with the National Histori-
cal and Artistic Heritage Service (SPHAN),
travelling all over the country to produce
series of photographs, particularly in
Ouro Preto and Congonhas do Campo,
strongholds of the work of Aleijadinho.
Through SPHAN, he came into contact
with the group of modernist architects
from Rio de Janeiro, including Oscar
Niemeyer, who, at the end of the 1950s,
invited him to document the construction
of Brasilia, over a five-year period that
certainly represented the pinnacle of his
career as a photographer of architecture,
an activity that he pursued in response
to commissions made by the Brazilian
government, while also documenting
other projects that Niemeyer completed
after 1960, such as the building of the
Cathedral of Brasilia.

From the 1950s onwards, he cultivated
an interest in Brazilian popular culture,
photographing popular festivities, partic-
ularly in the North-East of the country,
and frequently collaborated with Edison
Carneiro’'s Campaign for the Defence of
Brazilian Folklore. In the 1960s and 1970s,
he also devoted his time to photograph-
ing the works of the architect and artist
Burle Marx, whom he accompanied on
botanical expeditions, and at whose stu-
dio he installed his own photographic
laboratory in 1965, which he maintained
there until the end of his life. Marcel
Gautherot died in Rio de Janeiro on 8
October 1996. His archives, consisting
of roughly 25,000 images, were incorpo-
rated into the collections of the Instituto
Moreira Salles in 1999.

JOSE MEDEIROS

Nascido em 1921, José Aratijo de Medei-
ros contactou com a fotografia ainda
na infancia, em Teresina (Pl), a sua
cidade natal. Mais tarde, com apenas
12 anos, aprendeu com o pai, fotdgrafo
amador, as técnicas de revelagdo em
laboratdrio. Ao mudar-se para o Rio de
Janeiro, em 1939, escolheu a fotogra-
fia como oficio e comecou a colaborar
com as revistas Tabu e Rio.

Em 1946, foi contratado pela revista
0 Cruzeiro, a mais importante do pais
na época, um 6rgao determinante
para a fundagéo do fotojornalismo
brasileiro, pela forma revolucionaria
de tratamento da imagem. Durante 15

anos percorreu todo o pais, viajou
pela América, Europa e Africa, a pro-
cura de acontecimentos que pudes-
sem ilustrar as reportagens da
revista. O Rio de Janeiro dos anos
1940 e 1950, antes da transferéncia
da capital para Brasilia, era um dos
grandes temas do fotojornalista, que
documentou um estilo de vida (o café
society) préprio da alta sociedade
carioca, representado especialmente
por festas elegantes e pela vida gla-
morosa de Copacabana. Medeiros
registou também os bastidores da
politica e da cultura nacionais, fotogra-
fando artistas, musicos e escritores
de sucesso. Os ensaios mais marcan-
tes para O Cruzeiro, no entanto, resul-
taram das viagens pelo pais, em que
fotografou, por exemplo, um terreiro
de candomblé em Salvador, em 1951,
durante um ritual secreto de iniciagdo
das filhas de santo, editadas no livro
Candomblé, de 1957, com nova edicdo
em 2011, pelo Instituto Moreira Salles.
Outros trabalhos a destacar sao os
ensaios sobre tribos indigenas do
Mato Grosso e do Para, entre 1949 e
1957, e a cobertura — em particular,
as cenas de bancada - da traumatica
derrota da selecao brasileira na final
da Campeonato do Mundo de 1950,
no Maracana. Entre as reportagens
realizadas, incluem-se ainda imagens
de cenas de rua, de folides no Carna-
val carioca, de mulheres internadas
num manicémio e retratos de famo-
s0s e anénimos. Ao deixar a revista,
em 1962, fundou a agéncia Image,
em sociedade com Flavio Damm e
Yedo Mendonga.

A partir de 1965, passou a dedicar-se
ao cinema, assinando a direcdo de
fotografia de obras classicas, como

A falecida (1965), de Leon Hirszman,
Xica da Silva (1976), de Caca Diegues,
e Memodrias do carcere (1984), de
Nelson Pereira dos Santos. Segundo
Glauber Rocha, ele era “o tinico que
sabia fazer uma luz brasileira”. O proé-
prio Medeiros chegou a dirigir um
longa-metragem em 1980, Parceiros
da aventura. A ligagdo com o cinema
desdobrou-se nos cursos que lecionou
durante dois anos, ja no fim da vida,
na Escuela Internacional de Cine y
Television de Santo Antonio de los
Bafios, em Havana, Cuba.

José Medeiros morreu em Aquila, na
Italia, em 1990. O seu acervo, que
contém cerca de 20 mil negativos, foi
adquirido pelo Instituto Moreira Salles
em agosto de 2005.

Born in 1921, José Aratjo de Medeiros
first came into contact with photogra-
phy while still a child, in Teresina (PI),
his home town. Later, when he was still
just 12 years old, his father, an amateur
photographer, taught him how to
develop pictures in a laboratory. When
he moved to Rio de Janeiro, in 1939, he
chose photography as his profession
and began working with the magazines
Tabu and Rio.
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In 1946, he was contacted by O Cruzeiro,
which was the most important magazine
in the country at that time and was to play
a decisive role in the foundation of Bra-
zilian photojournalism, because of the
revolutionary treatment that it gave to
its images. For 15 years, he travelled all
around the country, as well as through
America, Europe and Africa, looking for
events that could be used to illustrate
the magazine's news reports. The Rio de
Janeiro of the 1940s and 1950s (before
the capital was transferred to Brasilia)
was one of the great themes illustrated by
this photojournalist, who documented
the café society lifestyle that was the
hallmark of Rio's high society, marked
above all by elegant parties and the glam-
orous life in the district of Copacabana.
Medeiros also recorded the events tak-
ing place behind the scenes in Brazilian
politics and culture, photographing many
successful artists, musicians and writers.
The most striking photo essays that he
produced for O Cruzeiro, were, however,
the result of his travels around the country,
in which, for example, he photographed
a candomblé house in Salvador, in 1951,
during a secret ritual for the initiation of
the filhas de santo (the daughters of the
saint), published, in 1957, in the book enti-
tled Candomblé, which was later repub-
lished in 2011 by the Instituto Moreira
Salles. Other notable works are his photo-
graphs about the indigenous tribes of Mato
Grosso and Para, taken between 1949
and 1957, and his coverage — especially the
scenes of the spectators on the terraces
— of the Brazilian national team's traumatic
defeat at the Maracana Stadium in the
final of the Football World Cup in 1950.
Among the other news reports that he
covered were pictures of street scenes,
carnival celebrations in Rio, women
patients in a mental asylum and portraits
of both famous and anonymous people.
When he left the magazine in 1962, he
founded the Image Agency, in partnership
with Flavio Damm and Yedo Mendonca.
From 1965 onwards, he began to dedi-
cate himself to the cinema, working as
the director of photography for a number
of classic films, such as A falecida (1965),
by Leon Hirszman, Xica da Silva (1976), by
Caca Diegues, and Memodrias do cércere
(1984), by Nelson Pereira dos Santos.
According to Glauber Rocha, he was
“the only one who knew how to capture
a Brazilian light”. Medeiros also directed
his own feature film in 1980, Parceiros da
aventura. His links to the cinema further
extended to the courses that he taught
for a period of two years, already towards
the end of his life, at the Escuela Inter-
nacional de Cine y Televisién of Santo
Antonio de los Bafios, in Havana, Cuba.
José Medeiros died in LAquila, in Italy, in
1990. His photographic archives, which
contained roughly 20,000 negatives, were
purchased by the Instituto Moreira
Salles in August, 2005.
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