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THE END OF HISTORY THROUGH THE DISCLOSURE OF FICTION: INDISCIPLINARITY 

IN MIGUEL GOMES’S TABU (2012)

Carolin Overhoff Ferreira (Federal University of São Paulo)

This article aims to discuss a new concept, the indisciplinary film, and proof its analytical 

benefits by studying an outstanding and prize-winning contemporary Portuguese example: 

Miguel Gomes’ Tabu (2012). The concept is inspired in Jacques Rancière’s idea of philosophy 

as an area of knowledge that thinks between disciplines, as well as in his notion of the aes-

thetic regime. I will argue that indisciplinarity in the context of cinema can substitute the es-

say film as a category and point out why and how it can shift the discussion towards key is-

sues such as the relation between method and fiction, politics and aesthetics, and reception. 

It can serve as an analytical tool by means of exploring indisciplinary films’ main characteris-

tics that can be resumed as follow: 1) co-presence of temporalities; 2) in-definition of borders 

between the reason of facts and the reason of fictions; 3) suspension of the opposition be-

tween the activity of thought and the passivity of sensible matter; and 4) re-composition of 

the landscape of the visible. With regard to Taboo, I will show that the film thinks Portugal’s 

colonial history between disciplines by addressing it in an unprecedented way that focuses 

mainly on the construction of fiction and spectator expectations. The bonds between film his-

tory and colonial history are straightened in a way that cannot be simply described by using 

current ideas associated with modern cinema and the author film such as auto-reflexivity or 

subjectivity. Film is used in such a way as to propose a model of the world that gravitates 

around our cultural experiences of relating to reality and history through fiction. Other than 

the written media, that, according to Vilém Flusser, aims to offer linear explications of our 

world, Gomes’ film proves the full potential of the technological codes and their capacity to 

make us understand how we are structuring History through fiction and how fiction can of-

fer a deeper understanding of historical events. I will claim that Gomes sets new standards 

for film watching experiences in Portuguese cinema by constructing a two-parted film that 

engages (in “Paradise lost”) with a common woman, the Christian human rights activist Pi-

lar, and her fascination with her upper class neighbour’s colonial background that becomes 

(in “Paradise”) a muted melodrama based on Aurora’s unhappy love story.

CINEMA 5 ! 9



Keywords: colonialism, Portuguese cinema, post-colonialism, indisciplinarity, Miguel Gomes. 

THINKING THE REVOLUTION IN ALBERTO SEIXAS SANTOS’S MILD MANNERS AND 

GESTURES AND FRAGMENTS

Luís Trindade (Birkbeck College, University of London)

This article analyses the ways in which two films by Portuguese filmmaker Alberto Seixas 

Santos, Mild Manners (Brandos Costumes, 1974) and Gestures and Fragments (Gestos e Fragmen-

tos, 1982), engage with history and, in particular, with the Carnation Revolution of 1974-1975. 

The article argues that the director’s politics should be looked for in the ways both films par-

ticipate in the general critique of audiovisual forms of the 1960s and the 1970s, rather than in 

specific ideological positions conveyed in the narratives. In this context, Mild Manners and 

Gestures and Fragments deploy forms of philosophical thought to mediate the relation be-

tween their narratives and the revolutionary process. More specifically, whereas The Commu-

nist Manifesto of Marx and Engels provide the former with a utopian impulse, the considera-

tions of Portuguese philosopher Eduardo Lourenço about the Carnation Revolution in Ges-

tures and Fragments is instrumental in the definition of this second film as a reflection on the 

revolution’s memory. In both cases, by rigorously equating representation and thought, 

Seixas Santos’s films are allowed to emerge as faithful figurations of a particularly critical 

historical moment.

Keywords: historiography, the long 1960s, narrative, new cinemas, revolution.

BETWEEN NARCISSISM AND REPRESSION: THE CASTRATION OF FEMALE DESIRE IN 

PORTUGUESE FILM – JULIA KRISTEVA AND ABJECTION, THE 1974 REVOLUTION, THE 

SIEGE AND DINA AND DJANGO

Érica Faleiro Rodrigues (Birkbeck College, University of London)

The Portuguese films The Siege (O Cerco, 1970) and Dina and Django (Dina e Django, 1983) are 

set within divergent socio-political situations: twelve years separate the two, with Portugal’s 
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1974 revolution and the end to almost fifty years of dictatorship (1926-1974) between them. A 

man directs The Siege (António da Cunha Teles), while a woman directs Dina and Django 

(Solveig Nordlund). I depart from Julia Kristeva’s pivotal book Powers of Horror: An Essay on 

Abjection to ask how two films produced over a decade apart and under different social and 

political conditions, can both portray women protagonists castrated in the fulfilment of their 

desire for sexual pleasure and social emancipation — why, in both, these characters progress 

from narcissism to repression to punishment.

Keywords: depolitisation, dictatorship, Julia Kristeva, revolution, sexuality.

APPRENDRE CHAQUE JOUR DE NOUVEAUX MOTS, DE BEAUX MOTS : LE CINÉMA 

DE PEDRO COSTA COMME SCÈNE POLITIQUE D'UNE DÉMONSTRATION ÉGALITAIRE

[LEARNING NEW WORDS EVERY DAY, BEAUTIFUL WORDS: PEDRO COSTA'S CINEMA 

AS A POLITICAL SCENE OF AN EGALITARIAN DEMONSTRATION]

Maria del Pilar Gavilanes (École de Haut Études en Sciences Sociales, Paris)

The Portuguese filmmaker Pedro Costa has been working on Lisbon’s suburbs for more than 

fifteen years. In his films, these neighbourhoods’ residents invent the stories that are being 

told, at the same time they are interpreting them. Costa’s cinema takes strongly into account 

the events and the transformations of the urban areas he is filming and of lives of its resi-

dents. This paper will try and address this focusing of Costa’s films, articulating it with Jac-

ques Rancière’s notions. It will try and argue that they are a demonstration of equality, for 

through the mise en scène of the speech itself, characters are also revealing their capacity to 

actualize and expose a particular conception of their world. Moreover, the specific treatment 

of characters in these films offers a multiplicity of voices that refer, not only to individuals, 

but also to collective figures. In Costa’s cinema, the elaboration of narratives during the 

process of making a film requires an attentive listening that is also extended to the specta-

tors, engaging them in the process. In this cinema, telling and understanding stories include 

the possibility, or the impossibility, of transmitting them.

Keywords: Jacques Rancière, Pedro Costa.
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NE CHANGE RIEN (2009): TIME IS POLITICAL

Patricia Brás (Birkbeck College, University of London)

This article engages with the Deleuzian concepts of “becoming” and “time-image” but also 

the Marxist term of “commodity fetishism” and Hannah Arendt's notion of “labour” to argue 

that in Pedro Costa’s Ne Change Rien, time is political.

Keywords: becoming, commodity fetishism, duration, inflation of meaning; interpretative 

contingency, labour time, political gesture, sound, temporality.

TABU: TIME OUT OF JOINT IN CONTEMPORARY PORTUGUESE CINEMA

John M. Carvalho (Villanova University)

“The time is out of joint.” So says Hamlet in Shakespeare’s play. For Gilles Deleuze, Hamlet’s 

words anticipate a revolution in philosophy that will be replayed in the history of film where 

time is no longer subordinate to movement but movement to time. In films made after the 

Second World War, Deleuze famously holds, the movement-images of classic Hollywood 

cinema gave way to direct time-images, images of time as duration. In the history of Portu-

guese cinema, this change was anticipated in the films of Manoel de Oliveira. It is followed, 

in the modern Portuguese cinema of Miguel Gomes. In his latest film, Gomes deploys time-

images to present what is experienced as loss in contemporary Portuguese culture. Specifi-

cally, Gomes gives us images of a paradise experienced as lost which was never really para-

dise in the first instance. This sense of loss can be helpfully characterized in terms of what 

Jacques Lacan has called the objet petit a. Drawing from Deleuze and Lacan, we will treat the 

paradise represented by Gomes as an object cause of desire trapped in time and experienced 

as lost in contemporary Portuguese culture and film. The time is out of joint in Tabu for the 

characters who act out its narrative as well as for the target audience for this film. Gomes has 

made a film that brings us into contact with that loss and with a longing (saudade) that will 

never and can never be satisfied.

Keywords: Gilles Deleuze, Miguel Gomes, objet a, saudade, time.
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COEXISTÊNCIAS NAS MARGENS: REFLEXÕES SOBRE DOURO, FAINA FLUVIAL A 

PARTIR DE DELEUZE E GUATTARI 

[COEXISTENCES ALONG THE RIVER: REFLECTION ABOUT LABOR ON THE DOURO 

RIVER FROM DELEUZE AND GUATTARI]

Talitha Ferraz (Federal University of Rio de Janeiro/NOVA)

This paper examines the first version of Douro, Faina Fluvial (1931), Manoel de Oliveira’s film, 

under the light of the theories of Gilles Deleuze and Félix Guattari, especially “cartography,” 

“becoming” and “collective assemblages,” concepts described in the paper. Could we envisage 

this film working with scenes that contain a narrative line based on the joint functioning 

of man, machine and nature/animal? The connection of these elements along the river is the 

main element the director captures with his camera. Thus, I reflect, in addition to other strands 

of thought, on the nature of the ties between the subjects the director puts forward in this work. 

I discuss how the documentary, which is influenced by Vertov’s Kino-eye of the soviet cinema, 

departs from a “game of different realms,” i.e., the recording and construction of a symphony 

of otherness that coexists in the same territory, expanding it and at the same time marking it. In 

this movie, men make alliances with the river, relationships with the boats, animals and ma-

chines. They are producing a universe along the Douro, marked by daily hard work. However, 

it is important to understand how the documentary explains the opening of new matches 

within these rooted connections on the riverside. Man, river, machine and animal before being 

limited at the level of representation, shot by shot ally in favour of “becoming the other.” It is 

on the trail of this intense relationship of exchanging alterities recorded and developed by the 

aesthetic force of Oliveira`s editing that this paper is based. At the same time, the text applies 

concepts of the cornerstone of Deleuze’s and Guattari’s philosophy.

Keywords: becoming, collective assemblages, documentary, Manoel de Oliveira.

NARRATIVE PEDAGOGY ON A TRAIN

Cam Cobb (University of Windsor)

Shortly after his hundredth birthday, Portuguese director Manoel de Oliveira released Eccen-

tricities of a Blond-haired Girl. Running at 64 minutes and set in present day Portugal, the film 
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is based on a story by nineteenth-century realist, Eça de Queirós. The film begins and ends 

on a train. The train itself moves through space and also moves through time. Speeding 

away from Lisbon, Macário, a young accountant, is heading to Algarve, the southern region 

of Portugal. But he is haunted. While he might be able to physically depart from Lisbon, he is 

stuck there in his mind. A smartly dressed middle-aged lady is seated beside him and he 

strikes up a conversation with her. Macário informs her he is upset and adds that he is pre-

pared to tell her why. The lady urges him to say more. What follows is a conversation strewn 

with flashbacks and sprinkled with questions and clarifications. It is also a pedagogical ex-

change. Using his declarative memory, Macário reconstructs a lived experience, relating the 

story of his failed romance with Luísa. In sharing his narrative, Macário endeavors not only 

to make sense of his past but also to cope with his present, and ultimately move on to his fu-

ture. The conversation between the two travelers exemplifies how we use our personal nar-

ratives to engage in learning exchanges, connect with others, and better understand our 

lives. It also has wider implications for Oliveira’s film.

Keywords: narrative inquiry, narrative pedagogy.

PAULO ROCHA NO CINEMA PORTUGUÊS

[PAULO ROCHA IN PORTUGUESE CINEMA]

Carlos Melo Ferreira (CEAA, Escola Superior Artística do Porto)

A study about the films of Paulo Rocha, that brings together modernism and modernity with 

both tragic and lyrical, epic e mythical characteristics in its unfolding between the New Portu-

guese Cinema of the 60’s, his presence in the Far East and his return to Portugal with a crea-

tivity that made him more a pursuer of the classics, namely Kenji Mizoguchi, than a contem-

porary of the “nouvelle vague” and the new cinemas, which he also was. The phases of his 

creation are marked alongside his own life, with special attention to formal aspects, namely 

the use of long shot with deep length in new terms and of collage. His place in Portuguese cin-

ema goes way beyond founding the New Portuguese Cinema to place itself at the level of the 

best cinema of the 20th, early 21st centuries, with a poetics of his own, close to Manoel de Ol-

iveira and future influences.
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Keywords: collage, contrasts, long shot, modernism, modernity.

IMAGEN Y PENSAMIENTO EN EL VIDEOARTE PORTUGUÉS ACTUAL

[IMAGE AND THOUGHT IN CONTEMPORARY PORTUGUESE VIDEO ART]

Luis Deltell y Jordi Massó Castilla (Universidad Complutense de Madrid)

The Portuguese video art has excelled during the past three decades in the international art 

scene due to creators like Filipa César, Pedro Gomes, Vasco Araújo, João Onofre, Francisco 

Queiroz and Nuno Cera, amongst others. Although it is difficult to determine common traits 

that allow to talk about a “Portuguese School,” on the contrary it can be noted that these art-

ists share a preoccupation concerning the issue of time and the problem of “representation,” 

present in much of their works. All attempts of theorizing video art, from the earliest (De-

leuze, Bellour) to the latest (Parfait, Spielmann), have attempted to meditate on these issues. 

However, these philosophers and art theorists have realized the complexity owed to the par-

ticularity of a medium that presents unprecedented characteristics in the Art History, such as 

the use of the electronic image. This could be the reason why theory of video art has reached 

a relatively poorly development. However, the case of those Portuguese artists shows that 

the creation has been far ahead of theorizing. In this sense, many of their works offer a medi-

tation on time of great interest that cannot be ignored by Aesthetics. This paper discusses 

some of these creations in order to explain on which consists this particular inquiry about the 

temporal question, unparalleled in the international video art.

Keywords: aesthetics, Filipa César, João Onofre, Vasco Araújo, video art.

O LUGAR DA VOZ NA CONSTRUÇÃO DO ESPAÇO DOCUMENTAL PORTUGUÊS: 

MORAIS, MOZOS E TOCHA

[THE ROLE OF THE VOICE IN THE CONSTRUCTION OF PORTUGUESE 

DOCUMENTARY SPACE: MORAIS, MOZOS AND TOCHA]

Filipa Rosário (CEC, Universidade de Lisboa)
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Zephyr directed by José Álvaro Morais (Zéfiro, 1994), Ruins by Manuel Mozos (Ruínas, 2009) 

and It’s the Earth Not the Moon by Gonçalo Tocha (É na Terra Não é na Lua, 2011) depict several 

Portuguese places, while presenting different types of tension between images and words. In 

each movie, the audience is confronted with both real and symbolic spaces, the latter being 

created by their voiceover narrations, a feature shared by all of them. And since they focus 

on specific territories — respectively, the South of Portugal, Portuguese ruins and Corvo, the 

smallest island in the archipelago of Azores — it becomes possible to analyze the dialogical 

relation between filmed landscapes and the “aura” they obtain when confronted with their 

own voiceover commentaries.

This article aims to understand not only what these voiceover narrations awake in the 

images, but also where to these two narrative strengths project the spectator.

Keywords: documentary, José Álvaro Morais, Gonçalo Tocha, Manuel Mozos, voiceover narration.
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