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			Review

			A book written with boldness. This is the strongest impression left by A jacuba is a gambiarra, by Sabrina Sedlmayer, professor and researcher from Faculdade de Letras da UFMG. The audacity is given in at least two plans: in the method and in the reached conclusion. Although it is a merely didactic division, it is natural that one lead to the other, in the case of the essay in question the implications from the proposed approach encourage the revision of reading methods from “Brazil” and, with that, has already questioned the critical path of a certain academic tradition. The book was released by Autêntica in the second half of 2017. It is a very careful and creative edition, to begin with “gambiarrice” of the red stitching exposed by a cut in the spine. Furthermore, the publication is bilingual, translated into English by Rodrigo Seabra, and with drawings by Porfírio Valladares. The images distributed by the text are a roll of string from the cover to the end of the writing, a lamp, some shots “T”, a sheet of paper and three crutches separating the sections, in a clear metalinguistic game with the ideas. After the introduction, the essay is organized with the following titles: “Of the arts and of experience”, “Traces”, “Macunaíma observes”, “Pictures made of sound and music of gestures”, “Of the provisional, of the customs”. Even if the discussion problematizes an image from Brazil, and therefore needs to articulate tough ideas, the tone of writing is sober and fluid, in a demonstration of generosity with its reader. 

			A Jacuba is a gambiarra is one of the few studies of contemporary Brazilian criticism which it takes risks crisscrossing through various aesthetic fields, such as the plastic arts, music and literature. Supported by the dialogue with Walter Benjamin and Giorgio Agamben, the researcher disdains the models of reading which resist distinguishing and valuing the kinds of art 

and language as isolated expressions amidst the affects of life. To Sabrina Sedlmayer, gambiarra and jacuba, taken as keys of reading, are models of creative thoughts from various dynamics of our Brazilian way of life, which are potentially present in contemporary art. This is, certainly, the most audacious proposition of the text. There is any suggestion that gambiarra is scarcity, misfit, economy, scarcity, scrap. To make gambiarra means to create, such as sculptures from “old man” (Véio) [1] - and the life that gives to the twisted wood which was dead -, or even to think the ambivalence of the infamous madness of artistic remains from Arthur Bispo do Rosário [2]. Who makes gambiarra guarantees a new use, which is only fully realized with the deactivation from the old uses. The way Sabrina Sedlmayer makes critical goes through this audacious threshold with a type of creative questioning from new images about the manipulated object itself. 

			The researcher says that the users of the gambiarra and of the jacuba are the inventors of the quotidian: almost invisible, clandestine, astute, piracy-friendly (and not only the cybernetic one). That individual who makes a jacuba or a gambiarra snubs the powers that be and also creates a lexicon – more than a word, a whole repertoire of gestures, actions, objects and recipes that interpellate us in its generous invention [3]. Jacuba has been registered in Brazilian Portuguese since 19th century, example of Dicionário da língua tupy, by Gonçalves Dias. Further on, it also appears in Os sertões (published in English as Rebellion in the backlands) and in Grande sertão: veredas. The meaning varies; however, it is always related to poorly prepared food – a simple meal, with few ingredients. Gambiarra is also lost in the origin and definition, even so the most common image is the one of the wire with the beaks of light. Before these typically Brazilian paradigms, the mentioned rolls of string that connect from the cover of the book to the end of the text, metaphorize the reflection thrown on a tangled contemporary art scene in which artists have frequently named their works of “gambiarra”. In the same stream, there are some critical speeches that have been used the term conceptually to understand and read certain literary works. The assumption taken is that “gambiarra” and “jacuba” are significant that “crisscross the contemporary aesthetic, literary and musical fields and question the notions of performance, originality, reproducibility, of use and experience, besides touching the inner core of certain aspects of material and immaterial culture” [3]. It is in this context, commonly called improvised, which the researcher addresses the speeches about the preparation of 2016 Rio Olympic Games and goes through the plastic arts, with Rivane Neuenschwander, the photography, with Cao Guimarães, the music, with O Grivo, and literature, with Guimarães Rosa.

			The hypothesis is that these two terms perform arts and literature in a way that define a typical trace from Brazilian art. By mentioning the concept of performance in Paul Zumthor [4], Sabrina Sedlmayer demonstrates how the expression “this is a gambiarra” is at the same time recognition of the work and an update of reception, production and context. Jacuba and gambiarra would perform an oxymoron – past and present, the old and the new, to be or not to be (to become), me and you – which translates a specifically Brazilian tactic of “self-awareness”. In the section “Of the arts and experience” the researcher retakes critical texts from Lisette Lagnado e Moacir dos Anjos, besides addressing the realization of the 2016 Rio Olympic Games and perceptions of using to Benjamin and Agamben. From a study by Lisette Lagnado about the image of the juggler, from Cildo Meireles, the researcher emphasizes the perception that “not every alternative use that comes from facing the precariousness, from the maladjusted gesture made with disposable items, destined to be discarded, to trash, could necessarily be seen as gambiarra, and that not every artist can balance themselves consciously like a juggler does.” [3] (p. 18). The image that jumps from this placement is that gambiarra is an exercise of thinking, present in the questions around the forms of survival. The conclusion is that the juggler and the gambiarra entwined due to they trigger a territory, a kind of speech with political accent beyond the aesthetic dimension, whose perception passes through beyond any idea of “lackness”, but, though, “opposition” [3], p. 22. In the comment about a text by Moacir dos Anjos, that question if it would have some specific Brazilian contemporary art which would distinguish it from other countries, Sabrina Sedlmayer argues with elegant euphemism that the essayist’s notes have cognitive potential; however they repeat the discussion already regimented by Cultural Studies on miscegenation, syncretism, and creolization. The advance of Moacir dos Anjos, despite the lack of precision of the concepts, it would be the launch of the concept of gambiarra as an element as the organizational center of this debate [3], p. 23. In this way, the reiterated statement that “Brazilian touch” to fill the technological gap or the lack of economic resources is the gambiarra which does not satisfy neither attends about the undertaken debate. Speeches such as those which highlighted our inventiveness and improvisation at the opening of the 2016 Rio Olympic Games, or those which talk about reusing of materials, only reverse the hierarchical relationship by saying that “trash becomes luxury”, something closer to carnivalization in Bakhtin, as Sedlmayer shows us. According to the researcher, at the heart of this debate is “the notion of use”, which relates with the figure of the game in Walter Benjamin and with “inoperability” in Giorgio Agamben [5]. Jacuba and gambiarra would be operations that cancel and deactivate an old use to replace and create a new use. The basis of this gesture is related to what Agambem points out about the restitution to the common use of what was once religious or sacred. In other words, Sabrina Sedlmayer stands that gambiarra questions the consecrated forms of use, since it deactivates the “capitalist religion” and its sphere of consumption, to create a new use of thought and objects. Very different from the prefix idioms “re-” - reutilize, reuse, renew, recycle, redo – which commonly appear as devices of spectacularization, Sabrina demonstrates that her thesis does not make this apology, but try to think the traces, noises, the ephemeral. It is projected, then, the need to problematize this indiscernible region where gambiarra reaches its power. It is in this place that some of the works of Rivane Neuenschwander, Cao Guimarães [6], O Grivo and Guimarães Rosa would be present. It should be emphasized in advance that another common point in these works is the solidary form which they invite their viewer-reader to interact with the artwork. When in the section “Traces” the works of Rivane Neuenschwander, the writer points out that the surviving character of the artist’s works: beyond “Gambiarra” exposed at the Museu de Arte da Pampulha (Pampulha Art Museum), are also highlighted exhibitions whose life traces appear in garlic peels, shopping lists, dust, orange peels. It is also worth the participation of the other in the works of Rivane, hence “besides being a moment of reception, it is also a confrontation between reception and performance” [3] p. 34. It is in “Macunaíma observes” whose entitled book Gambiarra, by Cao Guimarães, is analyzed. The artist, similar to the anthropophagic character by Mário de Andrade, pulls out images for years in many cities from Brazil and South America. The reproduced photograph has a bust of a woman wearing a bra in which one of the handles is held by a clip. Sabrina Sedlmayer points out that the work of Cao promotes an expansion of the term “gambiarra when he approaches it, ontologically. To the notions of survival and means of living” [3], p. 34. This is how gambiarra instigates against the spectacular modes of consumption. In this passage there is one of the most precise applications of the author: “to the invented act of someone, anyone, who uses astuteness to solve some adversity that comes up” [3], p. 36). There is an insistence on showing that gambiarra is on the threshold between the use of the common and the conversion into artistic object (photography). When dealing with music in “Pictures made of sound, and music of gestures”, the writer approaches the production of the collective O Grivo and emphasizes the discovery of new imagery sounds and textures in the work from these two Mineiro men. The work reproduced in the book is Máquina lata and Piano mecânico [3], p. 40-41. Besides gadgets whose build them up, this idea of displaced performance to another form of uses “does not operate a distinction between music and noise” [3], p. 44, because of this, it demands of its listener a new way of interaction. Gambiarra is precisely in this place of experimentation of sound, noise, image, montage of the pieces. With Guimarães Rosa, in the part “Of the provisional, of the customs”, it comes jacuba, diet of countryman-jagunço or bandit-soldier, in Grande sertão: veredas (published in English as The devil to pay in the backlands). The jacuba can be sweet or savory, hot or cold, capable of satiating temporarily and the solutions created having in sight the jagunço’s nutrition. The jacuba arises, in Rosa’s prose, as a sort of formula that combines, at one time, the meal made with basic ingredients, capable of satiating temporarily, and also something that guards a resemblance with his own writing style – a daring dynamics, with no “static, musty, inert, stereotyped, commonplace forms [3], p. 46. The provisional of jacuba can be hunger that always comes back and the recombination of the ingredients - nevertheless the result is the same. Such as gambiarra, Sabrina Sedlmayer points out that the creation of the jacuba varies, being subject to considerable changes in the composition, and even so it remains intangible in its lexicon, as if it carried within itself the creative subjectivity of the use, without the usual appreciation for the materiality of the object. In the end, the author demonstrates how the look on these arts peers out what is still survival; the one which resists on the threshold of what would be the “original” and the copy, although without requiring any status quo to the new object. Before any hasty conclusion, it is important to highlight that Sabrina Sedlmayer does not confuse gambiarra with disinterest, lack of potency, only basic need supply. On the contrary, the author sets forth that gambiarra is the “relationship of anyone with technological civilization”, that means, is the intersection of magic with technique, it is the “material” invention from the present, is the satiated hunger in many ways, everything, without any perspective “vind’oura”. It is the invented routine without spectacularization. The conclusion of this study is already a/an (im)precision from the title A jacuba is a gambiarra. The researcher shows how this expression worthily tautological is directly proportional to our Brazilian identity (in) definition. The most latent thought of the book is that we live between magic and technique. To say that creativity, spontaneity and resilience are the unique feature of our society does not serve as compensation for the questionable withdrawal about what we call “developed world”. Recurrent idea in several “interpreters of Brazil”, such as Gilberto Freyre, Sérgio Buarque de Holanda, Darcy Ribeiro, Antonio Candido, although not all of them are directly quoted. In dialogue with this tradition, Sabrina Sedlmayer runs away from binarisms and suppositions to endorse that subjectively there is no technological delay or lack of thought in the creation of gambiarra. To make gambiarra would mean to operate in its limit: without the excesses of contemporary life - invented by the consumption logic from the society of the spectacle; neither the creative lack of affections of suffering - as if it were a mental disability index to disregard the hegemonically instituted evolutionary model. In this way, brought up from the reading by Lévi-Strauss and in the shape of bricolage, Sedlmayer defends a solidarity way between the technical plan and the mythical reflection, because gambiarra would not be the antithesis of the technique, in the same way that magic and science could not also be placed on opposite sides. With this book the author questions this undifferentiated place of gambiarra, suggesting that it could be a “a sort of portmanteau used to fill in a void at different levels, lexically (vocabulary), pragmatically (action), semantically (cognitive) and syntactically (logic), or whether the word’s insistent presence in Brazilian Portuguese could demonstrate, in the opposite direction, the vigor and the power only an abstract thought can sustain” [3], p. 52. The gambiarrista is the subject situated between the experience of the object and the knowledge about the material. There is no typical gap between abstraction and instrumentality. Gambiarra moves the object and its meanings while ceating new uses. Uses like these ones which do not correspond a lack in the sense of consumption, but in its aspect of filling what can and needs to be improved in Life. A jacuba is a gambiarra contributes in a quite acutely to the renewal of Brazilian cultural criticism. It is a necessary reading for those who seek to venture into studies of arts in general and from literature. As already mentioned both by the method of approach and by the proposed discussion, is one of the rare books which achieves the originality of ideas without falling into the empty rush of the free clash; in the same way the book also despises the vanity of the excessive conclusions. Without any demerit, now, it is possible to claim that this threshold is worthy of a potent gambiarrista.
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