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The wind also carries words 
Heritage, memory, language 
and common European space 
 
Institutional intervention of the Councillor to the culture department from the Municipality of Évora, this text also 
addresses the importance of "art in orality" in building a common cultural space, local but also European, crossing the 
material that fed this project developed and boosted by seven European cities and some thoughts on local cultural 
policy. 
 
Claudia Sousa Pereira 
Councillor of Évora City Hall 
When we talk about heritage, we speak also and above all of memory. Subject of study in various areas of scientific 
knowledge, memory is, along with the language, the factor that we think, better enables the inclusion of the 
individual in the collective. And if language is systematized and conveyed by learning, memory, is physiologically 
born with each of us. Besides the pathology (and the passage of time) causing its demise, memory can however be 
changed by actions similar to teaching / learning, as in language. Indeed, language is, too, not only the mechanism 
that might be the unconscious cause of words being reproduced without the understanding of its meaning and 
context, but one of the best tools to convey and communicate what we keep in the memory. Individual memory, with 
which we reconstruct memories, and collective memory when we make our self "actors" of the knowledge that we 
share with others, from the same or other space, from this or any other time. 
 
I will speak as briefly as possible, (in the written version of this text, that I’ll probably update at some point in the oral 
version of the II International Conference of the Oral Tradition, of the european project - Oralities  our common 
heritage) of the importance of "oral art" in the construction of a common cultural space, local but also european, 
crossing the material that fed this project developed and boosted by seven European cities, with what I’m involved 
with, since October 2009, the local politics. I´ll proceed then, with a comparative analysis of the following points: 1. 
memory in the process of artistic creation originated and / or transmitted orally, usually in popular context, the 
spectacularization of practices of social function in a local cultural programme; 2. technical, political and academic 
cooperation, in the enhancement of intangible heritage and public interest; 3. from local to european; about what the 
intangible heritage has, to win and give in dependence with the  city strategy in the context of a european union. 
 
As a way of a declaration of interests, I would like to assure you that this is the only moment so far, since October 
2009, in which I mix my personal academic interest, with the performance of my duties as Local Representative. If I’ll 
never cease to be, a literature teacher which professionally I have always been, as Councillor this was never a 
condition in the options that I have to make in the exercise of my public duties. Most likely, would I not be councillor, 
and would be here proposing another intervention, but would be here anyway. 
 
The intangible heritage and a local cultural agenda 
The principle, which I believe should be the basis, in the study of intangible heritage, is to consider that it constitutes 
the more fluid material and at the same time and perhaps for that reason, the more dynamic that is studied in the 
field of cultural heritage. By this I mean that if in the study of material heritage, the value of archaeological objects, 
movable or immovable, brings to us the traces that help us reconstruct the past, helping us to recreate the context in 
which they were produced, in the study of intangible heritage, traces are sought and are also found in the fields yet 
active. If in material heritage, everything that being recreated, has outlines of imitation with little, recognized value, 
usually classified as "in the style of", in artistic manifestations in which oral tradition moves away from a concrete, 
documental guidance - and I use the term not only for the musical language, as for verbal language - and exists only 
in memory, consciously or unconsciously transmitted from generation to generation, we continue to confer on it an 
authenticity that gives it an aesthetic value, worthy of careful technical and scientific approaches.  
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As if periodology, in other words, the classification of an artistic expression of an aesthetic system framed in a 
particular period of time with defined perceptives, could not be applied to the study of short stories, rimances 
(ballades), modas, songs or rhymes. Such an impediment, apparently, confers the matter and the updater, a freedom 
that in one hand deviates or hinders ratings of authenticity, but otherwise enables a dynamic no less difficult to 
manage in scientific terms, which immediately propitiates the constitution of a very broad corpus, valid, or to validate  
for the study. There is, therefore, an entire way still to go around the "findings" classified as intangible heritage, 
despite the amount of studies and scholars that exist. 
 
The still scarce knowledge or systematization of the same, by comparison, on intangible heritage in the field of 
oralities, or the insufficient communication of this knowledge to society in general, is the cause for events and artistic 
manifestations that gather actors and spectators, often organize themselves uniquely for the pleasure of 
programmers. That is why those who develop cultural programming around proposals related to what approaches 
the designation of intangible heritage, do not have concrete classifications and certifications before opting for 
cosmetic, impressionistic and subjective reasons. 
 
Let me give you an example: if we want to establish in a cultural guide to the municipality of Évora, a commented 
route or an event around the megalithism, the quality of the archaeological find is guaranteed if the tour, pass 
through the cromlechs in the town of Guadalupe. But if we want to take advantage of the setting for an event, in 
which, for example is present, a group performing Celtic music (because in my perception this is in Europe, the oldest 
folk music with living traces today), I suppose that the technical advices and therefore the proposed schedules be as 
many as the technicians consulted, pardon me the hyperbole. 
 
I do not doubt that in a local cultural agenda, the place to disclosure music and words of popular origin and oral 
transmission is very important. There are countless groups culturally renewing and reinterpreting pieces from 
songbooks, known as ethnographic groups. Go onstage, songs which are traditionally sung in the threshing floor, in 
the field or the tavern, lullabies, or in Christmas Eve. Decontextualized, these parts fail to serve its primary contextual 
function, to become a moment of aesthetic enjoyment and leisure. The challenge for the programmer, is very often 
to diversify the decontextualized ones, which after all are the same, whether it's a ethnographic group "rigorously" 
dressed (but strictly evoking a situation that has nothing to do with the stage), or a contemporary ballet, in which 
bodies evoking nudity, dance to the sound of a "traditional music". The intersections of different times and spaces, 
more or less hybrids, exist and always will be, after all, also just an openly innovative evocation of a lost original, while 
the ethnographic epithet intends to be connected more with the time of starting point.  
 
In reality, in these last, the "archaeological illusion " is actually, greater, "language" is more easily reached because 
more conservative and perhaps meets the expectations of an audience less accustomed to contemporary artistic 
languages that often requires explanation, an overview, debate, or an attempt to debate, among creators, recreators 
and spectators. With the desire to stand out from each others, many of these so called ethnographic groups, add, as 
if it was the style of an author, changes, that will also be repeated and eventually, when they have success, become 
formulas that guarantee the continuity of success. And so they create their own tradition, introducing a new 
memory, which eventually overlaps all other layers of memory that each re-updater dared introducing. Bring to the 
loyal audience something that breaks its horizon of expectation, in this immaterial matter, using an oxymoron, is 
perhaps risking a lower adhesion and uncertainty as to a "seal of quality", to assign too, to its survival time. But it is at 
the same time an interesting exercise of investigation and application of the dynamic character of these artistic 
objects, which are the intangible heritage of a collective, evoking the memory of its origin, by stating the changes of 
this essence in a conscious way. Basically, and to finish this and go to the next point, we conclude that more or less 
intervened, in a more or less explicit way and with, more or less awareness of actors / authors, these objects are 
always memory archives. 
 
The institutions of memory 
For the evocation of past times that are updated in rituals by revising the primordial moment, preserving the public 
already attached to aesthetic fruition, more than to the religiosity of the moment (the "ro-ro" on stage will not be 
used to numb the public) we believe to be fundamental not only the work of archaeological "excavation" in which 
manifests now, to find a kind of common archetype, but also the encouragement of new subjects seeking new 
audiences. When I say new is not in the sense of substituting older audiences, but of expanding, making them more 
critical and open to what is new. 
 



[ 7 ] 

 

Providing the corpus, which constitutes the intangible heritage with an ever more complete "registration”, also 
involves locally, figuring out what is or isn’t heritage, in the sense of legacy bequeathed in a particular territory, to the 
generations there circumscribed. Hence that locally, the Municipal services of culture could, together with academic 
researchers, investigating in the intangible heritage, constitute good partners in defining and preparing these 
corporae under study. 
 
The closeness that characterizes local power and the very organization of the "machine" that is a municipality, are 
circumstances, that enable better access to the actors, promoters and owners of the collections of memory, which 
are the heritage of oralities. Not only the preservation, but also and really the disclosure will always be a factor for a 
better relationship of affection of the citizens with this heritage and a greater assurance that, also in the individual 
memory, this is not lost. In addition to the registration, the collection and an organized availability, searchable on file, 
is, with each individual who affectively is connected to oral forms of artistic expression, that better live "the 
specimens" of this heritage. 
 
This language linked to life science, biology, gives us in our view, a better and more adjusted concept of 
"conservatory" in the area of oralities. If in a far more common meaning, in arts, a conservatory is an institution 
devoted to the teaching of theater, music, dance and film, in botany, an area of biology, a conservatory is an artificial 
environment created with the purpose of cultivating plants protected from adverse weather conditions. Exchanging 
"plants", for substance of intangible heritage, and "climatic conditions" by chronological time, we realize that all that 
are interested and live together more closely with the word and the music that comes from time immemorial are 
themselves conservatories. But also, as in the art conservatories, teaching / learning is the reason of its existence, also 
here the transmission, teaching / learning informal, is condition for the survival of these species. 
 
The role of municipalities, always in close collaboration, and in a logic of cooperation with local actors and scholars in 
what concerns heritage assets, becomes priceless. Regardless the programs of each association, public or private 
institution, networking will enrich local cultural life and, undoubtedly contribute for citizens to take ownership of 
what is theirs, because it is ours. If it is the duty of political managers and of the Technical staff of a municipality, to 
propose and develop actions in order to keep publicize and promote the intangible heritage Local, it will never be 
successful, if not done, meeting the interest of the populations and in order to make them more than interested, 
interesting, opening up new perspectives brought by those professionally engaged in the study of this heritage.  
 
Just as the meaning of conservatory in botany regards the environment propitious to the life of certain species, also, 
this group of caregivers of the intangible heritage of the oralities, constitutes itself as propitiator for the voices, 
sounds and words, that wind takes as the popular saying goes, us be returned with the entire history, of that life of 
travel hither and thither, especially in time but also with the contribution of those who come from other places. Since 
this is a matter of identity, of those who inhabit a territory and form a humanized landscape, will always be a matter 
of public interest, which should be taken into account, since if it is the duty of the ruler, to take care of the present 
and future of the populations, will consider important to take into account the past so, at least try and make it better. 
 
As Walter Benjamin said, and I quote: "The chronicler who narrates events without distinguishing between the great 
and the little, takes into account the fact that, nothing that one day has happened can be considered lost to history. 
Undoubtedly, only redeemed humanity can fully take ownership of her past. (...) The past can only be seen, as the 
image that flashes irreversibly when it is recognized '. 
 
Or, as stated by the scholar Marcelo Ferreira Santana, in an article of 2011 entitled «Walter Benjamin and the reading 
of the past» in LEITURA EM REVISTA - cátedra UNESCO de Leitura da Pontifícia Universidade Católica do Rio de 
Janeiro1: « If we do not wish to remain in the place of the idlers in history, it is imperative to interrupt the banality of 
chronology and not let ourselves be seduced by exhaustive production of the oblivion as to what is perceived and 
encouraged nowadays. The conception of history and reading of the past, in Walter Benjamin is not based on a 
consideration of the perfectibility of mankind, but fundamentally in the ethical commitment of the present with the 
suffering of those who are no longer with us. But even this compromise does not align to a grudge or to a standstill in 
life. In order to defend the dignity of the philosophical task, one must not be poisoned with the impression that the 

                                                 
1 BENJAMIN, Walter. Magia e técnica, arte e política. São Paulo: Brasiliense, 2008: 223-224. 
1 http://www.leituraemrevista.com.br/3/PDF/06_Walter_Benjamin.pdf 
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story has only one direction. It is in this sense that we understand the actuality and the force of the writings of Walter 
Benjamin, an important inspiration for the abandonment of the idea that the past finished. It is the task of the 
materialist history, to articulate a conception of time that matches the political status of memory. » 
 
Common European Space 
I could not fail to frame these issues, with the institutional context in which arise the conferences of oral tradition, 
and the entire European project, Oralities. As it is said in the various documents disclosing this project, Oralities is an 
initiative under the European Programme Culture 2007-2013.This had, and has, as three main objectives, to provide 
cross-border mobility of people working in the field of culture, encouraging the transnational circulation of cultural 
and artistic productions and to promote intercultural dialogue, opening three areas of intervention: cultural actions 
(entertainment ), the European cultural organizations (that municipalities are actually an important part) and the 
analysis and dissemination activities (such as lectures like this, activities of clearly pedagogical nature or resource 
centres). There is a proverb saying «words are blown away by the wind», with the project, Oralities, new winds from 
seven European cities bring us words and sounds that could also have been lost in time and space.  
 
Without hierarchizing the objectives of the European program, or favouring any of the areas managed by  each city 
with autonomy,  the Oralities bet on 'enhancing the common intangible cultural heritage of the territory of Southern 
Europe, from their identity components and memory, looking after of a relationship desired permanent and balanced 
between tradition and modernity. It was the option of this project, to work oralities in its various forms of 
communication, from the verbal to the musical sounds within the current context of globalization in which, «the 
oralities continue to be an essential factor for intercultural dialogue, for social cohesion, for global development and 
to create and strengthen the components of European citizenship. 
 
On this assumption, we can all ask, whether the bet on the application and investment of public funds - European and 
municipal - was won. That is if the European Union and these cities integrated in it, that we all are part of, even 
though may not be the one that some dreamed about, won something with this type of project. 
 
Summarizing: if the public goods invested in this project reverted to the European public. 
 
More than ever we believe that for the idea of European unity be transformed into European cohesion, the source of 
memory and cultural expression, appears as a good model and that relations between cities constitute a sounder 
basis if we want people, individually, grab this sense of belonging to something bigger than the place in which they 
were born or lived a lifetime. Only in the conquering of each individual, we conquer the collective in which they 
organize without impossible unanimities, but with the widest possible consensus. And when we talk about culture we 
are indeed talking about culture in the sense of building a dynamically linked to a territory, built in daily life by 
manifestations that come with actions of survival with actions that are based on imagination, reason, creativity, 
thought and emotion. We do not speak, about the industry of entertainment, also connected to the artists and the 
creation and that in a cultural agenda, will appear side by side in events with the same configuration of 
entertainment, but of an entire engagement which goes beyond, simple moment of leisure consumed there. Cito 
Denis de Rougemont, from the epigraph used to open the communication on a European agenda for culture in a 
globalized world, Communication from the European Commission to the European Parliament, the Council, the 
European Economic and Social Committee and the Committee of the Regions in 2007, the year of commencement of 
these Oralities: «Culture is all the dreams and works tending towards the full realization of man. The culture requires a 
paradoxical pact: diversity must be the principle of unity, deepening the differences not to divide, but to enrich 
culture even more. Europe either is a culture or does not exist. »2 
 
In a 2010 work, which I strongly recommend, entitled 'Culture and Sustainable Human Development', also available 
online, Rui Matoso systematically addresses the issue of what is local and what is European, with a brief history of the 
intentions and actions since 1954, date in which was signed in Paris the European Cultural Convention. From then 
until the present day it becomes clear that the concept of culture upon which, the European Council is working, rests 
on four pillars: identity, diversity, creativity and participation. In our opinion, these are the four areas that Oralities, 
has managed to encompass in the seven European cities. In some, only just possible given their dimension, due to the 
existence of this same network of cities. The project, thanks to that spirit, which is also shaped on the, not yet fulfilled 

                                                 
2 http://eur-lex.europa.eu/LexUriServ/LexUriServ.do?uri=COM:2007:0242:FIN:PT:PDF :pág.2 
2http://www.difusaocultural.ufrgs.br/adminseminario/documentos/arquivo/MATOSOR.%20Cultura%20e%20desenvolvimento%20humano%20su
stentavel.pdf 
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and more recent European Treaty, the Lisbon treaty, based on the movement from bottom to top, from local to 
European, gave scale to these cities. In each city, those who want to know more about the "oralities" in all its aspects, 
will have in the municipal services, institutions, associations and cultural agents who have been involved in the 
project, source of information and knowledge that will enable the comparison with the other, the otherness, and the 
construction of their own identity, from common property - ultimately the heritage - where they have been 
encountering since 2007. 
 
Concluding this very short overview, of the European project, Oralities, we must also highlight the role of the 
European Union, that when launching the program Culture 2007-2013, encouraged the application of its guiding 
principles in projects like this in which the traditions that confer identity to what is local, recognize each other on 
common points and are disclosed in what distinguishes them. As further states the European Commission in its 
Communication on a European agenda for culture in a globalized world: « To simultaneously emphasise our common 
heritage and recognize the contribution of all cultures present in our societies, it needs to be nurtured cultural 
diversity in a context of openness and exchange between different cultures. Because we live in increasingly 
multicultural societies, we should therefore promote intercultural dialogue and intercultural competences. These 
competences are also essential in the context of a global economy, in the perspective of enhancing employability, 
adaptability and mobility of artists and of workers in the cultural sector, as well as to enhance the mobility of works of 
art.» 3 
 
To conclude, I can only ask you to forgive me for not having been sufficiently academic, or sufficiently political. I owe 
you these apologies not because, falsely modest, think I might have escaped either the academic field, or the political 
area in which I work but because I probably will not have corresponded, to your expectations about the usual political 
discourse, or for not having added anything very innovative to the technical and academic discourse which you, who 
are gathered here in these days, recognize better than anyone. 
 
I thank all, ladies and gentleman who came from cities our partners in the project Oralities and to those who will 
become our partners in these three days that the conference will last, I thank the precious collaboration of the 
Foundation Eugenio de Almeida, the CIDEHUS.UÉ and the Study Center Ataíde de Oliveira from the University of 
Algrave that made possible this conference in Évora. A special word to the lecturers invited, but also to those, who 
will contribute with communications in the different panels. Another word of appreciation for the work and 
commitment, but also the inevitable friendship, which comes from the familiarity even if deriving from work, to the 
Professor José Rodrigues dos Santos and Dr. Rui Arimateia. And finally, an acknowledgment to those whose 
presences were not signalled in writing, in this Conference will surely be, through their participation in debates, 
conversations and discussions, indelibly present in the memories of those who will participate herein. And we all 
know how important that is. So, to all, I wish that the works continue with success in those unexpected moments and 
in that unrepeatable way, unique and valuable. Thank you very much 

                                                 
3http://eur-lex.europa.eu/LexUriServ/LexUriServ.do?uri=COM:2007:0242:FIN:PT:PDF :pág.9 
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On Cultural Forms and Oral Cultures: creation 
process and memory 
 

José Rodrigues dos Santos 
 
When dealing with the matters related to the so-called “intangible heritage”, we run into two kinds of difficulties. On 
the one hand, and this is certainly the most salient aspect due to the considerable resources (institutional, political 
and financial) that have been allocated around this new notion, we complexity arises from the multiplicity of the 
notion’s uses and from the proliferation of definitions proposed. In a word, we see the emergence of a discursive 
formation (Foucault 1969) fed by number of actors whose status, social and cultural origins are very diverse. 
 
Even before having been defined “Intangible Cultural Heritage” (ICH), hs been determined by a series of 
enumerations: the objects and classes of objects that are, could be, integral part of it. 
 
Beyond the multiplicity of definitions, that is in itself an obstacle to the conceptualization of the domain, what tends 
to obscure the discourse is the fact that, included in the most relevant lists of items we find objects extremely 
heterogeneous in nature, without any problematization of the consistence and epistemic status of such objects. 
 
From the considerable profusion of expressions, notions, stems in our opinion the need for a more elaborated 
concept that should be able to define, describe and classify the very heterogeneous items subsumed by the general 
designation of ICH. 
 
This is the concept of Cultural Form. The methodology of its construction and use should help understanding the very 
nature of those cultural elements that are or could be considered as ICH. 
 
Dealing with a material that results from a fieldwork on a folk ay of singing (“Cante”), we will aim at demonstrating 
that the concept of “Cultural Form” (CF), aggregates three main dimensions: (i) a structure (a reference system, built 
on schemata, scripts, mental models) defining the kind of object (v.g. a performance) in intension (the conditions for 
its inclusion in the concept), (ii) a normative system that regulates  reproduction (of existent and recognizable songs) 
as well as the production of new pieces; and (iii) the community of the bearers of the CF.  
 
One important question stems out of this approach: how can we describe the process that gives birth to a new CF? 
Allowing ourselves to use an analogy, the process of CF’s emergence could be seen compared to the process of 
speciation in a natural ecological milieu: the differentiation of a species among a given population, whose diversity 
could be seen as the ground from which a new figure progressively emerges as a distinct one. In our perspective, that 
morphogenesis is an integral part of an ecology of Cultural Forms. Such a process of emergence may be considered 
threefold: Differentiation, Formalization and Intensification.  
 
Our aim will be to further elaborate the concept of Cultural Form, by examining a concrete example, the emergence 
of a special cultural form: The “Grupo Coral de Cante Alentejano”. This kind of groups conveys a characteristic form 
of singing that has become the symbol of a strong regional identity. In order to achieve this, we will start by giving a 
schematic description of what we propose to denominate the “Canonical Form of Cante”, that is a contemporary, 
dominant way of choral singing, whose history is rather shallow, as it does not seem to be older than one century. A 
more detailed description may be found in (Santos and Cabeça 2010). This means that we will begin our description 
by the present, dominant form, and then look backwards, to the processes that led to the present configuration and 
its context. 
 
“Intangible Cultural Heritage”: a motley? 
 
In order to initiate this exploration and illustrate the need for a stronger concept, we will use, as an extreme example, 
two lists. The first is the list of types (or classes) of objects that may be included in the superordinated class 
“intangible heritage”. The second is a list of concrete objects which, corresponding to one or another of these types, 
have been accepted (adopted, instituted) as integral parts “world’s intangible heritage” by the UNESCO. 
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The first list mentions the following types of objects (here designated by “domains”)4: 

“The Convention states that the ICH is manifested, among others, in the following domains:  

• Oral traditions and expressions including language as a vehicle of the intangible cultural heritage;  
• Performing arts (such as traditional music, dance and theatre);  
• Social practices, rituals and festive events;  
• Knowledge and practices concerning nature and the universe;  
• Traditional craftsmanship. (…) 

The ICH is traditional and living at the same time. It is constantly recreated and mainly transmitted orally. It is difficult 
to use the term authentic in relation to ICH; some experts advise against its use in relation to living heritage” (see the 
Yamato Declaration).5 

As we immediately notice, there literally no part of what anthropologists call “culture” that would fall out of such a 
“definition”, that we must compare with the classical definition of “culture”, one of the first to attempt some 
systematization, by E. B. Tylor (1871): 
 
“Culture, or civilization, taken in its broad, ethnographic sense, is that complex whole which includes knowledge, belief, 
art, morals, law, custom, and any other capabilities and habits acquired by man as a member of society.”6 

 
If we go back to the Convention’s definition, ICH encompasses potentially all aspects of culture: representations, 
practices, artefacts, spaces. Confronting the two lists, we obtain a complete matrix. Redundancy is complete and in a 
number of cases there is circularity, because they amount to two concurrent angles of description. A suitable test 
would be to try to find one cultural element that would not be included in one of the series, that is, because of 
circularity, in both.7 
 
In the second list, which includes concrete objects and is the result of the selection operated by UNESCO, we find, 
among others the following: festivals, theatrical forms, singing, instrumental music, oral traditions of epic tales and 
stories, craft and artistic knowledge (calligraphy , designs, techniques), etc.. 
 
In all cases, the items included in the list of UNESCO are designated under a definition that presupposes them to be 
as obvious as are concrete objects directly accessible to perception, whose identification and classification are only 
minimally ambiguous. The prototype of these objects8 is the concrete object of everyday life (for which a form and 
canonical mode of perception are instituted), whose recognition is immediate in every culture: in Europe that would 
be examples like "this is a table", "this is a fork" ... But this is not, by far, the nature of the objects contained in the lists 
of UNESCO. 
 
Close examination of these objects’ constitution shows, instead, that their complexity, its their internal diversity, the 
diverse relationships they maintain with the groups and societies that create, sustain and transmit them, makes 
every one of them seriously problematic. 
 

                                                 
4 The 2003 Convention says: “Article 2. Definitions: 1. The “intangible cultural heritage” means the practices, representations, expressions, 
knowledge, skills – as well as the instruments, objects, artefacts and cultural spaces associated therewith – that communities, groups and, in some 
cases, individuals recognize as part of their cultural heritage. This intangible cultural heritage, transmitted from generation to generation, is 
constantly recreated by communities and groups in response to their environment, their interaction with nature and their history, and provides 
them with a sense of identity and continuity, thus promoting respect for cultural diversity and human creativity.” 
http://www.unesco.org/culture/ich/index.php?lg=en&pg=00022#art2  
5 http://unesdoc.unesco.org/images/0013/001325/132540e.pdf   

6 Edward Burnett Tylor in http://en.wikipedia.org/wiki/Edward_Burnett_Tylor , 1871 
7 Strictly speaking "Law" and "Religion" are not explicitly included. It is possible that their absence is due to their sensitive nature as sources of 
potential conflicts of interpretation between states. For these types of representations (including "knowledge" and "skills ") and practices (social, 
ritual, etc..) only the superordinate classes are listed. Diplomacy “oblige”. 
8 When we speak of "prototype" (see Rosch 1983) we intend to put aside the marginal, ambiguous or unusual cases, thus considering the "center" 
of the semantic concept, a task whose difficulty should not be underestimated. 
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In some cases more than others, undoubtedly, conceptual extension is such, and the complexity and variability 
(within the societies that carry) is so large that it is difficult to assert that it is "a" unique cultural manifestation in all 
its outputs over time and space. But what matters is to emphasize that the problem in these cases is only more 
visible, and the nature of the issues of identification, structure and classification are of the same kind in all cases. As 
an example of the extreme semantic extension and diversity subsumed under a unique concept-label, we can 
mention the "Navruz"9, a set of manifestations present in a vast area from Turkey (particularly in Kurdistan) and 
Azerbaijan at least to India and from the Indic Sea to central Asia (Tajikistan, Uzbekistan)  

 
“Novruz”, so writes Unesco, “is associated with various local traditions, such as the evocation of Jamshid, a 
mythological king of Iran, and numerous tales and legends. The rites that accompany the festivity vary from 
place to place, ranging from leaping over fires and streams in Iran to tightrope walking, leaving lit candles at 
house doors, traditional games such as horse racing or the traditional wrestling practised in Kyrgyzstan. Songs 
and dances are common to almost all the regions, as are semi-sacred family or public meals.”10  
 

But even this extraordinary variety and complexity does not seem to prevent UNESCO to accept it as "one" and 
the same item in the list. An example of a different nature is the language, dance and music of the Garifuna of 
Belize. In this case, a population of small size (estimated at about one hundred thousand people, compared to 
the hundreds of millions of those who practice Navruz) has the whole of their culture designated item in the list 
of ICH 

 
Language, oral narratives, poetic texts, songs, dances and related customs, ceremonies, celebrations, along with 
traditional knowledge of the Garifuna on the cultivation of cassava, fisheries, manufacturing of canoes and the 
techniques of building houses of baked clay. The spatial dimension is somewhat scattered, but the semantic unit 
considered here is the entire culture of an ethnic minority. 
 
It is obvious that what we have in this case are examples of extreme complexity and variability, which compels us to 
raise the question of whether it is possible to treat this "item" of the List as a single, consistent and specific unit.  
 
In parallel, and following a quite different criterion, the Christian Easter celebrations appear to be considered as local, 
distinct objects, distinction which requires their separate inclusion on different items; examples of the process are the 
Holy Week in Popayan (Colombia), the Croatian Za Krizen the Sacré Sang Ascension in Bruges, etc..), or Carnivals: all 
these festivities have a common past, refer to largely common mythologies, and include some features common to 
all of them, but are by no means considered as a whole and thus a single items in the lists. 
 
On the contrary, they are considered as individual, separated items by the list: the difference between them is what 
counts, not what brings them together. UNESCO did not seem to notice that all these Christian Easter celebrations 
have similar calendars and structure, as they refer to the same myth: strictly analog to Navruz..         
 
Without further extending the examples’ list, we must retain two points: first, the basic semantic unit (or "item") used 
by the "List" can encompass vast sets of heterogeneous cultural expressions, sometimes loosely connected, which 
assume a myriad of forms. Second, even when the "item" seems to designate a clearly identified object, its 
determination appears to be problematic when submitted to careful scrutiny. 
 

1. The concept of Cultural Form 

Beyond “culture” as a (holistic) latent variable 

In a previous work we have proposed the concept of "Cultural Form" as a tool for description of a local culture and as 
part of a project aimed at the theoretical formulation of a less holistic concept of "culture". 

                                                 
9 Designated in various languages with the terms of “Novruz, Nowrouz, Nooruz, Navruz, Nauroz or Nevruz”(Unesco) or even Niruz, Nairuz, 
Nevrouz, Nau-Sard, Nishat Afroz Jashan … 
10 http://www.unesco.org/culture/ich/index.php?lg=En&RL=00282  
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In our view, the concept is not designed to renounce to a description of culture in general, but of "a culture" (any 
particular culture) as an embedded object, a coherent system, whose integration would allow to determine the 
meaning of each part by appealing to this "latent variable" which is how, in the terms of Dorothy Holland and Naomi 
Quinn (Quinn and Holland 1987), has been treated culture: an indeterminate entity or instance against which 
projecting the global interpretations, without being able to specify which exact component is invoked in each specific 
case. 
 
As Lila Abu-Lughod wrote, everything functions " as if "culture;' notoriously resistant to definition and ambiguous of 
referent, is nevertheless the true object of anthropological inquiry, "carrying with it a tendency to essentialism" (Abu-
Lughod 1991)11, which is particularly obvious in the nominal uses (a "culture", "this culture") that assume its existence 
as a unitary object. We had met this problem in a 1992 work on the notion of "disease" (Santos 1992), in which  we 
submitted to a thorough critique of the theoretical positions Marc Augé, who postulated the "structural homology" 
between different domains of culture. 
 
The notion of "cultural form" inherits the concern with form expressed by Ernst Cassirer in his "Philosophy of 
symbolic forms" (Cassirer 1972) [1953], and in a way, albeit in a different plan, the "formist" ("formalist" would not fit) 
interpretation by Simmel on the forms of social interaction, or sociability, which could be considered equivalent to 
the notion of "structure" of the relationship from the perspective of a "social geometry" (Coser 1977). Cassirer’s work 
(an inquiry into the significance of each particular symbolic form without losing sight of the unity of all the functions 
of the spirit, and the ambition to achieve a "grammar of the symbolic function") is very akin to Claude Lévi-Strauss’, 
both in his 1949 articles (Lévi-Strauss 1973), in his work "La pensée sauvage" (Lévi-Strauss 1962) or the 
"Mythologiques" published between 1964 and 1971 (Lévi-Strauss 1964). 
 
The notion of "symbolic function" was indeed in a sense not unlike that of Cassirer's and was driven to become almost 
co-extensive with the notion of "culture", being the last seen as the set of productions of the first (Izard and Smith 
1979), gaining generality where it loses in terms of ability to describe specific, particular, forms of expression. 
 
However, despite the obvious interest of "extracting" ubiquitous and fundamental structures from social of a great 
variety of social interactions, thus reducing the complexity of the concrete by revealing sometimes barely perceptible 
similarities, this concept of "form" is less useful when it comes to identifying, circumscribing, describing a set of 
cultural activities which are not only designated as specific by the actors, but claimed by them as their own. 
 
These demonstrations, practices, representations, etc., are symbolic macro-objects, a concept to which we will 
return, and are particular formations, that appear as singularities in the wider field of all cultural activities, such as a 
type of music (Cante, Flamenco ), a type of dance (the Waltz, Tango), a type of narrative (the story, the saga), a 
pilgrimage, etc. 
 
For my part, I have sustained that the hypothesis suggesting the "structural homology" between different fields of 
culture, or in other words, the integration and coherence of each culture as a system, is far too strong (lacking of 
sufficient empirical basis), on one hand, and leads to over-interpretations of the systematicity of observed 
phenomena. This stress on coherence  tends to build models of reality that overlook the inconsistencies, 
contradictions between areas of practice and / or symbolic formations individuals within each culture (Brightman 
1995)12 and hide the differences between subgroups and actors or even within the discourse of a particular actor13 
(Santos 1992; Santos 1996).  
 
The specificity of each kind of practice and of each set of representations associated with it, being no longer regarded 
as homologous to all the other elements of the same culture (a song and kinship, the structure of the housing and/or 

                                                 
11 http://xcelab.net/rm/wp-content/uploads/2008/09/abu-lughod-writing-against-culture.pdf  (p. 470) 
12 At a more general level, the imputed wholeness of cultures or societies- the interrelatedness of differentiated constituent forms which then 
comprise a bounded entity-has increasingly been examined as the invented artifact of anthropology's theoretical projects and literary practices, 
with the implication that no such properties characterize social fields "out there. Author(s): Robert Brightman Source: Cultural Anthropology, Vol. 
10, No. 4 (Nov., 1995), pp. 509-546. Stable URL: http://www.jstor.org/stable/656256 . Also: http://xcelab.net/rm/wp-
content/uploads/2008/09/brightman-forget-culture-1995.pdf  
13 Abu-Lughod has characterized the culture construct as referring only to typifications and abstractions, at the expense of persons, events, and the 
qualities of lived experience: "By focusing on particular individuals and their changing relationships, one would necessarily subvert the most 
problematic connotations of culture: homogeneity, coherence, and timelessness" (1991:154).  Abu-Lughod, Lila 1991 Writing against Culture. In 
Recapturing Anthropology: Working in the Present. R. Fox, ed. Pp. 137-162. Santa Fe: School of American Research Press. 
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the village’s space and the structure of the body, etc..) has to be described ab initio without any underlying 
assumptions about the relationship between their structure and that of any other field of practices or symbolic 
representations14.  
 
The structure and dynamics of any particular cultural domain can still less be deducted from any other, or from the 
whole culture’s structure. In other words, the particularity of each domain has to be taken seriously as such, and only 
a description that does not pre-judge the structure of the particular form will allow access to its specificity. What 
follows, as claimed L. Abu-Lughod who incited to pay attention to individuals and their changing relations is that we 
will "necessarily subvert the most problematic connotations of culture: homogeneity, coherence and timelessness".15 
 
However, the study of a set of cultural facts (phenomena, practices, representations ...) that coexist in the same 
social space certainly needs to avoid drowning in concrete, the proliferation of empirical objects with no relationship 
between them, or even to suggest that the observed phenomena are completely contingent, and so lack of regularity 
as rules, with the consequent loss of overall perspective. This study requires tools orienting the anthropologist’s 
query and the description that he tries to build, in such a way as to make them comparable with the descriptions that 
should intervene of others fields of culture, other forms of expression, etc. 
 
No concept previously or pre-declared definition of "culture" would ever guarantee anthropologists against the 
complementary pitfalls: the abstract theoreticism (which leads to overestimating of the coherence and systematicity 
of objects), and empiricism that feeds the illusion of “sticking to reality” to reality without the screen of the theory, 
and is most often the victim of unconscious theories. This is this the design to which responds the elaboration of the 
concept of "cultural form". 

Towards an operational concept of cultural form 

The concept of cultural form may be the appropriate tool to maintain this dual requirement: attention to the 
particular, to the specific and a concern for comparability without which there can be no overview. And indeed, this is 
necessary because, if the various domains of practices and representations may not be structurally homologous (and 
their characters can not be deducted from the "system" as a whole), they do not exist in reality as entirely separate 
and disconnected parts. 
 
What it needs to be questioned is therefore precisely the relationship which links (and distinguishes) each macro-
element of a culture with others: with all others or only some of them. The relation, instead of being taken as a 
postulate, is an empirical question to be resolved by the adequate means. It is obvious that the type and the intensity 
of the relationships, among cultural domains can vary from zero to the strong, from the non-existent ... to homology, 
encompassing all the intermediate forms. But we are now facing an empirical matter and it is for the investigation to 
resolve. 
 
To leave in brackets "Culture" as a whole, that "latent variable" that becomes a kind of screen between fragmentary 
realities and hinders the interpretation of differences and heterogeneity is also what Appadurai proposed, 
particularly in "Modernity at large"16  
 
The author begins by proposing to abandon the concept “"culture" as a noun (as in the expressions "a culture" or "the 
culture of ..."), replacing it by the adjective "cultural", which leads us to a realm of differences, contrasts and 
comparisons which are more useful ..."" This adjectival sense of culture stems out of the core of Saussure’s linguistics, 
which is context-sensitive and focused on the contrast "and in difference. Appadurai refuses to consider culture as a 

                                                 
14 “More recently, Wolf (1982) has argued that both the existence and the content of what we call cultures are the product of the organizing forces 
of world capitalism. For Wolf (1982:388), there are no "self-contained societies and cultures"; those that may once have existed have long since 
become the appendages of the world system. [Furthermore], if we think of such interaction ["historically changing, imperfectly bounded, multiple 
and branching social alignments"] not as causative in its own terms but as responsive to larger economic and political forces, the explanation of 
cultural forms must take account of that larger context, that wider field of force. "A culture" is thus better seen as a series of processes that 
construct, reconstruct, and dismantle cultural materials, in response to identifiable determinants”. [Wolf 1982:387] Brightman 1995: 522. 
15 “one would necessarily subvert the most problematic connotations of culture: homogeneity, coherence, and timelessness" (1991:154).  (Abu-
Lughod, Lila 1991).  
16 Appadurai draws on a precedent work (1990): http://fido.rockymedia.net/anthro/Appaduraieconomy.pdf  
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substance, rather considering it as a dimension of phenomena, "a dimension that takes into account the situated and 
concrete difference" (Nadel 1970)17. 
 
Appadurai is then faced with the need to specify which differences in the set of all differences must be considered 
"cultural". And he suggests that we must "just consider as cultural the differences that either express or lay the 
groundwork for the mobilization of group identities," which, the author confesses, leads him "very close to a meaning 
of culture uncomfortably close to the idea of ethnicity."(Appadurai 1996): 12-13.  
 
But while Appadurai refuses this consequence, the notion of "cultural form" he is trying to develop is not entirely 
freed fromthe "old" essentialist notion of culture, and he does not "either explicit in depth the scope of this 
epistemological shift" the concept might operate, as noted Stéphane Dorin (Dorin 2006).  
 
In short, the concept of cultural form can only replace a holistic and substantialist notion of culture if designed as a 
tool for  "differentialist" or relational descriptions of sets of practices and "values" that are always partial and 
therefore unable to fundament essentialist readings, whether ethnic or not. And it's certainly in the identification and 
description of particular cultural objects (that form, circulate, change and/or become extinct in the life of societies) 
that the notion of cultural form is most useful. 

Characterizing the objects: polythetic, eventually fractal 

However, the passage of substantive global ("culture") to the specific ("a cultural form"), should it consist in a mere 
change of scale, could not guarantee that the questions raised by the notion of a global culture will be absent from an 
approach in terms of "cultural forms".  
 
If these forms are particular (being only parts or portions of a culture), and even in the case where the reference to 
the super-ordinate set (the culture to which they belong) is set aside, they nonetheless have to be defined as objects 
whose consistency and coherence are almost as problematic as when they are referred to the "culture". The only 
relative advantage is that, by focusing the analysis on objects of smaller size and complexity, the generalization does 
less violence to reality. Thus, it is clear that the cultural form "Tango", although very complex, it is always more 
accessible to empirical survey and less abstract than the notion of "Argentine culture", and therefore less dangerous. 
 
Appadurai’s proposed concept of "cultural form" becomes more suggestive when the author characterizes this type 
of objects as being definable only as being polythetic, and as revealing a fractal structure. 
 
The definition of a polythetic concept elaborated in polythetic cultural anthropology by Rodney Needham (Needham 
1975), establishes the difference between strictly taxonomic classification systems18 and "polythetic" systems where 
these restrictions do not apply. 
 
While in taxonomies a single criterion is sufficient to distinguish between two classes of the same level (e.g. two 
species belonging to the same genus, or two genera of the same plant family) and another single criterion defines 
inclusion in the superordinated class, in polythetic classifications all class members may not possess common 
features with all other members, and may even have common elements with neighbor peer class. 
 
The classification technique (which determines simultaneously the class definition and inclusion in a reference system 
that organizes the objects in the domain, as for example, plants or animals), being polythetic uses a plurality of 
criteria for characterizing each object (or class of objects) and establishes among them only a "family resemblance" in 
the words of Wittgenstein in his “Philosophical Investigations” (Wittgenstein 1961) also evoked by  Needham. 
Needham treats as "polythetic objects", for instance, kinship and marriage systems and shows that the logical 
consistency and organization of these objects can not be described as a strict taxonomic classification. It is certainly 
the logical properties of these objects that Appadurai intends to explore while working on the concept of "cultural 
forms"  (Appadurai 1990; Appadurai 1996).  
 

                                                 
17 O que corresponde muito precisamente à proposta de Nadel, que considera a “cultura” como a dimensão cultural dos fenómenos socioculturais 
que se refere às formas, e o “social” como a dimensão social dos mesmos fenómenos que se refere às acções (ou práticas). 
18 Those systems are hierarchical, in which peer classes are mutually exclusive and in which each class is included in one and only one super-
ordinate class, as is the case for example in biological taxonomy. 
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A first interesting consequence of this view, is that the boundaries between objects that are "different" but coexist (or 
are adjacent) in a particular sociocultural space, are not sharp boundaries, such as those resulting from a line drawn 
on a map (or of a logical taxonomy) but rather are "diffuse", faded, like when a difference is progressively 
accentuated, between two zones in a given features’ space. Appadurai obviously draws on Zadeh’s “fuzzy sets” 
theory (Zadeh 1965) 19 and implicitly refers to Zadeh’s work on the logic of fuzzy reasoning (Zadeh 1975), although he 
does not quote him.  
 
Thus, the change in vocabulary that Appadurai proposes (abandoning the substantive, suggesting the essence, to 
adopt the adjective that indicates a property or attribute), is no longer limited to the context the author refers 
("culture" in the sense of "one culture ", which may be determined by an adjective (" Portuguese "," Alentejana "," 
Spanish "," Catalan ", etc..). It may apply to any type of object, and especially to any scale of observation (the local 
culture of a village, a minority culture, a country, a continent or even to a ritual in particular, a form of music, of 
poetry, etc..). The logic of classification that can affirm that there are (at least two) separate objects, without abiding 
to the requisites of the classical logic (including hierarchical classification or taxonomy) and postulating the possibility 
of a fuzzy logic (recognizing for example the possibility of different degrees of belonging to a class of objects) has two 
interesting consequences. 
 
The first is to allow the study of sets of objects poorly or insufficiently defined (in other words, which do not have not 
exact definitions). The second is to admit that the systems of relationships between them might not satisfy to the 
classical types of formal logic. Such relationships compel the investigator as objects of empirical investigation, and 
the number of possible types of relations is indeterminate, open. 
 
The second is to support the work relying on the hypothesis of "fractality" of sociocultural reality. What this property 
means is that any object under study is always inserted (in various ways and certain degrees) in larger objects and 
that, in turn, its constituent elements can be treated similarly, perhaps even reaching the most elementary levels. 
 
We will leave aside for now the determination of what these "elementary" objects may be, because that is a problem 
which must be treated separately. What Appadurai’s quotation does not consider is that fractality implies a certain 
analogy of structure. Fractality implies the approximate "conservation" of the overall structure from one scale to 
another (while drawing a given coast line in the example of Brittany), and allows better still, requires a description 
technique which respects the rule could apply similarly to any scale. But if this idea can be fruitful if we deal with it as 
a hypothesis, it should not be transformed into a postulate. We must in any case test whether empirical reality allows 
for homologous descriptions at different scales20.  
 
Appadurai draws from Fredrik Barth’s theory on cultural differences and on the nature of "boundaries" between 
ethnic groups (Barth 1969), but he does not propose a precise analysis of the relationship between forms (although 
he obviously recognizes the issue), nor on the status of these relationships. What is at stake here is the construction 
of the concept of cultural form whose core integrates the relationship and the difference with other forms. Indeed, no 
single cultural form accessible to inquire exists as an isolate (at whatever scale we may observe it). Instead, every 
form is but one element in a set of other elements which are defined by the difference, or rather by sets of differences 
between them. (Santos 1996).  
 
Cultural forms exist in a multidimensional space of forms elaborated through a process of creating their own 
materials and differentiating by contrast to pre-existing forms, with which the new form will coexist. As these are 
always multiple, the process of differentiation, whether deliberate or resulting from unintentional variations, always 
implies that new forms diverge along several dimensions simultaneously: as many dimensions as the forms in relation 
to which it operates its differentiation. 
 

                                                 
19 “What I would like to propose is that we begin to think of the configuration of cultural forms in today's world as fundamentally fractal, that is, as 
possessing no Euclidean boundaries, structures, or regularities. Second, I would suggest that these cultural forms, which we should strive to 
represent as fully fractal, are also overlapping in ways that have been discussed only in pure mathematics (in set theory, for example) and in 
biology (in the language of polythetic classifications). Thus we need to combine a fractal metaphor for the shape of cultures (in the plural) with a 
polythetic account of their overlaps and resemblances”. Appadurai, A. (1996). Modernity at large: cultural dimensions of globalization. London, 
University of Minnesota Press. : 46.  
20 What the difference may be between approximate strcture conservation (“fractality”) and structural homology as suggested by Marc Augé Augé, 
M. (1984). Ordre biologique, ordre social : la maladie forme élémentaire de l'événement. M. Augé and C. Herzlich: 35-91., is a question that would 
deserve a detailed inquiry that cannot be made here. 
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It is reasonable to think that the internal intensification and external differentiation processes develop, at each scale 
of social and cultural organization, in relation to objects of the same level (scale) or of the next levels. A way of 
dressing differentiating from over other ways, or other modes of presentation itself, a form of music in relation to 
those which preexist and/or coexist in the same space. It is less reasonable to assume that one type of housing is 
"opposed" to the overall culture of another people, although we may sometimes observe that this form of housing is 
seen as a signifier of belonging to a wider culture. 

“Cultural Form”: a concept in construction 

It is true that Appadurai does not "explain in depth the epistemological scope of the conceptual shift" underpinning 
the passage from the substantialism implicit in the term "a culture") towards the methodological prudence 
restraining the term for an adjectival use ("cultural") (Dorin 2006). The epistemological scope of the concept of 
"cultural form" can only be fully explicit if we extract all the consequences of the following propositions: 
a) The objects we treat as symbolic cultural forms are "fuzzy concepts", ie, are not amenable to a definition in 
Aristotelian terms (such as the definitions of hierarchical taxonomic classes) (Rosch 1983); 
 
b) Cultural forms must be defined in polythetic terms, that is, in terms of presence or absence of a large number of 
dimensions; 
 
c) As a first consequence of the above, the boundaries of the objects are not sharp lines, but transition and contact 
zones relative to other objects of the same type; 
 
d) Second consequence, the definitions of these objects may partially overlap in the areas of transition, ambiguity or 
simultaneous occurrence, or still because they may belong to more than one specific concept. 
 
e) It is thus clear that the definition of each single cultural form implies the definition of the field in which it exists, 
while coexisting with other cultural forms; 
 
f) Finally, the relationship between a cultural form and the cultural field (in which it exists and expresses itself) 
involves the relations between different cultural forms. 
 
We must add two observations: 
- The "fractal" character of cultural forms amounts to a hypothesis about the structure of the concept: the 
"conservation" of the structure of form when observed at different scales. 
 
- The concept of cultural form may reveal an internal structure of the radial type (Lakoff 1987), which implies that the 
empirical occurrences may exhibit different degrees of belonging to the concept (therefore in terms of central and 
peripheral occurrences), as Rosch admitted since 1976 (Rosch, Simpson et al. 1976): Moreover, the various internal 
components of the concept maintain with the core concept logical relations that are distributed along different 
dimensions21. From the double point of view of the definition ("what is") and of its dynamics (formation, 
development, disappearance), the relational character of the concept of cultural form is paramount. The formation 
always amounts to differentiation; development entails intensification of the differences in relation to other objects 
of the same type. 

Briefly introducing to the concept’s features 

The concept of “cultural form”, may be defined, in a first approach as a virtual reference schema (embedded in a 
larger reference system), that the members of a group or a society use in order to regulate the production and 
reproduction of performances of a certain, locally recognized genre.  
As part of a system of collective references (shared representations), and as an individual cognitive schema (Piaget 
1923)22 the concept is the "idea" (the "mental model" (Johnson-Laird 1983), that the members of a culture build about 

                                                 
21 These dimensions are in turn specific to each concept, but there is a small number of core dimensions that organize a large number of concepts 
22 In a sense close to Jean Piaget’s "schemata" as organized patterns of thought and to the concept of "script" as (dynamic) way to generate a 
narrative or a sequence of significant elements referring to procedural knowledge (a 'know-how that may not be "declarative" or even not likely to 



[ 19 ] 

 

the nature of a certain super-object (e.g. "Cante"). In a musical genre as cultural form, for instance, the concept 
affords the reference for regulating the (inevitable) variation between the different interpretations of the same 
interpreter and between interpreters. 
 
The second element, as is clear from the above, is the normative character of the cultural form as an object inserted 
into a symbolic system. The normative element may be positive (prescriptive - "what should be") or negative ("what 
should be excluded "). 
 
The third element is the social dynamics of regulation. As the reference system is not codified as a set of written 
norms, oral cultural practices23 rely on specific modes of application of the rules (judging compliance or non-
compliance with the reference system), which are essentially social processes. These include socialization of new 
practitioners, evaluation of observed performances and their conformity to standards, judgment about the degree of 
expertise or inability of practitioners, etc... 
 
The social dynamics of regulation presupposes, as is clear, the existence of a community of practitioners, which is the 
carrier of the cultural form (Santos and Cabeça 2010). 
 
Synthesizing what has been said, a "cultural form" implies (i) the existence of a structure (the reference system, 
schemata, scripts, mental models) that defines the type of performance in intension (the conditions for inclusion in 
the definition), (ii) a normative system of regulation that controls reproduction (of existing and recognized pieces) and 
productions (of new pieces) and (iii) a community of carriers of the cultural form. The practical confrontation between 
the first two results in establishing the boundaries (between what is and what is not, which is part of the cultural form 
or not). (Santos and Cabeça 2010). 

Questions to tackle: The emergence of Cultural Forms, processes and constraints 

The importance of these questions is self-evident, as they amount to asking how a certain cultural form has been 
created, and may appear, at a certain point of the time and in some society, as an identifiable set of combined 
cultural traits. The resulting enquire deals with the two questions: what are the processes that result in having a 
distinct cultural form, and to which constraints such processes are submitted. 
 
We believe that the most useful concept to define these processes and their results is the concept of emergence, 
because it allows us to take into account the fact that any cultural form gains distinctiveness and consistence within a 
culture and a society where many kinds of practices, manifestations, representations, and certainly other cultural 
forms pre-exist. These are the questions that we will now apply to the special way of polyphonic singing known, in 
the South of Portugal, as “Cante Alentejano”,  

2. Looking back at “Cante Alentejano”: a short history 

 
We assume that the overall evolution of Cante as a Cultural Form led the practice of choral singing in Alentejo from a 
set of very diverse settings of informal participatory singing, to the present strict form we call the Canonical Form. 
 
Although the documentation about the history of Cante is missing for the periods before the last decades of the XIX 
century, and the elements available for the first decades of the XX century are rather scarce, we may hypothesize 
that in Alentejo, singing in groups has been a common practice for at least these last centuries. On the ground 
constituted by these common, diverse and widespread practices, then emerged, in the first decades of the XX 
century, a rather formal, even institutionalized form of music making, “The Alentejano Coral Group”. Encouraged by 
the authoritarian so-called “Estado Novo” (New State), which stressed a national identity grounded on rural, 
traditional, forms of living, Portuguese regions were led to organize contests, meetings and all kinds of public 
demonstrations of their specific folklore. Alentejo was then submitted to an intensive pressure to organize the 
singers in formal groups, to rehearse their songs and to perform in the presentational form.  

                                                                                                                                                                  
be explained or stated as such by the subject) Schank, R. C. and R. P. Abelson (1977). Scripts, plans, goals and understanding: an inquiry into 
human knowledge structures. New Jersey, Erlbaum.. 
23 They may not even be susceptible of general and organized enunciation by the practitioners, being, at least in part tacit and "procedural" (see 
previous note). But they have this essential feature of being able to be directly applied to a concrete task (for example to play a part in an oral 
performance). 
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The ground in which the Canonical Form was to emerge was what we may call ways of informal singing together. 
That kind of social situation had deep consequences both at the level of the practice’s social structure at that of the 
musical form itself.   

A short characterization of the Canonical Form of Cante as presentational music 

The Canonical Form of Cante is a presentational way of music making, as opposed to participatory music making, in 
Turino’s terms (Turino 2008). The main traits which distinguish the two types of music making in this author’s 
description are summarized in the following section. 

Participatory practices versus presentational forms of singing According to Thomas Turino’s Typology (Turino 
2008)  

� From the point of view of the social structure linking together the musicians and the people around them 
during performance, participatory music establishes no separation between two categories of people, 
namely artists vs. audience.  

� To the opposite, there is a pressure for participation of all presents 
� There is a wide range of accepted roles (from “experts” to “lay” people) 

� From the point of view of the musical form itself, participatory music entails:  
� Long forms and repetition 
� Thick musical texture, approximate tuning, diverse timbers, high small event density 

 

Presentational music-making is characterized by Turino as a contrasting musical experience  

� From the point of view of the social structure, there is a Clear distinction between artist and audience 
� Artists feel a heavy responsibility to provide “good music” 
� Thus rehearsal, responsibility and constraint become important 
� In Presentational music-making Music IS the matter   

� From the point of view of the musical form itself:  
� Pieces show fixed, short and tightly controlled repetition 
� Repertoires are designed for contrast and variety 
� Textures and timbers are clear and transparent  

 
It is our hypothesis that the Canonical form of Cante, as a presentational form of music making, emerged from a set 
of musical practices that were, at the same time, very diverse and participatory. The choral groups act in a 
sophisticated, strictly regulated way, giving onstage performances to a public that is not supposed to sing along with 
them. The groups have a variable number of members (most often from one to two dozens of people). In a first phase 
(from the first decades of the twentieth century to the seventies), they were exclusively masculine. The presence of 
women (both as members of both-sex groups and in exclusive female groups) and the conquest by women of the 
right to sing in public demonstrations along with men and/or as feminine groups, has its own history. An important 
turn happened with the Carnations’ Revolution in 1974 (Cabeça and Santos 2010).  
 
The performance of any “Grupo Coral Alentejano” obeys to a ritualized sequence, where the part’s distribution, the 
definition os specific roles, the interactions between singers, the way they present themselves on the stage, etc, are 
fixed by conventions which are very well known and accepted by the groups. 

The “Coral Group” acts as a rigid, closed, social structure 

The singing structure includes two parts, which are distributed as specific roles to two kinds of actors: The soloists, 
and the Choir. The soloists are the “Ponto” and the “Alto”. 
 
The first will initiate the song (“Puxar a Moda”), the second will sing a “second (higher by a approximate third), will 
intervene both in the opening of a second strophe and keep singing with the choir. The typical role interaction may 
be schematized as follows: 
 

• First strophe: sung by the soloist Ponto 
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• Second strophe’s opening (this may be the first word, or the first half of a verse or even the whole first 
verse: sung (alone) by the Alto 

• Two main strophes (“Moda”): Choir (the Alto sings along at a superior third) 
• Last strophe: solo by the Ponto  
• Repeat the two main strophes: Choir + Alto 
• End 

 

The roles tend to be fixed within the group for a given song, although they may be attributed to different 
singers for each song in a given performance. This is a point that often causes considerable tension among the 
group’s members, as the soloist parts are highly valued and several singers may estimate themselves as better 
singers than others.   

Acting in public / for a public: this is the main variable to affect the form and the content of the final 
performance that is delivered. Following Turino’s view, this creates a fixed social structure in which the 
separation between the musicians and the public drives the entire situation and the character of the 
performance. The groups present themselves on a rather fixed position: 

� Singers are on the stage, facing the public, that is almost always at quite a physical distance 

� The group presents itself in two or three parallel lines of singers, usually placing the taller ones in the 
background, and women (when they are present) and smaller singers in the front line. 

� The leader of the group initiates the performance with a ritualized introduction  

� The group’s members wear “ethnographic costumes” (which allow for individualized variants of local 
costumes) or specially designed uniforms.  

� Each group’s performance, during the groups’ meetings in which 3 or 4 groups (and sometimes up to a dozen 
of them) will act, is restricted to 3 or 4 songs.  

� The group has a “hymn” and sings a goodbye song. The “hymn” is generally an original song, composed by 
some members of the group: The song may be “original” in three different senses: music and words entirely 
new, new words for a previously exiting music, new words for a medley of parts of preexisting songs 
(arranged together by the group).  

� The case for the goodbye song is different, as there is a small number (two or three, of which one is 
dominant24) of songs, easily recognized by all publics and function as a signal that the performance is over, 
rather than as a part of the performance. 

Informal singing of Cante: participatory, diverse 

A specific social structure: open, equalitarian, cohesive 

Our fieldwork in Alentejo (2006-20013) gave us the opportunity to witness a number of situations in which the 
people gathered to sing together, or sang spontaneously while gathering together with some other purpose 
(local feasts, anniversaries, dinners with friends, etc.). Very often, the people who engaged in this kind of 
singing were (or had been) members of some Choral Group. But it was also frequent that people who never 
participated in that kind of groups would join. These situations give us, we believe, the best possible proxy to 
the kind of practices that may well have preceded the emergence of the canonical form. Of course, whether they 
be members of actual groups or not, all of those people know very well the structure and the rules to which the 
normative Choral Group Performance obeys. They may not be supposed to enact an “ancient” way of singing” 
as such, simply because they are contemporaries of the Canonical Form. In spite of this restraint, we did observe 
how these people all of a sudden liberate themselves from the constraint of the Canonical Form, to sing in ways 
that we must qualify as much more free, spontaneous, informal and participative. In the next section we will try 
to summarize the differences as we observed them, between presentational performance and participatory 
singing25.    

 

                                                 
24 “Vamos lá saindo / por esses campos fora” (Let’s go out / through those fields ahead”… ) 
25 We have video recorded hundreds of hours of such singing. 
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Singing together: an open structure 

Be it because of the acquired familiarity with the canonical form, or because the fundamental parts’ definition in this 
kind of group singing come from times older than the canonical form, we still recognize the three main parts in 
informal Cante singing: the “Ponto”, the “Alto” and the Choir. It is the social organization of the practice, including 
the role attribution by the group to the participants is very different. 
 
We have said that the actors are similar, but their roles tend to be shared amongst the present, and decided “on the 
spot”. In fact, a number of potential soloists watch the opportunity to endorse the role. This is more so in the case of 
“pontos”, because the people with suitable voices to assume this role are in greater number. The voice for a “ponto 
must, in fact, be a strong baritone or baritone-bass, a timber that “must”, according to the local norm, sound “full”. 
This kind of voices is rather frequent among the rural men who may participate in collective singing. Of course, the 
pitch and timber wouldn’t be enough, because the spontaneous singer who proposes himself as the Ponto for the net 
song or strophe must be able to place the singing in a pitch suitable for all the other people present. To start a Moda 
“too high” or “too low” may put others into difficulty. This being, when that happens, the people may just try “to 
follow” and enjoy sharing the song26. 

Singing together: no distinction between public and singers 

The numerous situations where we observed informal singing as a spontaneous practice present a rather constant 
structure, both from the social and musical points of view. 

Singing in circles (horizontal coordination) 

 
First of all, the people will arrange themselves not in parallel rows, but rather in circles. In the inner circle, if it happens 
to be at the end (or even during) a collective dinner, the people may be sitting, to provide access and reciprocal view 
to a greater number of other participants. The outer circles will form in a rather improvised way, depending of the 
material conditions (space, tables and chairs, etc.). When interrogated about the importance of being arranged in 
circles, several people have confirmed our intuition that this disposition allows for a better coordination among the 
singers. The “usual” leaders of the different groups present may be singing with everybody, but there is no 
“direction”, there is no leader to distribute parts or to regulate the sequences (who will be the soloist, or what will be 
the next song, etc.). They constantly exchange very small signs, and one can observe that much attention is devoted 
to “read” on other participants’ lips. But another kind of event may happen, that suggests how different may be 
formal and informal singing in Cante: in the occasional group, as the singing goes, a person may suddenly reveal 
herself capable of very good singing, or call attention by showing to know a great many strophes suitable for a given 
Moda, thus allowing (and even inducing) the song to continue for a long time, with great approval from the 
participants.  

Pressure for participation: everybody is invited to sing 

 
In these situations, the people present feel a strong social pressure to participate. If somebody is remaining silent, 
their neighbors will insist: “But you do know this Moda! Come on! Sing along!” As observers, the ethnologists (my 
colleague Sónia M. Cabeça and I), whenever we try to remain non-participant observers, we have very often called 
the singers’ attention: “Doctor, you should sing with us!”. Of course, this pressure, as it refers to the outsiders we are, 
conveys also something of a challenge: “Will you be able to sing along with us?”27  

Privilege given to the songs “everybody knows” 

 
As a result of this norm “everybody must sing”, the choice of the successive song to be sung, as is made without any 
preconceived repertoire, will constantly privilege the Modas that “everyone knows”. Those are rather ancient songs, 

                                                 
26 They may well complain afterwards about he singer who began too high or too low, or was out of tune, but on the spot what counts is, as Turino 
aptly notes, to sing together. 
27 One of our eminent colleagues, rather familiar to many singers and appreciated by them as a specialist, is constantly mentioned as “a person 
who has never accepted to sing with us. This has carved a significant social distance between this and other colleagues that did not accept (dare?) 
to participate and the local singers. Not to participate is thus infringing an important social norm that applies to this kind of situations. 
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popularized by several groups, and known as “the best traditional Modas of Cante”. In spite of the local differences 
across the space of Alentejo, in spite, also, of the differences among the repertoires of the different groups, what we 
discover is that there exist a corpus of Modas that “everybody knows” and is able to sing. Noteworthy is the fact that 
the people who gather in these situations, are able to sing together, despite the fact that their own small region or 
even their own choral group have a special version of the song. The lyrics may differ, as the music itself. The first kind 
of differences is easily overcome, because there is freedom (as we noticed above) to add a different strophe to the 
running Moda. The musical differences may cause some hesitation as they concern the phrasing or even sections of 
the melody. People will wait a brief instant, and adjust as they can to some contingent reference (it may be the 
immediate neighbor, or a “good” singer, etc.). 

Emergence of “good singers” and no criticism for “bad singers” 

 
The people that are or will be considered as “good singers”, and more so exceptionally good singers did not 
constitute, until recently, a separated category. When they are members of a formal “Grupo coral” they will succeed 
in being designated as soloists more often than other members. Certain groups are known to have a “Ponto” or, more 
often so, an “Alto” who is an exceptional performer. Such “very good singers” have existed in the past witnessed by 
actual singers, and people express even a strong emotion when evoking them. Those singers are considered as 
specially gifted individuals and would not form separate groups. In the last decade, though, a number of choral 
groups appeared, claiming to recruit “the best and only the best”, along with small groups of a different character, 
assembling a very small number of singers (3 or 4), usually adding instruments to their performances and thus leaving 
the strict domain of Cante. 
 
In the informal settings, where participation of all is the main value, the “good singers”, if present often engage in a 
process of discrete participation and the people at large will exert a control over those who are considered or consider 
themselves as “good Singers”.  
 
On the other hand, the participants who may be considered “bad singers” or “not so good singers” will receive no 
explicit rebuttal, nor will they be kept out of the singing. It may happen, though, that afterwards, when people split 
and comment on the singing that took place hours or days before, that criticism will arise, against those who “took 
too much place”, those who where out of tune, or even those who committed audible “mistakes” during the 
interpretation of a “Moda” (“that is not supposed to be sung that way!”). 

“On the spot” negotiation for solos 

 
In these informal settings, when it comes to the designation of the next soloist (for a part of “Ponto” or “Alto”), signs’ 
exchanges are usually very explicit and these exchanges resemble to a “on the spot” negotiation. The whole informal 
group is still singing one section of a Moda, when those who desire to take a solo rise an arm, make a sign with their 
heads, or even point to their own chest and audibly say “I’ll be the next Ponto”, or “the next Alto”. 
 
This requires and increases attention from all singers and creates some tension that may be sensible when in the 
occasional group we have two or more singers who are reputed as “good singers”, namely those who are the “official” 
soloists in their respective formal choral groups. But the rotation among candidates for the solos is a underlying rule: 
one should not try and keep that role for several Modas, so opening the opportunity for all of those who feel to be 
able to do so. 
 
Of course, in the canonical form, things are quite different: the negotiation will be settled during the rehearsals, 
everybody knowing before entering the stage who will be soloist for each song. 

Innovation is allowed: new texts for the ongoing “Moda”  

 
In the structure of the Moda, such as we have described it above, there is a central part, the heart of the Moda, 
constituted by two (and only two) strophes. These are fixed, and may not be changed at will by the groups who 
interpret it. But the strophe (only one) that is sung before the heart of the Moda, as well as the one that is sung after 
the two central ones, are “free” (they are called “cantigas”, songs), and each group is allowed to use different 
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Cantigas before and after the Moda. This gives space for variation and the formal groups use this possibility to give 
their own special character to the Moda. 
 
In the informal settings, while the central strophes (fixed, the Moda) are maintained, there is a total freedom to insert 
new “Cantigas” before and after the two central strophes. Some of the Cantigas are well known quatrains, used by 
some groups in their fixed versions. But in the informal settings people may improvise, and compose their own 
“Cantigas”, receiving a lot of attention and applause when the “Cantiga” is found to be beautiful and fits correctly to 
the melody. 
 
There is an effect of surprise when a soloist Ponto (it is of course never the case for Altos) begins a strophe nobody 
had heard before, a kind of suspense because the singer is taking a risk, with a pleasant relief when “things went ok”, 
the innovative strophe is a beautiful poetry and fits strictly to the Moda’s melody. 
 
It is expectable that such new strophes may be retained, memorized and enter the common repertoire. Others will 
have a cool reception, and left alone: the singers will wait for the next soloist. Informal singing is thus a field of 
practices that allows for creation and innovation of the traditional repertoires, although these innovations must 
remain within the framework of the Moda’s structure. The process of selecting what innovations will remain and what 
will be forgotten is probably the main mechanism both for conservation of the traditional singing and for its evolution 
across times. 

Summarizing a typical role interaction during participative, informal, singing:  

� First strophe: sang by Ponto (P1) 
� Second strophe opening: sang by Alto (A1) 
� Two main strophes (“Moda”): Choir 
� Fourth strophe: sang by a Ponto  who may be different from P1 
� Repeat two main strophes: Choir 
� New strophe by another “Ponto” 
� “Moda” opening: sang by an Alto who may be different from A1 
�  Two main strophes (“Moda”): Choir 
� New strophe by another “Ponto” 
� Etc.  

We then remark that around the repetition of the two central strophes ( 

� This kind of music making may, according to the singers, may “last for hours”… 
 

Participatory singing: consequences on the repertoire and styles of singing 

Participatory singing emerges from and reinforces a special social structure, as we have seen. The network of 
relationships and the content of the communication among participants are very characteristic.  
 
Of course, the musical output of these situations is also quite different of the one that results from presentational 
situations, as we described it in the “canonical form of Cante”. 
 
The differences between the performances of formal choral Groups and the singing that goes on in participative 
situations may be distributed into four dimensions. 

(i) In participatory singing, there is less need for strict synchrony. Although some pressure into 
synchrony does happen, the situation allows for what Thomas Turino named “a thick texture”, as a 
result of both an approximate tuning of the voices as a whole and relaxed synchrony (in attacks, 
pauses, etc.). 

(ii) In these contexts, slower singing becomes possible and is even favored by the lack of pressure for the 
standardization of the song’s duration that constrains formal groups’ performances  

(iii) Weak and irregular accentuation of rhythms is allowed for, which gives a greater freedom for 
individual singers; this stems out along with less pressure for synchronization. In order to achieve 
synchronization the singers need stronger reference points, as those afforded by the accentuation of 
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“strong tempi”. 
(iv) As a result of both slower singing and less accentuation of strong tempi, the overall metric tends to be 

less regular (tempo rubato, etc.). The participants adapt to each other on the spot, resulting in a 
“elastic” tempo.  

(v) Ornamentation could not be predetermined, each singer will improvise his or her ornaments, and the 
group follows this ad libitum phrasing, which may be very rich. 

The global outcome of this specific practice of Cante as participatory music making, with the high level of 
freedom to improvise and adjust in novel ways to the collective music making suggests that what we observe 
there is s deep structure of Cante as an art of ornamentation. In fact, besides “being together” and singing 
together, what is at stake is the ability to introduce in the phrasing of well-known traditional songs, a “beautiful 
ornamentation”: “um trinado”, “umas voltinhas” (a bird’s melody, some ornaments). 

The formal, canonical forma of the Choral Group singing is thus a reduction (not suppression) of the variation space 
and of the individual and collective freedom to ornament the phrases. Such a reduction occurs by the introduction of 
formal constraints that may intervene but only on a loose way in participatory singing. 
 
3. Processes leading from informal and diverse to the Canonical Form 

The threefold process: Differentiation, Formalization, Intensification 

Process 1: Differentiation 

Stage 1: Diversity 

 
Hypothesizing that diversity and even very large diversity is certainly a first stage in the processes leading to the 
emergence of Cante singing is supported by what is known of the social situation that existed in this vast region of 
Alentejo during the centuries that elapsed before the invention and spread of newspapers, radio, television. The 
region was very poorly equipped in roads, and the railway arrived to the major cities only about 150 years ago. The 
communication between villages and micro-regions did exist to a certain point, but it was slow and difficult. This 
allows us to suppose that, by a process analog to the one which led to the formation of local dialects, ways of music 
making and in particular, ways of singing may have been quite diverse. Diversity may have emerged from a 
continuous process of local creation, with no or little reference to the other local practices. Definitely, there may have 
existed a general musical feeling, a common ways of singing, but no regulation such as is necessary to produce a 
general standard could ever intervene. 
 
Whatever the deepness and the extent of such diversity may have exhibited, it is much more likely to hypothesize 
that it must have been strong, than to postulate that the relative homogeneity that emerged after the generalization 
of the media is ancient and something like an “initial”28 state of affairs. Multiple and diverse as the practices of 
collective singing most probably have been, this is a panorama that leaves us with the question of how from that 
diversity emerged the forms that we presently know. In times not so old, before modern communication means 
(roads and media), and that may be a century and a half ago, collective singing certainly coexisted with other ways of 
music making. These may have been adapted to the different social situations and to their different needs. To 
mention only some examples suggested by our fieldwork, it was certainly very different to sing among men (as 
separated from women) in the large groups of workers who lodged together in collective barracks, after a long day’s 
work, and to make music at a village feast, in order to make young people dance. Very different also, to sing a lullaby 
for a child to lead it into sleep, etc. In some occasions, like in the dances, the singing would be accompanied with 
instruments, in other occasions, in the lack of musicians able to play a guitar, a mandolin or other small instruments it 
would be the singers themselves who sang for the dance. 
 
It is likely that besides the ways of collective singing that we now know as “Cante”, some other forms of music 
making gained some individuality, namely those in which the instruments took an important role. 
 

                                                 
28 It is quite obvious that there is no such “initial” state, if by that expression we would mean an “origin”, an absolute beginning in time and space. 
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Cante itself must have been very diverse, according to the situations (different size and composition of groups; 
singing alone; male sociability in taverns, related to work, or to village festivities…), localities (micro-regions 
and even villages), singers (the “good singers” or just singers; male and/or female).  

Stage 2: Emergence 

 
The emergence of a Cultural form as a distinct type of practice results in all cases from a process in which the main 
feature is the reinforcement of the differences relative to other types of practices. In the case of Cante, we notice that 
the main dimension in which differentiation occurs are the following: 
  

� Exclusion of instruments, with sensible consequences concerning compass, tempo, accentuation and 
phrasing in general (Santos 2012); 

� Exclusion of choreographies: being no dancing music, Cante constrains the singers to a heavy 
concentration on singing/hearing and exclude rhythmic movements. 

� Liberating ornamentation: the fact that there is no instrument fixing compass and tempo, no body 
movements (choreographies) to stress strong against weak beats, allows for liberating the 
ornamentation, as we have mentioned above. 

� Privilege to group singing (even in very large groups): Cante may have become the set of ways for singing 
in large groups, where polyphony arises, even if it may appear minimal (two parts, or “voices”). 

Process 2: Formalization 

We will call “formalization” the establishment of social organizational schemes of the singers and the adoption of 
strict norms regulating the performances: what is to be sung, and how. Let us evoke very briefly what has been said 
above on the organization of the performances of the “Grupo Coral Alentejano”: 
 

From singing in groups to the “Choral Group” 

 
� THE CHORAL GROUP HAS A PERMANENT MEMBERSHIP AND LEADER 
� THE GROUP PRACTICES INTENSIVE REHEARSAL OF SONGS FOR PUBLIC PRESENTATION 
� THERE IS A STANDARD DURATION OF SONGS (CANTIGA 1, MODA, CANTIGA 2, MODA, END), 

THUS RESULTING IN A 3 TO 4 MINUTES’ DURATION. 
� GROWING NORMATIVITY: THE CHORAL GROUP SEARCHES FOR AND ELABORATES WHAT IT 

CONSIDERS AS “THE RIGHT WAY OF SINGING” (BOHLMAN 1988) 
� DISTRIBUTION ON STAGE: STATIC PARALLEL ROWS, IN FRONT OF PUBLIC 
� CHARACTERISTIC ACTIVITIES AS A GROUP INCLUDE GROUPS’ MEETINGS, SOMETIMES 

CONTESTS AND VERY OFTEN PARADES (“DESFILES”) (SANTOS AND CABEÇA UNDER PRESS) 

These are, as we mentioned, the characteristics of the Canonical Form that came to be adopted as a single, 
uniform standard for Cante singing in presentational sets, for a public. 

We know that in the recent history (almost one century), these features have been adopted successively and 
reinforced their status as criteria of “authenticity” claimed by the choral groups29. 

Process 3: Intensification 

The emergence of the Cultural Form as a process of progressive detachment, by contrast to the social reality, within 
which it occurs, is analog to the formation of the relationship between figure and ground (Peterson and Skow Grant 
2003). In Bohlman’s terms, this contrast between an emerging musical genre and it’s context, would amount to a 
relationship between “text and context” (Bohlman 1988)30. As it happens when a figure gains a specific contour by 

                                                 
29 Some of the rules were also reinforced by external, official state institutions (namely Federação do Folclore Português, FFP), that imposed them 
as requisites for recognition of the group’s “authenticity”. 
30 We still find the “figure / ground” metaphor much less reductionist , because Bohlman’s terms imply a strong analogy with a linguistic object, and 
what we have here are very complex objects that may not be reduced to a speech, or a text. 
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increasing contrast against the ground that surrounds it, the pair formed by a Cultural Form and the whole set of 
cultural practices of a given time in a social space which may be considered as its ground has a main effect: increased 
efficacy of object identification by any observer, clear and immediate perception of the form as a distinct object, and 
self-identification by setting the differences as perceived frontiers. We claim that such emergence relies mainly in a 
process of semantic saturation, or redundancy: the accumulation of heavily redundant signs that gives an 
overwhelming perceptual evidence to the form (Shepherdson 2013).  

Semantic redundancy 

 
The structure of the canonical form as we described it above as a result of the process of formalization carries with it 
a considerable number of significant traits. These traits are both stressed and closely sewn together by the 
accumulation of elements which are intended to and achieve a strong identification. 

The Choral Group wears an uniform, or a special way of dressing 

 
Some groups will chose to dress their members with a variety of costumes representing the different crafts and 
typical activities of the rural world. The unity of the whole group’s the dress form will in theses cases be obtained by 
the choice of fabrics, colors, and models of the different dress elements. To reinforce visual unity, certain elements 
(such as a regional wool blanket) will be worn by all members on stage. 
Other groups choose to present themselves wearing a uniform, consisting in shirts, jackets, trousers (or, in the case of 
feminine groups, skirts) and a scarf, all of the same color and cut from the same types of cloth. 

Accumulation of signs  

 
Besides the special clothing or uniform, the members of theses groups will decorate their suit with miniatures of 
agricultural tools (symbols of traditional trades, miniature bells, horns, sickles and other accessories…). These are 
very small objects (4-5 cm long), fixed with pins on the vest. They clearly evoke the belonging to an ancient rural 
world. Given the fact that almost none of these tools and objects are in current use nowadays, they function strictly 
as symbols of a rural working class identity.31 

Identity narratives and strategies: local (village) and regional (Alentejo) 

The strong image construction that this scenery induces is reinforced by the verbal intervention that the group’s 
leader delivers before the performance. There, the leader will reaffirm their attachment to tradition in general (a 
whole thematic of heritage preservation), their commitment to the defense of the beauty of Cante, while 
regretting the loss of interest on the part of young. The “tradition” theme is virtually in all cases associated with 
local themes: the praise of their village, the loyalty to their identity as “Alentejanos”, expressing themselves in 
a quite emotional tone. The leaders will very often use access to the stage and the performance as an 
opportunity to send more or less covert or clear appeals to the political representatives present in the event, 
asking for increased material support, while thanking them for the help the group eventually receives. 

The canonical Form is thus built through the progressive accumulation of distinctive traits and by the reinforcement 
of semantic elements’ weaving into a strong, saturated meaning space. The whole social and cultural process that 
leads to the creation of a Cultural Form such as the one we named “canonical form” amounts to what Bohlman 
described as the “processes of “Canon-Formation” (Bohlman 1988).  
 
Explaining Stability: From Custom to Tradition  

Is the process that led to the emergence of the canonical form of Cante as a distinct Cultural Form equivalent to 
what Eric Hobsbawm called “the invention of [a] tradition” (Hobsbawm and Ranger 1983)? If the question deals 
with the sole canonical form as such, our answer would be “yes”. But we have to deal with two rather different 
realities and not only one. On one hand, we do have a cultural form in whose creation heavy institutional 

                                                 
31 Together with uniform and/or typical costumes, these accessories are strictly scrutinized by the FFP in order to respect “authenticity”: the best 
possible reproduction of a rural reality officially fixed at corresponding to the first half of the twentieth century. 
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determinants intervened. On the other hand, though, we must account for the existence of a vast set of 
practices that are certainly older, more diverse, and much more spontaneous: the “Cante” as the set of 
participatory ways of singing. And this would be much more accurately described as “custom”, in Hobsbawm 
terms. His central idea has been often misinterpreted, as we have tended to ignore the distinction that 
Hobsbawm clearly set between “Customs” as sets of vernacular cultural ways of living and creating, and 
“Traditions”, as institution and even State-driven cultural forms. The “invention of Tradition” refers exclusively 
to this last process. 

 
The cultural processes that we have being describing would amount to the institution of a “Tradition”, on the 
background (or “context”, Bohlman) of a set of “customs”, that is, the process leading the folk ways of singing in 
Alentejo from custom to tradition. 

AAss  HHoobbssbbaawwmm  ppuuttss  iitt,,  ““CCuussttoommss””  aarree informal, collective and free; they are diverse and variable. They evolve 
from one generation to the next. While referring to the past, they allow for innovation. Customs emerge from 
cultural shared ways of living, and good examples of such customs are dialects, folk songs and tales. 

To the opposite, “Traditions” are formalized, repetitive, tend to be largely invariant and to become very quickly 
ritualized. “Traditions” in Hobsbawm view, deliberately promote social cohesion, institutional legitimacy, foster 
dominant values and authority. Hobsbawm mentions some examples of those traditions : Whigs and uniform of 
judges; Uniforms of Vatican’s guards; Spurs of cavalry officers; games like Cricket (Hobsbawm and Ranger 1983). 

Stability and Change: traditions 

Of course, in absolute terms, both Customs and Traditions change, but Traditions are far more stable, in part 
because they are codified in written documents, they gain institutional status. Important corpuses of written 
documents, statutes, official norms along with individual qualified witnesses’ testimonies fix the form and tend 
to strictly limit change.  

The situations are quite different when it comes to Customs. Variability is (only) locally controlled, resulting in 
some local stability and overall differentiation. The memories that register the features of the Custom are 
individual (although to some degree shared).  Variation depends entirely on the practitioners’ creative capacity, 
but stability depends on bearers’ habitus and on such long trend attributes as body shape32, local common 
experience and social norms. 

Pulling back to the case of “Cante”, we could describe the historical process as leading from a set of customary 
styles of singing to a “Tradition”. In the creation of the Canonical form “Grupo Coral Alentejano” as a Tradition 
(in Hobsbawm terms), we must consider two main series of factors. 

The first one is the development of such innovative communication devices as are the newspapers, books, leaflets. 
To this process contributed the diffusion of sound recording machines (small, portable cassette tape recorders, the 
event of radio and, more than a half century later, TV broadcasting. On the whole, the main factor amounts to the 
rise of external memories (writings, sounds, images) in the rural world where Cante was a common practice, relying 
almost exclusively on oral transmission. These recordings, whatever their nature and material support, allow for a 
retrospective reference, giving access to performances realized several decades before. Moreover, the external 
memories afford a normative reference, even in the cases where the spontaneous association “ancient = good” is not 
consciously made, and contribute to stabilize the form, in such essential aspects as “old songs” and repertories, 
“good old ways of singing”, etc. Those external memories will of course have a major role when it comes to the 
process of heritagization, as we will see below.  

The second kind of factors intervening in the process of elaboration of a “Tradition” taking as basic materials the 
existing customs was the institutional pressure. The process was caught in a national strategy of “national 
identity making” heavily promoted by the so-called “New State”, the authoritarian nationalistic regime of 

                                                 
32 We have been told a Great number of times, that Cante could not be transmitted to the young, nor could it be “correctly” be sung by urban 
people, because they don’t have the same body as the rural workers they claim to be (and very many of present singers have actually been). 



[ 29 ] 

 

Salazar, as we mentioned before. The “regional identities” are elaborated as integral parts of a “national 
identity”, aiming at forming a coherent, harmonic whole.  

The State-promoted contests, official meetings, exhibitions, where the folkloric groups – and among them the 
“Alentejano Choral Groups” – would perform “enhanced” or ameliorated versions of the local ways of music 
making.  (Carvalho 1996; Castelo-Branco and Freitas-Branco 2003; Santos 2011).  

Coexisting Custom and Tradition: Background and Form 

Custom: The participatory Cultural Form  

 
As we tried to show, the Customary form of Cante, a specific Cultural Form by itself, clearly differentiated from other 
coexisting Cultural forms in a very rich set of ways of music-making (some of them including instruments as central 
features, like “viola Campaniça” repertoires in the south of the area (Sardinha 2001), or aimed to supporting dances in 
circles, as is the case of “Saias”, in the northern sectors of this region).  
 
During the process of elaboration of the “new tradition” – the “Grupo Coral Alentejano” as Canonical Form of singing, 
the participatory form of Cante remained as the cultural musical background against which progressively the new 
Form detaches itself.  
 
Although we used the term “informal” to qualify these widespread spontaneous, participatory ways of singing by 
contrast with the “formal” “Grupo Coral”, it should be obvious that what we have here are two Cultural Forms, whose 
structure (both social and musical) and position in the entire regional field of cultural practices is nevertheless 
different.  
 
We have shown that these Customs (sensu Hobsbawm) are highly specific because of intrinsic features, and clearly 
distinct form other local forms. “Informal” or participatory Cante is thus the ground within / against which the 
particular form – the Canonical form - emerges as something parent, but different, as a Tradition.        

Tradition as presentational Form: The Form on Background 

 
The coexistence of the Canonical Form (as presentational music-making) with the participatory forms of Cante as its 
background does not resemble to the static drawing of a figure on a ground. The emergence of the Canonical form as 
codified Tradition tends to make the informal practices invisible to the outsiders as well as to many participants 
themselves, similar to the manner in which a strong light obscures its surroundings. The rise of the Canonical form 
influences the spontaneous participatory forms, tending to become a normative reference for all. As the customary 
non-codified forms weaken because of the fading out of the rural society, the Canonical form may survive alone, 
because of its special relationship to media that diffuse it and to the recording technologies. 
 
These new external memories have recorded preferably the canonical way of singing, and will, in the future probably 
preserve it exclusively. 
 
Moreover, the musical characteristics of the Canonical Form (regular compass, tuning, strong beat accentuation, etc.) 
create bridges to other Cultural forms (instrumental, dancing music, etc.), and allow for the creation of new hybrid 
forms, quite far from the original background, the participatory “informal” ways of singing. This tendency may be 
accelerated by the processes of heritagization.  

UNESCO’s “representative lists” and its effects 

 
In spite of what we wrote in the beginning of this text concerning the somewhat confusing and ad hoc identification 
of what counts as an “item” for the purposes of its admission by the Unesco into the so-called “representative lists”, 
the process of examination tends to privilege, among all others, the canonical forms of the cultural customs and 
traditions. Giving a “standard description”, reducing the less regular aspects while stressing those that are officially 
acceptable, this process tends to give to presentational versions of the Cultural Forms a dominant position. Almost 
inevitably, given the government interventions and the economic pressure, the “items” are “naturally” seen as 
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possible sources of economic activity, as tourist attractions. In touristic contexts, the “item” will obviously be 
submitted to a selection that retains the variants which are most suitable to a presentation in public shows. 
Participatory customs will thus be rapidly transformed into presentational Cultural Forms, standardized and 
normalized. “Inscription in the lists” brings recognition at various levels, local, national and international. The relative 
positions of the actors involved in, or left aside, the process of heritagization with Unesco’s recognition are deeply 
transformed, to the benefit of those who are able to imagine business schemes around the “item”, that is, those who 
will benefit from the consequent development of tourism. 
 
Being legitimized by the process of heritagization, the customs, and especially their more formal versions, become 
Traditions, fixed in a static definition and less able to innovate. 

Conclusion: Cultural Form, Morphogenesis as social process 

 
Through the study of “Cante Alentejano” and its recent history, we tested the relevance of the concept of “Cultural 
Form” as a tool for description of a set of cultural practices and for the interpretation of the processes involved. We 
identified two Cultural Forms, Informal Participatory Singing, that is, Cante as widespread, loosely regulated, 
relatively ancient and spontaneous practice, and “The Alentejano Choral Group” as recent, strictly regulated, 
Presentational form of choral singing, that emerges as a canonical form. The first one is certainly the background of 
the second, the ground against which the second detaches itself as a individualized figure. The similarities and 
differences between both CF have evolved, to reach a situation in which the canonical form tends to be considered 
“the true thing”, the “right way of singing”, thus assuming the clear status of “canon” (rule, norm) valid for the whole 
set of practices. 
 
The informal33, participatory Cante has emerged form a larger set of musical practices, namely folk dance music (by 
exclusion of instruments and choreographies) and maintains itself as a distinct genre by stressing the musical 
features that differentiate it of other genres equally present in these communities (Fado, Viola Campaniça Tunes, 
Saias dances, etc.). 
 
The canonical form of presentational choral Cante singing emerged as a differentiation within the large set of 
“informal” participatory ways of singing, imposing itself as the “right way of singing” in the course of the last three 
quarters of century. This process, implying a selective amnesia of larger sets of practices somehow corresponds to 
what Bohlman called “a surrogate tradition”: “The emergence of a surrogate tradition is the most insidious product of 
canon-formation” (Bohlman 1988).  
 
Each of these practices is to be understood as a Cultural Form, while recognizing the fact that they are close parents, 
and that the relationships between them remain complex. 
 
Precisely in such a situation, the concept of Cultural Form helps us to describe similarities and differences, as well as 
the process through which they interacted. 
 
It’s certainly useful to consider for both forms the concept’s structure, the social norms that regulate them, and the 
communities of bearers of each one of them.  
 
This is so in what concerns the emergence of Cante singing in the past (by differentiation from other folk genres), 
even if we do recognize that a great part of that past is out of reach, by lack of documentation. What we do observe is 
the result of a long (poorly or not documented) process, and the concept of CF helps us to explain such result. 
 
Much better documented (and still present in the living memories of the practitioners who were our kind 
interviewees, is the emergence of the formal, presentational, kind of performing groups: “The Alentejano Choral 
Group”. Again, the concept‘s structure, as we have seen in some detail, is quite specific, the norms to which the “right 
performance” abides, are quite different from the former, and remains distinct form others’ genres34. The community 
of bearers that constitutes the social and cultural basis for each form is quite distinct as well. Not all “informal” 

                                                 
33 We have been using the term “informal” to stress the difference to the “formal” “Choral Group”, but it should be clear that the “informal” ways of 
singing are regulated practices, and integrate very specific aesthetic norms, in a specific social context. It has to be studied as a CF in its own right.  
34 These genres are to be considered as distinct Cultural Forms. 
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singers would or could enter a “Choral Group”, and many people who enter these groups were never “informal” 
singers before. Many of them are not of Alentejano descent, nor do they live in the region. Such a change has heavy 
effects on the ways of performing, while allowing Cante Alentejano to project itself to a larger social and cultural 
space, out of Alentejo and even out of Portugal. 
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Cultural Heritage in Alentejo-Extremadura 
border. The nanas, an oral tradition alive? 
 

 
Beatriz Quijada Coronel [ABSTRACT] 

 
Along the line width and Luso-Spanish met situations of linguistic varieties that break the monotony of the politico-
administrative most stable in Europe. These varieties have disappeared in some cases, while others condemned to 
disappear. They disappear with the texts transmitted orally in spoken varieties dialectic? Around this interrogative 
huddled the conclusions reached after a year of fieldwork focused on rebuilding the songs cradle in three places 
border of Alentejo-Extremadura: Barrancos in Portugal, Cedillo and Olivenza in Spain 
 
A lo largo y ancho de la raya luso-española se han encontrado situaciones de variedades lingüísticas que rompen con 
la monotonía de la frontera político-administrativa más estable de Europa. Estas variedades han desaparecido ya en 
algunos casos, estando otras condenadas a su desaparición. ¿Desaparecerán con ellas los textos trasmitidos 
oralmente en dichas variedades dialectales? Alrededor de este interrogante se debruzan las conclusiones obtenidas 
tras un año de trabajo de campo centrado en la recopilación de canciones de cuna en tres lugares de la frontera de 
Alentejo-Extremadura: Barrancos en Portugal, Cedillo y Olivenza en España. 
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Considering historical processes 
in the study of ritual folk song: the role of the 
sound archives 

Cristina Ghirardini 
 
Focusing on a particular case study, the cantar maggio (May singing) in Romagna (the western part of the Province of 
Ravenna and the hills between Romagna and Tuscany) this presentation will try to demonstrate how an archival 
perspective can be useful in recognizing historical processes, social issues and the ideas surrounding identity that can 
be discovered within oral transmission. Cantar maggio in Romagna was studied by the linguist Giuseppe Bellosi and 
the photographer Giovanni Zaffagnini between 1978 and 1991, and their recordings are now preserved at the Centro 
per il Dialetto Romagnolo (Romagnol Dialect Centre) within the Fondazione Casa di Oriani (Oriani’s House Foundation) 
in Ravenna. Recent field research has been carried out by Cristina Ghirardini for an exhibition of Zaffagnini’s 
photographs. Important changes have occurred since the end of the 1970s, not only in the ritual itself, which has 
often lost its former social significance, but also in the motivation behind preserving the practice. Recognizing the 
musical and extra-musical explanations for the various transformations that the cantar maggio has undergone may 
help us to gain awareness of how orality works in our contemporary society. 
 
Romagna is the Eastern part of Emilia-Romagna, a region of Northern Italy, which now comprises the Provinces of 
Rimini, Forlì-Cesena and Ravenna. This area has developed significantly since World War II - a rural environment has 
been transformed into an industrialized area, which also has a significant tourist industry in the seaside towns on the 
Adriatic coast. Romagna has a long tradition of folklore studies, which have mostly followed the philological and 
literary approach that was very common in Italy until the 1960s.35 However, apart from a few recordings made in 
1951-52 by Ernesto De Martino, and Alan Lomax and Diego Carpitella’s recordings during their Italian journey in 1954, 
researchers only started doing fieldwork in Romagna with recording equipment and cameras in the 1970s. This 
means that the concept of oral heritage was limited to a series of texts considered outside of the context of the 
people who gave them life. A study of orality that takes into account how people speak, sing, play music and move 
has only been possible for a few decades and is not yet well rooted in our cultural institutions.  
 
Nevertheless, I work in an institution that preserves some of the recordings made by linguists, ethnographers and 
ethnomusicologists from the 1970s36, and my presentation will try to use archival recordings as a way of 
understanding how people have re-shaped their idea of local oral heritage. 
 
In this paper I will deal with cantar maggio, or May singing, which in Romagna exists only in the border area. Its 
limited presence, particularly since it is found in a marginal area, allows a few considerations to be made about the 
ways in which people represent their local identity and about how musical and extra-musical reasons have caused 
transformations in the May Day rituals. 
 
Festivities and rituals celebrating the first of May are very widespread in Italy and throughout Europe. May Day 
festivities take different forms in different parts of the Italian peninsula, such as planting a tree or collecting alms.37 In 
all cases the celebration is strictly related to fertility and to the rebirth of vegetation, even where it has lost its original 
pagan form. In certain areas of northern and central Italy the ritual of collecting alms is still alive - a group of singers 
visits the various families in a village, singing a particular song. The families welcome the group and give them food 
and drinks, and also offer money or eggs. Despite its clear pagan origins, in many areas the ritual of collecting alms 
has been Christianized, and people usually gather offerings for a local church, or for charitable purposes. In Italian, 
this practice is commonly called cantar maggio. 

                                                 
35 On the idea that anthropology developed in Italy despite an absence of anthropologists (i.e. scholars who carry out fieldwork), see Faeta 2011: 
89-131. Ghirardini 2011 focuses on the idea of folklore as a collection of texts and on the lack of attention paid to people by folklorists who worked 
in Romagna in the first half of the 20th century. 
36 Centro per il Dialetto Romagnolo, established in 2008 by the Fondazione Casa di Oriani of Ravenna: www.fondazionecasadioriani.it, 
www.casafoschi.it. 
37 The bibliography is too long to reproduce in full here, so I will only mention a few texts: Toschi 1955 vol. 2, Clemente 1982, Morelli 1982, Viarengo 
2000: 57-104, Staro 2001: 108-112, 359-364. 
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In Romagna the cantar maggio has been preserved only in a few villages and in its Christianized form. It is now only 
active in some border areas of the Province of Ravenna, in the hills between Emilia-Romagna and Tuscany, an area 
historically called Romagna toscana where the Romagnol dialect is still spoken by older people. Ethnographers and 
ethnomusicologists have been doing fieldwork on May Day rituals since the 1970s, when new interest began to arise 
in folk life and its expressions. In many areas the May Day rituals had stopped at the end of the 1950s, and during the 
1970s and 1980s groups of people started to celebrate them again, re-inventing the old gestures and songs and 
adapting the ceremony to a completely different social and economic environment.  
 
Historical documents and reports38 attest the presence of pagan May Day celebrations in Romagna going back to the 
18th century. A fair and a special ceremony at the beginning of May are reported in 18th and 19th century Ravenna. 
Groups of female singers, adorned with flowers and playing frame drums and other instruments, came from the 
country to the streets of Ravenna singing a song welcoming May, the month that brings spring, flowers and renewed 
plant growth. Moreover, similar female ceremonies were reported in the Santarcangelo area39 and near Rimini,40 
although by the beginning of the 19th century they had almost disappeared, and only poor girls used to sing during 
May as part of alms-collecting rituals. Other historical sources mention a male ritual alongside the female 
celebration. In his treatise about the customs of Romagnol peasants, published in 1818, Michele Placucci transcribed 
the text of a May Day song which was sung by young girls, but he also described male singers who sang a May Day 
song outside the windows of their lovers’ homes.41  
 
It is impossible to know when the pagan celebration changed into a Christian alms-collecting ritual. However, until 
the middle of the the 20th century, the pagan celebration is attested only in the southern part of Romagna.42 By 1914 
in Firenzuola, a small town in Romagna toscana, the pagan May Day had been almost completely forgotten, and the 
celebration was simply considered an occasion to collect alms for the souls in purgatory.43 The ethnographers who 
have done fieldwork since the 1970s have only managed to gather information and photographs of the Christianized 
version of the ritual, although many elements of the practice clearly hint at pagan festivities associated with fertility. 
 
The most thorough research on the cantar maggio in Romagna was carried out by Giuseppe Bellosi and Giovanni 
Zaffagnini. Bellosi, a linguist and ethnographer, and Zaffagnini, a photographer, did fieldwork in the area where the 
Romagnol dialect is spoken between 1971 and 1991. During these 20 years they made extensive inquiries about 
dialect, folk tales, folk song and folk life in general. Bellosi’s sound recordings are now preserved at the Centro per il 
Dialetto Romagnolo within the Fondazione Casa di Oriani in Ravenna, while Zaffagnini’s photos are held by the 
photographer himself.44  
 
Bellosi and Zaffagnini noticed that the May Day alms-collecting ritual occurs in an area of Romagna where another 
similar ceremony, pasquella, is absent. Pasquella is an Epiphany alms-collecting ritual and is very widespread along 
the Adriatic coast and in various hilly regions inland. Despite occurring in two different parts of the year, they share 
important features. First of all, originally the itinerant group was made up solely of men, whilst women were 
addressed in some of the verses of the song. Nowadays the singers in both rituals include women. Musicians join the 
group and accompany both the pasquella and the May Day song, and after the ritual song they are asked to play 
music for a dance. The group of visiting singers and musicians are usually invited into the home for light 
refreshments, or, in some cases, for a full dinner. Both ceremonies have been subjected to a process of 
Christianization: the May Day ritual is a real alms collection, the proceeds of which are offered to a church or a parish. 
Pasquella is no longer a proper alms-collecting ritual, but great importance is given to the welcoming party that the 
families visited prepare for the singers. In both cases the text sung is in Italian (not in dialect) and refers to sacred 
subjects: the souls in purgatory, in the case of the May Day ritual, and Christmas and the visiting of the Kings in the 
pasquella song. 

                                                 
38 Baldini and Bellosi 1989: 200-203, Garavini 2007: 61-62, Nardi 1975: 147-150, Gori 2011: 71-90.  
39 Garavini 2007: 61, 236. 
40 Gori 2011: 91-92. 
41 Placucci 2002: 98-99. For information on other female May Day rituals, see Staro 2001: 112. 
42 Gori 2011: 86-89. 
43 Casini: 232-233. 
44 Some of the recordings made by Giuseppe Bellosi are available online at www.casafoschi.it. A selection of Zaffagnini’s photos of the May Day 
rituals has been published in Ghirardini 2012b and Zaffagnini 2010. This is the catalogue of an exhibition of Zaffagnini’s photos which was 
organized by the Centro per il Dialetto Romagnolo in 2010. The exhibition was hosted by the Biblioteca Oriani in Ravenna (June 2010), Il Cardello in 
Casola Valsenio (October 2010), and the Magazzini del Sale in Cervia (January 2011).  
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The main differences are the time of year, of course, the presence of special characters (an old man and woman, and 
often the Kings) among the singers of the pasquella, and in the references to renewed plant growth, which are part of 
the May Day ritual but absent in the pasquella. 
 
Normally, when dealing with pasquella and cantar maggio, the former is seen in relation to the Christmas period45 and 
the twelve nights following the winter solstice, whilst cantar maggio is considered amongst the spring ceremonies. 
However, the fact that they did not co-exist, their formal and social similarities and their shared ‘carnival’ connotation 
probably demonstrate that people perceived them as having a similar significance. Many interpretations have already 
been proposed for the relationships between alms-collecting rituals, the calendar, the afterlife and the dead. I do not 
want to go into further detail on these here, as the necessary explanations have already been given in the extensive 
ethnographic and anthropological literature. In this work I would like to understand how people have transformed the 
cantar maggio in Romagna during the last few decades and how this process is connected to the sense of local 
identity.  
 
A few months of fieldwork carried out in 2010, both alone and in collaboration with Raffaella Biscioni, allowed me to 
talk to some people who took part in cantar maggio in the late 1950s and early 1960s and to gather some old 
photographs. Cantar maggio was much more widespread then than it is now in Romagna; it was considered a 
religious celebration but it also had an important social function. Its formal purpose was to celebrate the souls in 
purgatory at the beginning of the month of May. The singers’ journey started on May Day eve in the parish church 
and finished the following morning in the same church, where they would sing the May Day song during the morning 
mass. The journey was planned to visit all the families in a particular parish and the offerings received were mostly 
eggs, although sometimes money was also given. The photographs that we managed to collect show groups of 
young men, wearing their Sunday best, with flower necklaces and flowers in their hats or hair, holding sticks, and 
sometimes posing with the priest. The itinerant singers normally include an accordion player, and some pictures 
clearly show someone holding a basket for the offerings. People who took part in the cantar maggio in those years 
always stress the social function of the ceremony - cantar maggio was an occasion to meet girls who could not be 
approached so easily in the late 1950s, and it was one of the rare occasions young men had to spend the night outside 
their homes, dancing, eating and drinking. The text of the song not only referred to spring and to the souls in 
purgatory, but also contained verses that could be addressed to young girls, or to unkind hosts, or which referred to 
particular vices, such as drinking. 
 
In 1978 and 1979, when Giuseppe Bellosi and Giovanni Zaffagnini were beginning their fieldwork on the cantar 
maggio, the ceremony was only well preserved in a few small villages on the border between Romagna and Tuscany, 
particularly in San Pellegrino di Firenzuola and Casetta di Tiara, which from an administrative point of view fall within 
Tuscany. The groups of singers were composed of young men, who visited the local families in their homes in order 
to collect alms. They did not wear any floral ornaments. In San Pellegrino they were accompanied by two elderly 
musicians, an accordion player and a mandolin player, who only took part in the first performance and in the final 
performance in the church the following morning.46 In both San Pellegrino and Casetta di Tiara, therefore, the 
itinerant singers mainly performed without any instrumental accompaniment. The elderly accordion player in San 
Pellegrino, however, allowed Bellosi to record a series of old dances which he used to play.47 The May Day song is a 
monodic tune, sung by all the men together, and the text is religious, referring to the souls in purgatory. When 
listening to the recordings a leading voice may be recognized in many cases, but the song is a simple tune that can be 
sung by everybody and does not require any particular musical ability. In the 1979 San Pellegrino and Casetta di Tiara 
recordings the stylistic feature of the singing is the absence of any virtuosity, and this is understandable, since alms-
collecting rituals are generally performed by people chosen not for their musical skills, but rather for their affiliation 
to other symbolic groups.48 In Casetta di Tiara the performance is characterized by heterophony and a slow tempo,49 

                                                 
45 Baldini and Bellosi 1989: 87-94, Carli, Baldini and Sistri: 1996.  
46 Il maggio delle anime, by the May Day singers of San Pellegrino di Firenzuola, with Delso Giannelli (accordion) and his cousin (mandolin), 28 April 
1979, recorded by Giuseppe Bellosi, item n. 72094 at www.casafoschi.it. 
47 Items 70026-70041, part of Delso Giannelli: i balli, il cantar maggio nella valle del Santerno, 30 April 1978, recorded by Giuseppe Bellosi, item n. 
70025 at www.casafoschi.it. 
48 Bellosi’s recordings do not provide us with information about how May Day singers were selected in the 1970s. According to our research, in the 
1950s and 1960s they were mostly unmarried men, but the people that we interviewed did not remember any particular selection criterion, like 
conscription, for instance.  
49 Il maggio delle anime, by the May Day singers of Casetta di Tiara, 28 April 1979, recorded by Giuseppe Bellosi, item n. 72101 at www.casafoschi.it. 
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whilst in San Pellegrino people are more in tune and the tempo is considerably faster50. This is probably due to the 
sporadic presence of the accordion and mandolin players, who helped to achieve a more lively performance, with 
instrumental refrains between the verses.  
 
By 1979 a new interest in the cantar maggio had arisen in the adjacent Valle del Senio and it was re-established in 
some towns where it had been abandoned for almost 20 years. In Casola Valsenio (part of the Province of Ravenna) 
some of the new participants had taken part in the May Day rituals 20 years before and could remember the tune. 
They met in order to write down the text of the song and added a more lively instrumental accompaniment, with 
accordion and clarinet.51 A few days before May Day eve, the new group would rehearse in the headquarters of the 
local band, of which the accordion and clarinet players were members.52 The new May Day singers gave importance 
to being clearly recognized as ritual singers, and they prepared flower necklaces, as in the past, and decided to wear 
straw hats, adorned with flowers. Again the celebration was organized with the help of the local priest, who received 
the alms. An important difference was the new means of transport: a truck allowed the group of singers and 
musicians to move around without the effort of a long journey made exclusively on foot. The pictures taken by 
Giovanni Zaffagnini seem to celebrate the rebirth of an ancient ritual. However, judging by the film made by local 
filmmaker and photographer Flavio Linguerri in the 1980s53, it is evident that social and ritual aspects were no longer 
the main reasons for the ceremony. This revival was one of the means through which a generation of adults, who had 
previously abandoned their old lifestyles in favour of a wealthier way of living, could emphasize their peasant origins, 
presenting themselves as rural people from Romagna, and searching for symbols that could highlight this fact. This 
was the reason for the straw hats and the first shots of the film that show the cantar maggio singers in a cart pulled by 
a pair of oxen. An expert listener may recognize the song that they are singing, which is not a traditional May Day 
song, but rather a popular waltz by Primo Lucchi called Sturnëli ad Rumâgna, composed in 1950 for dance orchestra 
and singers. The traditional May Day song is now performed together with a new musical repertoire, consisting of 
popular songs composed after World War II, many written in dialect, others in Italian, focusing on the sense of 
belonging to a particular geographical and cultural area - Romagna. The new group of May Day singers in Casola 
Valsenio did not merely have a ritual purpose; it was a music group, influenced by the way in which local television 
and media were re-shaping the local identity and its rural origins.  
 
The process that led the new May Day singers of Casola Valsenio to form, however, is quite interesting, as it is 
connected to a more general cultural phenomenon that was occurring in 20th century Romagna. The most recent 
Italian ethnomusicological research has often neglected the study of musical revivals and remediation54 of musical 
traditions, instead focusing attention on deeper rooted and more culturally ingrained musical performances. Only 
recently has important research been carried out.55 However, the ideological reasons behind the way traditional 
music is remediated usually connect local practices with more widespread cultural phenomena, and that is why they 
warrant analysis.56 
 
From at least the beginning of the 20th century, the performance of local, orally transmitted music in Romagna has 
coexisted with new repertoires, which were introduced by local composers and, following World War II, almost 
entirely replaced the old traditional music. At the beginning of the 20th century a group of poets and musicians, 
including Aldo Spallicci, Francesco Balilla Pratella and Cesare Martuzzi, in an attempt to revive Romagnol folklore 
created a new musical genre of polyphonic music which, since 1915, has been performed by choirs called canterini 
romagnoli.57 These were polyphonic choirs that performed songs in Romagnol dialect composed by the urban, 
intellectual élite. These choirs were very successful, and after World War II their songs were recorded and sold all over 
Romagna, and soon became very popular. Even now they are often considered part of the region’s traditional musical 

                                                 
50 Il maggio delle anime, by the May Day singers of San Pellegrino di Firenzuola, 28 April 1979, recorded by Giuseppe Bellosi, item n. 72095 at 
www.casafoschi.it. 
51Il maggio delle anime, by the May Day singers of Casola Valsenio, 1 May 1983, recorded by Giuseppe Bellosi, item n. 72225 at www.casafoschi.it. 
52 Something of the ‘ethos’ of the singers can be ascertained from the recordings that Giuseppe Bellosi made during the rehearsal. Items 72146-
72157, part of Il cantar maggio a Casola Valsenio: le prove e i racconti dei maggiaioli, 27 April 1983, recorded by Giuseppe Bellosi, item n. 72145 at 
www.casafoschi.it; items 72159-72197 part of Il cantar maggio a Casola Valsenio: i racconti dei maggiaioli e il maggio in funzione, 27 April 1983 and 1 
May 1983, recorded by Giuseppe Bellosi, item n. 72158 at www.casafoschi.it. 
53 Originally produced for a local television network, the film has not been published. It can be watched at the Centro per il Dialetto Romagnolo. 
54 I am using the word ‘re-mediation’ in the sense of Bolter and Grusin 2002. 
55 Raschieri 2011. Susanna Venturi is re-examining the phenomenon of the canterini romagnoli choirs in Romagna from a historical point of view, 
her research is still in progress. 
56 The process of schismogenesis theorized by Gregory Bateson (Bateson 1958) and transferred into the study of popular music by Steven Feld (Keil 
and Feld 1994: 257-289, Feld 1995) can be applied to the current Italian local music soundscape and can give rise to very interesting questions. 
57 Balzani 2001: 126-129. 
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heritage, despite the fact that canterini romagnoli perform 20th century compositions, in a musical style that is closer 
to Western art music than to the traditional singing style.58 The singers in the canterini romagnoli choirs usually wear a 
costume. The use of dialect, a series of songs which refer to rural life or folk traditions and the costume are clear 
‘identity markers’ which are seen as essential elements in the representation of Romagnol people. The success of 
these choirs not only caused a diminishing interest in the previous traditional repertoires, which were considered old-
fashioned, but also determined the standard rules for the self-representation of the Romagnol people. Moreover, 
they spread the concept that making folk music was a matter of staging. This idea had great success in the 20th 
century, when, as mentioned above, folklore was gaining interest amongst the middle classes. The social and cultural 
changes caused by industrialisation and modernisation provoked a nostalgic attitude towards the region’s rural 
origins, which were idealised and re-invented. The cultural policy of Fascism, and particularly that of the Opera 
Nazionale Dopolavoro, promoted these choirs, which were considered a genuine expression of folklore. Despite Aldo 
Spallicci’s difficult relationship with Fascism, the fashion of making music as a leisure activity within canterini 
romagnoli and other music ensembles was very popular during the Fascist period. The practice of using music to 
evoke a bygone past, and also as a leisure activity, survived the fall of Fascism and was reinforced in Romagna, where 
tourism and entertainment industries developed after World War II and became some of the most prosperous in 
Italy.59 
 
Meanwhile, a profound transformation was also occurring in dance music. Between the end of the 19th century and 
the beginning of the 20th century new dances, with their origins in central Europe and the United States, were gaining 
popularity. Dance orchestras immediately started to play them, and composers soon began to write new tunes 
following the new fashion. Dance was an important part of public entertainment in Romagna; every town had its own 
public dance hall. Moreover, at the beginning of the 20th century, various seaside towns in Romagna were turning 
into holiday resorts, attracting people from different parts of Italy, and dance was one of the most important leisure 
activities. The new dances, so fashionable in towns, quickly reached the country villages and, once again, replaced 
the old, traditional dance tunes. From the 1950s onwards the leading figure in dance music was Secondo Casadei and 
his orchestra. Apart from overhauling orchestras and the performance style of dance music in Romagna, Secondo 
Casadei and Primo Lucchi, referred to above, composed a series of dance songs, both in dialect and in Italian, 
referring to Romagna and Romagnol people in a stereotyped and nostalgic manner. These enjoyed immediate 
success and soon became extremely popular.  
 
Therefore, after World War II, the revival of traditional music had to cope with these very strong models, which, 
despite being of urban origin, also had a large influence within the rural milieu.  
 
Traditional music had not completely disappeared, but it was remediated according to these models. The most 
striking effect of this process is the fact that from the 1970s onwards in Romagna the preservation of local musical 
cultures has been generally pursued through staging. The practice of using traditional music in everyday life was 
progressively neglected from the 1960s onwards, when economic development was transforming rural areas into 
industrialized and commercial towns. The practice of singing and making music in everyday life, which is often 
remembered by older people as part of a golden age, was slowly replaced by a strong separation between the roles of 
performers and the public. This phenomenon refers not only to alms-collecting rituals but also, for example, to the 
female rice workers’ choirs.60 Generally a few ‘specialized’ players and singers began to perform a particular 
repertoire or different repertoires, which had once been extremely common, often wearing particular clothes or 
behaving in a particular way in order to strengthen the theatrical connotation of the performance. In some cases the 
quality of the musical performance became secondary to displaying the other ‘identity markers’: this is often the case 
in the alms-collecting rituals. 
 
This process transformed the cantar maggio of Casola Valsenio significantly, but did not have any significant effect on 
the alms-collecting rituals of San Pellegrino di Firenzuola and Casetta di Tiara. As I have already stressed, these 
towns are officially part of Tuscany. Older people from that area still speak a Romagnol dialect, but the majority of 
adults and young people spend most of their life in Florence or other towns outside Romagna. The concept of staging 

                                                 
58 From the Oralities project website I realised that even the Municipality of Ravenna still considers canterini romagnoli to be an important symbol 
of Romagnol identity and oral traditions, since they took part in a concert that formed part of this project. 
59 On the cultural policy of Fascism towards folklore see Cavazza 1997. On the relationship of Aldo Spallicci and the two magazines that he founded 
(Il Plaustro and La Piê) with Fascism see Casali 1992. 
60 Ghirardini and Venturi 2011, Ghirardini 2012a, Castelli, Jona and Lovatto 2006. 
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themselves as Romagnol peasants has not reached them; they are not interested in presenting themselves as having 
a Romagnol identity, since they mostly live and work outside Romagna. 
 
Bellosi and Zaffagnini returned to the Tuscan cantar maggio area in 1989 and in 1991. Something had changed in the 
intervening time - women had joined men in singing the May Day song and in both cases the singers were divided 
into two groups, one of men and boys, the other of women and children, who sang the verses of the song in 
alternation. San Pellegrino had found a new accordion player.61 In Casetta di Tiara the group continued to sing 
without musicians, causing the slow tempo and heterophony of the voices that can be heard in the recordings.62 
However, the singers continued to wear their normal clothes, and had not acquired any elements that could be said 
to evoke the peasantry of the past. The only obvious sign was a neckerchief worn by the singers of the group from 
Casetta di Tiara. None of the elements I described as ‘identity markers’ were on display in San Pellegrino di Firenzuola 
or Casetta di Tiara in 1989 and 1991.  
 
In 2010 I went to the same places where Bellosi made his recordings. I managed to record the May Day singers of 
Casola Valsenio and those of San Pellegrino di Firenzuola.63 
 
The May Day singers of Casola Valsenio did not sing in their own town as they were not welcome there, so I recorded 
them in Villa Vezzano, a small village 15 km from Casola. The group had undergone a transformation. Women had 
joined in 1992-1993 and, as a result, many of the male singers had left. One of the leading organizers today is the 
sister of one of the promoters of the 1979 group. The new group performs cantar maggio not only on May Day eve 
and the day itself, but also on many other occasions. During the year they give charity performances, singing the May 
Day song and other songs referring to Romagna, in dialect and in Italian, taken from the dance repertoire I 
mentioned previously. The singers and players not only wear a hat with flowers, but they have adopted a waistcoat 
and a neckerchief. This is not only their May Day uniform, they wear these clothes whenever they perform. Finally, 
they are not young singers, but rather adults aged 65 to 75 and they mainly perform to families and older people.  
 
On May Day eve in 2010 they visited some houses and restaurants briefly, sometimes staying longer where they were 
offered food and drinks, but often refusing to stop. This, they said, was because they were in a rush as they had many 
people to visit. The song of May was only one element of the performance. The other dialect and Italian songs, 
explicitly referring to Romagna and Romagnol people, were probably considered to be even more symbolic and were 
sung with more energy and a greater sense of pleasure. The singers believe that the May Day song is no longer 
enough for people to recognise them as taking part in a local traditional ceremony. The May Day ritual is considered 
archaic, so its Romagnol identity has to be stressed through other songs and ‘identity markers’. However, the fact 
that they were not welcome in their own town reveals the difficult relationship between these May Day singers and 
contemporary society, which is more attracted to other musical entertainment. 
 
In a process of schismogenesis, however, new groups of May Day singers have been founded recently in Emilia-
Romagna, following the revival and re-discovery of the ancient rural dances that were almost forgotten when the 
new European and American dance tunes became popular. A brief search on YouTube gives some significant 
examples in the Santerno Valley, which is part of the Province of Bologna but is located very close to the towns 
mentioned previously.64 New May Day singers can also be found in another music group, called Bânda de Grel, which 
originated in Faenza, in the Province of Ravenna.65 Like the May Day singers of Casola, they have adopted a costume, 
or more simply a choice of clothing (long skirts, shawls, waistcoats, neckerchief and hats) which aims to evoke the 
peasantry, or at least an old-fashioned bygone era. Sometimes members of these newly founded May Day groups 
have had the opportunity to record old musicians and to learn from them and play with them. They therefore 
generally claim to have a deeper philological approach to the music that they play. However, a theatrical approach is 
again evident, not only in their costumes, but also in the movements of the singers’ bodies and in their frequent 
caricatured gestures.66 Once more, the demand for ‘tradition’ is a very contemporary trend, and it is often combined 
with a sense of nostalgia for a past golden age. Revival groups are generally composed of adults and elderly people, 

                                                 
61 Il maggio delle anime, by the May Day singers of San Pellegrino di Firenzuola, 29 April 1989, recorded by Giuseppe Bellosi, item n. 72108 at 
www.casafoschi.it. 
62 Il maggio delle anime, by the May Day singers of Casetta di Tiara, 28 April 1991, recorded by Giuseppe Bellosi, item n. 73418 at www.casafoschi.it. 
63 The recordings are preserved by the Centro per il Dialetto Romagnolo, they and may be listened to on demand, they have not yet been 
catalogued. 
64 http://www.youtube.com/watch?v=NHNSqU-1S9E 
65 http://www.labandadegrel.altervista.org/. 
66 http://www.labandadegrel.altervista.org/foto.htm. 
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and their performances are often associated with the search for a better quality of life and a better social life, a 
reaction to the daily problems which are considered the downside of modernisation. 
 
Something completely different, however, seemed to happen in San Pellegrino di Firenzuola in 2010. As previously 
stated, the concept of harking back to peasant times has not reached this area, which is closely connected to Tuscan 
towns. The May Day singers are people who gather specifically for the occasion. I had the opportunity to follow them 
on 1st May 2010: they had sung for the whole of the previous afternoon and evening, but could not visit all the families 
where they were sure to be welcomed, so they were finishing their alms-collecting journey during the afternoon of 1st 
May. The group of singers included men and women, both young and old, but they no longer sang alternatively, 
instead singing all together. There were guitar and accordion players and a very young drum player, who occasionally 
played for dances.  
 
Different ways of embodying what is commonly considered an oral tradition coexist in this very small area of Emilia-
Romagna and Tuscany. I have tried to demonstrate how extra-musical reasons combine to re-shape musical 
tradition. However this is not an isolated case; similar processes have occurred and are still occurring throughout 
Italy. We must now better analyse these phenomena if we want to understand what people mean by the concepts of 
orality and oral traditions, in a world where commodification strongly encourages the founding of new traditional 
music groups. The local groups that re-shape and perform traditional music rarely have the opportunity to perform in 
famous festivals or on important stages. However, the use of folk or traditional tunes by popular singers and 
musicians and the recent creation of major festivals labelled and promoted as traditional music festivals have had 
myriad consequences. Local musicians feel able to perform every kind of music with or without the necessary 
background or cultural experience and often, as a secondary orality, learning from the CD series published by other 
musicians or even by ethnomusicologists. Professional and amateur musicians and lovers of folk traditions feel 
encouraged to become involved in local music groups that try to revive traditional music at many local festivals and 
events. ‘Traditional music schools’ have been founded everywhere in Italy, stressing the fact that ‘folk music’ is 
disappearing and has to be ‘preserved’ and ‘taught’ to future generations. Networks of folk singers and 
instrumentalists, young and old, connect daily on the Internet and exchange music, videos and pictures, fusing ideas, 
trying to define and mix genres and creating new ‘identity markers’. The challenge now is to understand what is 
happening and how to preserve the differences between the various experiences.  
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Teaching music in Portuguese community 
Bands: a case study 

Maria Helena Milheiro 
 
Summmary 
In the band under study, currently teaching and learning music takes place 
 
over classes, taught by the conductor and musicians he selected from among the members of the band and 
throughout the rehearsals. While classes are exclusively for children and young people, the rehearsals are the place of 
learning and performance intra-generational. Adults are not part of formal education of music that runs on Saturday 
afternoon. This differentiation of roles by age poses specific challenges to the band that just has to live with a range 
of musicians with varying degrees of training. 
 
In bands like the one in study, when the best students reach a level considered 
 
promising by the conductor and the direction of the institution, they are advised to apply to the Music Conservatory 
of Aveiro. 
 
This study on the teaching process of the bands began with participant observation, which I have been developing in 
the Banda dos Bombeiros Voluntários de Ílhavo – Música Nova. In the literature I’ve read, and which I’ve presented a 
summary in this communication, I realized that the few studies of this reality are recent and tend to consider the 
relationship wind bands / conservatories in one direction only. My study has been considering the two ways. 
 
Introduction 
The music within the community wind bands only recently has gained interest from researchers in Portugal. 
However, despite the oblivion that have been voted by scientific knowledge, the community wind bands are secular 
instrumental constitutions across the country and autonomous regions, with a significant impact on the lives of 
thousands of portuguese people. 
 
The disinterest musicological studies revealed at this musical reality can be explained by the persistence of a cultural 
essentialist paradigm that excludes the practice fields located between classical and folk. In fact, the philharmonic 
movement is characterized by being "between" these two domains. As part of a paradigm that rejects the 
timelessness and essentiality of the music, these spaces "in-netween" as Homi Bhabha refers constitute interstitial 
grounds that promote negotiation (Bhabha 1994) and social transformation. That is, they are privileged places for 
knowledge dynamics and intersections. It is in this context that today, in the light of modern ethnomusicology, 
musical and social reality that occurs in the community wind bands comes to constitute interest of study. 
 
In fact, the community wind bands are in Portugal are responsible for the initial training of a significant number of 
musicians. Through a preliminary research, I realized that in bands like Banda dos Bombeiros Voluntários de Ílhavo – 
Música Nova, when the best students reach a level considered promising by the conductor and the direction of the 
institution, they are advised to apply to the Music Conservatory of Aveiro. In fact, according to teachers of wind 
instruments in interviews, a significant portion of students that, in Portuguese conservatories, attend these 
instruments had an initial musical training in a community wind band.  
 
What is the impact of these institutions in the training of professional musicians in Portugal? How is the education 
provided by wind bands? And what kind of skills are valued? These are the starting questions of this study. 
 
This work, still ongoing, intends to meet this reality and understand to what extent and how the philharmonic bands 
in Portugal have contributed to the training of professional musicians. In order to better capture the complexity of 
the process under analysis, I am developing qualitative methods (fieldwork with participant observation, 
ethnography, life history) and quantitative (a questionnaire addressed to teachers of wind instruments of 
conservatories and music schools in Portugal). My contribution is limited to the teaching and learning of music by the 
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bands, aiming to understand the impact that the training of the band’s musicians has had not only on musical life in 
Ílhavo, as in Portugal, particularly in the training of professional musicians. 
 
Community Wind Bands in Portugal 
“The Community Bands anchor themselves on a private society that took its model from the Philharmonic Societies.” 
(Granjo 2005, p. 12)  
 
"Even in the bitter cold nights, nothing was impediment to the musicians give the best of themselves, devoting the 
few leisure moments to the rehearsals that were taking place at the headquarters of the Philharmonic. What a 
beautiful and lovely example of these young men, this humble people who, after returning home tired of the 
hardness of the work from sunrise to sunset, after quickly deceive hunger, ran for the seat, heart dress joy, to 
participate in another rehearsal!" (Catana 2003, p. 127) 
 
The community wind bands are musical groups constituted preferably by wind instruments and percussion. 
Originating either in military bands, or in philharmonic societies that were imported from England, according to 
Paulo Lameiro (2010), play an associative and recreation role, and are also important musical learning points of 
amateurs, accessible to all social classes (Lameiro 2010). Paulo Lameiro also refers, in the study that I have been 
quoting, that in the first decades of the twentieth century, these institutions survive of the religious events that occur 
in the summer, plus some off contracts with institutions such as the INATEL. These institutions do not always have 
just the wind band, but may also include other activities such as sports teams, charitable activities, theater groups, 
craft activities, etc.. (Granjo 2005). Having been, for decades, male institutions, from the 1970s also began to 
integrate women. Also according to Lameiro, it is estimated that there are currently in Portugal about seven hundred 
brass bands (Lameiro 2010).  
 
Depending on the human and financial resources of each community wind band, its instrumental constitution varied 
throughout the twentieth century. Unlike what happens with the military bands, according to conductor André 
Granjo, the philharmonics have no legislation to determine its instrumental constitution, so there are various 
constitutions, according to the musicians available (Granjo 2010). Over time, since the nineteenth century, several 
families of instruments were giving way to others, and in the twentieth century the constitution, although it may vary 
in every band, according to the need and existing resources, is more homogeneous. The band in study has currently: 
flute and piccolo, oboe, clarinet in Bb and bass clarinet, alto, tenor and baritone saxophone, trumpet, horn, 
trombone, euphonium, tuba and percussion. According to the periodic Edições Musicais “Ao Repertório Económico”, 
the constitution of the bands at the beginning of that century would have between twenty-five and eighty elements 
(Granjo 2010). 
 
The direction of the institution organizes concerts, signs contracts for the band, is responsible for managing the 
financial part of the same association, among other functions. The money needed for these institutions mainly comes 
from four sources: annual feeds from its members; payment to the band by their activities (religious festivals, 
contracts, fundraising campaigns, concert tickets, etc.); funds of state organizations as Community Institutions, 
Ministry of Culture, Portuguese Youth Institute, etc..; private donations (Granjo 2005).  
 
The artistic and musical direction of the philharmonic rests with the conductor, whose functions are the selection, 
acquisition, transcription and arrangement of repertoire, performing in concerts, monitoring the arruadas and when 
there is no music school in the band, he or she is also responsible for the education of musicians, being supported by 
the “contramestre”, a musician chosen among other colleagues who play in the band (Lameiro 2010). The 
philharmonic act largely in outdoor environment for which they areaimed. However, they also play indoors, as in the 
church, participating in the mass of religious festivals, or in concert halls and auditoriums, often embedded in local 
and national celebrations. 
 
The repertoire performed by the bands is varied, depending on the context in which they will play. It is, however, 
largely constituted by marches, often made by the conductors. They also play rhapsodies, hymns, and fantasies, 
specific to this constitution or arrangements of classical music, jazz and pop-rock. According to Paulo Lameiro, 
among the portuguese composers who wrote for band, stand out the following: Sousa Morais, Sílvio Pleno, Duarte 
Pestana, Miguel de Oliveira, Santos Leite, Ilídio Costa e Amílcar Morais (Lameiro 2010). 
 
Wind Bands and the Music Education in Portugal 
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According to Maria João Vasconcelos, cited in the study by the conductor 
Mauricio Soares da Costa: "Currently, the universe of the Bands, "coexist in various organizational forms of music 
schools, from the traditional model of education to more modern ones. However, the main objective is always the 
same: to prepare musicians as soon as possible to join the band as active elements"" (Vasconcelos 2004, cited in 
Costa, 2009, p. 31).  
 
In the quote I’ve just read, Vasconcelos distinguishes two models of teaching and learning music: one she designates 
as "traditional method" and another that includes the more modern models.  
 
The wind band’s music schools are of great importance, since they are, for some people, the only music school in 
their area. In the study I have been quoting, Vasconcelos argues that until the 70’s the band used the "Traditional 
Method of Teaching" (Bessa 2008, 28). In this method, the conductor (or someone who could replace him, generally 
the “contramestre”), in other words, one person only, taught music theory to all musicians and all the band’s 
instruments. For the solfeggio, they used the books of Freitas Gazul and Artur Fão in which the student, upon 
reaching a certain lesson, was sent to the instrument, according to the need and possibilities of the band. After 
learning a few notes on the instrument, the student begins attending rehearsals and when he or she is considered fit 
by the conductor, is invited to integrate the concerts of the band.  
 
Since the 70’s, and according to Rui Bessa, the bands began to specialize teachers from their schools, improving the 
quality of musicians and accelerating the instruments learning. Thus, the bands keep their schools, only to the band’s 
rehearsals, sending their students to the academies and conservatories (Bessa 2008). In the other hand, the opening 
of music degree courses at Universities, provided new skills to come into the music, making the quality of teaching 
and of the musicians in the bands to rise (Bessa 2008 and Lameiro 2010). 
 
According to Mauricio Costa, the different bands across the country use one of three teaching methods: the 
aforementioned Traditional Method; a method of transition, since the 80s, in which the conductor guides the 
solfeggio lessons (in the manner aforesaid, according to the books of Freitas Gazul and Artur Fão), but gives the part 
of teaching the instrument to different musicians choosen between the ones in the band; and the current method, 
from the year 1990, which approximates the method used in conservatories, where teaching the instrument is 
performed at the same time as the teaching of the solfege (Costa 2009).  
 
The studies that I have presented tell us the growing relationship between the wind bands and conservatories. In my 
study, I come to try to understand the impact that wind bands have had to the conservatories. For this purpose, I 
began to define the research unit to the region where I live, the county of Coimbra, by making some interviews to 
teachers of wind instruments in the Music Conservatory of Coimbra. I’ve focused on two main topics: 1) whether the 
teachers of wind instruments that currently teach in conservatories began their learning in wind bands and 2) to know 
the current importance of the bands in the initial candidates for wind instruments. Of the six teachers interviewed 
until now (a clarinet, two saxophones, a bassoon, a flute and a trumpet), five began to learn music in the bands. The 
only one who did not was the flute teacher. 
 
In this interviews, I realized that they all refer that until five or six years ago, entered the conservatory (in wind 
instruments) who had some knowledge of the instrument, regardless of age (in fact, some of the teachers started to 
learn at the conservatory only with 14 years old). Currently, preference is given to younger students (9, 10), and who 
comes with twelve or more, if still in school, goes to the corresponding grade, having to make up for lost time. The 
teaching in conservatories accompanies basic schools since the 5th grade, and, under normal conditions, a student 
that goes to the first year of the conservatory in the 5th grade, ends highschool at the same time as the 8th grade 
(the last one) from the conservatory. 
 
As a former student of the Music Conservatory of Coimbra, in violin, I found out that teaching in such institutions is 
more individual, with only a few hours a week to play with other students. On the contrary, in the wind bands the 
opposite happens: they spend more time palying with each other, along with a growing investment in individual 
instruction. 
 
In my study, I have been seeking to understand the impact that the community wind bands have had in the 
conservatories, especially at the level of the teachers. In order to study this, I started by defining the research unit to 
the region where I live, the county of Coimbra. The questions I posed focused on two main topics: 1) whether the 
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teachers of wind instruments who currently teach in conservatories began their learning in community wind bands 
and 2) to know the importance of the bands in the initial training candidates for wind instruments. Of the six 
musicians interviewed (a clarinet, two saxophones, a bassoon, a flute and a trumpet), five started learning music in 
the bands. The only one who did not was the flute teacher. 
 
Besides the interviews, I sent by e-mail and, in some cases, personally collected, questionnaires to teachers of wind 
instruments and percussion of music schools with protocol with the Ministry of Education in order to ascertain how 
many had initial training in bands and how many students have come from the philharmonic. I began by schools in 
the central region of Portugal, which the DREC (Direção Regional de Educação do Centro: Central Region Direction of 
Education) gave me a list of contacts. Of the two hundred and nine teachers (roughly, some teach classes in more 
than one school and not all institutions gave me the total number of teachers) from this region, so far answered me 
one hundred and three. Of these, only four have never joined any community wind band, one of which (Flute) has just 
been in a wind orchestra, still not be linked to any band. The initial training is varied, however, just over half (sixty-
eight) of the respondents started learning music at the philharmonic, staying connected to them only fifty-three. The 
remaining, or are no longer linked to bands, or only occasionally. For students, the teachers who have fewer students 
in the bands are the Percussion, Flute, Oboe and Bassoon. 
 
The Study Case 
Banda dos Bombeiros Voluntários de Ílhavo – Música Nova 
As I’ve mentioned at the beginning of this communication, I come to do participant observation in the band. 
However, this institution, founded on April 1900, has now nothing to do with the fire brigade. 
 
According to the current conductor, Jorge Ferreira (entr. Ferreira 2011), in order to keep their history, for legal 
reasons, they need to maintain this designation, because if it changes, they will constitute a different group. 
 
The band has a motto: "One for all. All for the Música Nova", which is displayed on posters on the walls of the 
building. Only a flutist is studying music in College, the School of Music and the Performing Arts (ESMAE) in Porto; a 
percussionist and a trumpet players who finished in the Secondary School in Espinho. Besides students in college in 
varied courses, and Basic Education (also in Aveiro Conservatory of Music and the Conservatory of Music of Jobra, 
Albergaria-a-Velha), there are many liberal workers. 
 
The Band’s Music School 
"Actually, the philharmonic bands were or are authentic Schools of the People, 
because they allow and enable young people and adults to learn to be more friends, more respectful and more 
supportive." (Catana 2003, p. 12) 
 
The band does not exclude any candidate. However, as the conductor told me in an interview, they prefer children 
and young people to ensure the investment in their training over time (entr. Ferreira 2011). The band has about fifty-
five members, with a medium age between eighteen and twenty years old. Solfeggio classes are taught by the 
conductor; they also have different classes of band instruments, in which usually the older members teach the 
younger ones. The conductor chooses the teachers by seniority in the band and, among the elder musicians, prevails 
who stands out as a leader and who studied at the conservatory. In the teaching of instruments like the trumpet, 
whose musicians only now begin to attend the conservatory, the choice of the conductor falls on those who are older 
and who has the same spirit of leadership mentioned above. According to the conductor, these selection criteria 
value, reward and responsible the members of the band, so they always work together and mantain this spirit of 
helpfulness, also for the musicians themselves feel useful 
and develop a sense of responsibility. When a teacher does not go to a class, the conductor always ask someone to 
replace him or her that day, so that the students are not disadvantaged. Thus, in this band is used the teaching 
method of transition, in which students begin with the solfege and then move on to the instrument (Costa 2009). 
 
Solfeggio classes develop according to different ways. The conductor wants to be the one who teaches the younger 
members in order to meet them and also for them to know him, so that when they start playing in the band, they 
have a reference. It’s used the book of Freitas Gazul during a first phase. However, older members began to learn 
through the book of Tomás Borba (entr. Andrade 2011). According to the conductor, when the student reaches a 
particular lesson (No. 100) in the book of Freitas Gazul, he or she is directed to an instrument he or she likes, 
according to the way each one plays. After they are already in the instrument (this always works like a "prize" for 
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having reached the lessons of solfeggio), continues with the theoretical part, but now in a more advanced book, the 
one of Fontaine (entr. Ferreira 2011). The new band members are shown in public, usually on the band anniversary 
concert, in April. 
 
Generally, when students join the band's music school at the beginning of theirschool education (5, 6 years), when 
they reach the age corresponding to the first part of basic education (9, 10 years), are referred to go to the 
conservatory, in order to pursue studies in music. To do this, they need to perform tests for entry at that institution, 
according to the age, for the corresponding level of education. Although the main goal is to send students to the 
conservatory, the band’s music school does not exclude older students who are at another stage of their lifes, as is my 
case and others who are already members from another generation and that, however, remain playing in the band. 
The rehearsals are also a place of great relevance in the learning process and training of the musicians of this band. 
 
Rehearsals: Structure and Organization 
The band meets two times a week, usually one time during the week days and on Saturdays, the day in wich also 
works the music school. Occasionally, if the conductor can not attend the rehearsal on Saturday, or brand to another 
day during the week, or asks another musician to rehearse (usually, the “contramestre”). 
 
In any rehearsal, the conductor illustrates what he wants the musicians to do in singing or playing clarinet or other 
instruments that he can play, like the saxophone. After the conductor illustrates, a part of the band or the whole band 
are asked to play, repeating this process until they reach the performative level desired by the conductor. 
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Interviews 
José Rafeiro, former musician and conductor of the study band, Ílhavo, 2011. 
Conductor Jorge Ferreira, Ílhavo, 2011. 
Valdemar Andrade, former musician of the band, Ílhavo, 2011. 
Teachers of the Music Conservatory of Coimbra: 
Jorge Papel (Flute), Coimbra, 2012; 
José Pedro Figueiredo (Bassoon), Coimbra, 2012; 
Daniel Tapadinhas (Trumpet), Coimbra, 2012; 
António Alves (Saxophone), Coimbra, 2012; 
Paulo Almeida (Saxophone), Coimbra, 2012; 
Paulo Vicente (Clarinet), Coimbra, 2012. 
ield notes, during the observation and participant observation in the 
rehearsals and performances. 
 
Questionnaires 
Music Schools from DREC: 
District of Aveiro: Conservatório de Música de Águeda; Conservatório de Música da Jobra, Albergaria-a-Velha; 
Conservatório de Música de Aveiro; Academia de Música do Orfeão de Ovar; Escola de Artes da Bairrada; 
Conservatório de Artes e Comunicação – Filarmónica União Oliveira do Bairro. 
 
District of Castelo Branco: Escola de Música Centro de Cultura Pedro Alvares Cabral, Belmonte; Conservatório 
Regional de Castelo Branco; Conservatório Regional de Música da Covilhã; Academia de Música e Dança do Fundão. 
 
District of Coimbra: Academia de Música de Cantanhede; 
 
Conservatório de Música de Coimbra; Conservatório Regional de Coimbra; Escola de Música S. Teotónio; 
Conservatório de Música David de Sousa, Figueira da Foz. 
 
District of Guarda: Conservatório de Música de São João da Guarda; Conservatório de Música de Seia, Collegium 
Musicum. 
 
District of Leiria: Escola de Artes SAMP, Leiria; Escola de Música do Orfeão de Leiria. 
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District of Viseu: Conservatório Regional de Música Dr. José Azeredo Perdigão Solar de Prime, Viseu; CMAD – 
Conservatório de Música e Artes do Dão, Santa Comba Dão 
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“Eu sou devedor à terra67”: the bearer’s 
collectivity of Cante Alentejano 

Sónia Moreira Cabeça68 
 
Abstract 
No system of practices can be understood without considering the bearer community that supports it. From early reports, 
Cante Alentejano’s executors are identified as rural workers and the history of its choral groups is a story of peasant men 
and women. Migration, urbanity and deruralization, in one hand and new cultural consumptions and the loss of influence 
of traditional groups, on the other; lead to the emergence of new bearers of this cultural form that, although not from 
Alentejo, rural or peasants, try to maintain the rural nature of the practice. This paper aims to identify the social groups 
that support Cante understanding how they define themselves, painting an ethnographic portrait of Cante in the XX and 
XXI centuries and considering future prospects. 
 
Introduction: Bearers of the cultural form 
The text presented here refers to the central notion of "cultural form", scheme / collective and individual system of 
reference that the members of a culture (the bearer and practitioner collectivity) share and that defines and regulates 
the cultural productions and reproductions. Set of practices, the form contains a structural element (reference 
system, the concept that conveys the form itself), a normative system and a social dynamics supported by a 
collectivity (Santos and Cabeça, 2010). It is the result of a social process that involves complex relationships between 
actors, a communicational legacy in constant changing in which operate production mechanisms of a cultural identity 
(William, 1974). It is an historical product whose boundaries are constantly negotiated and buoyed (also defined by 
negative: what is not). 
 
No system of practice can be, therefore, understood without regarding the bearers of the cultural form and how they 
negotiate and define their practice, without identifying and characterizing the collectivity that supports it. We will 
explore this last issue. Note the allusion to the collectivity of bearers and not to the community. The distinction is 
purposeful once we understand, as Velasco (in Fonquerne, 1986), that there are different levels of generality within 
communities: the real entity of oral tradition is not the local community but social networks that include links of 
kinship, neighborliness and friendship. It is artificial, therefore, to refer to the folk as an indefinite subject. It can and it 
should be differentiated. To Cante Alentejano - cultural form – belongs a collectivity that, although heterogeneous, 
shares and negotiates a set of rules and practices that provides it its idiosyncratic nature. 
 
Knowing how to sing as in Alentejo (“à alentejana”) is valued as an intangible heritage nowadays. The determinant 
role of bearers and transmitters of this skill, so far from established knowledge, and the importance of the 
"community" are recognized by both academic and institutions. Since 195069, a series of laws, recommendations and 
declarations of intent concerning the issue have been made. It is underlined the need for recognition of the bearers of 
intangible heritage and the duty to adopt safeguarding measures such as registration or teaching70; encouraged the 
transmission of knowledge and skills to younger generations71; promoted the cultural diversity72 and it is recognized 
the mutability and evolution of traditions73. Given the danger of disappearance74 it is also encouraged the recognition 
of bearers and practitioners of the traditions, so they can act as transmitters of culture75. It is noted that “one of the 
most effective ways to achieve the sustainable safeguarding of the intangible cultural heritage would be to guarantee 
that the bearers of that heritage continue to further develop their knowledge and skills and transmit them to younger 

                                                 
67 Song from Alentejo’s repertoire: I am debtor to land/ The land is owning me / The land pays me in life / I’ll pay to land at time of death  (“Eu sou 
devedor à terra/ A terra me está devendo/ A terra paga-me em vida/ Eu pago à terra em morrendo”)  
68 Ph.D. Student in Sociology – University of Évora / Centro Interdisciplinar de História, Culturas e Sociedades 
69 Japanese “Law for the Protection of Cultural Properties”. In 1962 is established the korean “Cultural Property Protection Law” reinforced in 1964 
with the recognition of cultural expressions and its bearers as “Important Intangible Cultural Property” 
70 “Cultural Property Protection Law”, art. 56º 
71 Living Human Treasures programme, UNESCO, 1994 
72 “Convention on the Protection and Promotion of the Diversity of Cultural Expressions” UNESCO 2005  
73 "Convention for the Safeguarding of the Intangible Cultural Heritage” UNESCO, 2003 
74 “Much of the knowledge and skills linked to music, dance, theatre and traditional craftsmanship, for instance, are in danger of disappearing due 
to declining numbers of practitioners, growing disinterest of 
young people and lack of funds” (“Guidelines for the Establishment of National «Living Human Treasures» Systems”, UNESCO, 2002: 1.i) 
75 “Promoting the Convention for the Safeguarding of the Intangible Cultural Heritage (information kit)” UNESCO, 2005 
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generations”76.  It is proposed the establishment of “Living Human Treasures”, “persons who possess to a very high 
degree the knowledge and skills required for performing or re-creating specific elements of the intangible cultural 
heritage”77. 
 
But the “communities” or “treasures” are more than agents to be identified. If a practice system does not survives 
without practice – a necessary redundance – and no form survives without bearers; no form can be apprehended 
without understanding how actors negotiate their practices. To know the cultural form is, rather than identifying 
practitioners, characterize them. 
 
Cante Alentejano arrives to our days orally, in an intergenerational transfer, through a system of socialization in 
which the everyday practice ensured its transmission, production and recreation. This heritage, transversal to the 
lives of its bearers, is recorded in their memories and was apprehended in several occasions; it is reproduced, 
recreated, renewed, negotiated. 
 
Alentejo and Cante Alentejano 
Alentejo is a region in South Portugal. Here we can hear a set of melismatic singing manners, without instruments, 
that are based on the assignation of different roles to singers and on the excellence and freedom of the soloists that 
constitute the groups. Pontos – that sing the song before the moda (chorus) - and altos - that start the moda often an 
octave higher than the pontos and remain singing that way when baixos (choir) join them - sing modas (generic name 
for Cante pieces) that are difficult to write on a sheet of music, given the tempo rubato that characterizes it (the 
singer’s freedom to accelerate or decelerate the time of its solo). 
 
From early reports (end of the 19th century / beginning of the 20th), its executers are identified as rural workers78. 
Cante is informal and rural in Portugal in 1900. 3367199 (62,1%) of the 5423132 inhabitants of the Kingdom are rural 
workers. In Alentejo, 122145 from the 163612 (74,7%) inhabitants of Beja district is devoted to agriculture; in Évora 
87185 from the 128062 (68,1%).  
 
We observe regional disparities in the distribution of property and land use. Unlike the north of the country, in south 
the latifundio prevails. In the north, small land holdings; in the south, large rural properties. In Alentejo, land 
ownership is in the hands of a small minority, leaving a huge rural population landless. Data from 1930 reveal this 
inequality: in 146240 agricultural workers registered in Beja district, 87165 works for hire or reward and 33248 for own 
account; in contrast with Bragança, for instance, where 52419 work for their own and 43080 to others79.  
 
It is this vast mass of rural workers, mostly with no specific skills, that sings. A farm in the mid-40 is still heavily 
dependent on hand labor and hardly allows family sustainability: who owns the land searches other incomes beyond 
it80; who works it alternates between several poorly paid and seasonal work (weeding, mowing, olive harvesting, 
etc..) in exchange for a temporary wage, often daily paid, making livelihood a daily matter. In this highly hierarchical 
society, labor recruitment is particularly important: only 5,9% of workers in the agriculture sector are hired annually 
in Beja district and 6,2% in Évora; in contrast with the 62,6% and 68,8% with no fixed employment81. This data from 
1940 also indicate that 72,6% of the 69000 people registered as active agriculture population in Beja district are 
workers with no specific skills and that less than 20% can read; in Évora, these workers are 75,4% from 45595 and 
only 25,5% can read. 
 
Until the 50s the farming population continues to grow. Then, with the mechanization of agriculture, the need for 
hand labor is significantly reduced. Less dependent on manual labor, the modernization of agriculture forces people 

                                                 
76 “Guidelines for the Establishment of National Living Human Treasures Systems” UNESCO 2002: 1.iii 
77 Ibid. 2.i 
78 Manuel Dias Nunes (1902) calls them descantes. It’s a singing “almost exclusive of rural workers”, “all dressed in theirs gaudy peasant clothes”. 
“This poor and suffering people (...) finds is the choir singing a sweet soothing”. These groups can be quite large, up to 300 or 400 people from both 
genres. Translated from portuguese.  
79 Portugal has about 6800000 inhabitants. 3207358 are rural workers: 1551925 for hire or reward, 1055860 for own account, 599573 assistants. The 
data on this section are taken from the Census, except when given another source. 
80 According to Carmo (2007) one must “work outside the farm to supply the insufficiency of income". This kind of farm is called “imperfect farm” 
(54% of farms in High Alentejo, 47% in Central Alentejo and 45% in Low Alentejo and Coastal - 1952 data referred by the author).Translated from 
portuguese. 
81 Carmo (2007) refers that the number of workers for own account has decreased nearly to half between 1930 and 1950 and that the workers for 
hire or reward increased (in Alto Alentejo has doubled, in Low Alentejo increased 50%). Between 1940 and 1950 the number of employers has 
decreased one third. 
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to migrate - especially to Lisbon surroundings and the south bank of River Tagus, where the once rural workers 
become workers in shipyards, industries of iron, steel, transport and communications, cork, steel, metallurgy, 
chemistry, railway workers, etc.. - which resulted in a decrease in the Alentejo agricultural population of around 12% 
on average between 1950 and 1960. The tractor and harvester mark the 60s. With the rural exodus, Alentejo loses in 
this decade 33,4% of its agricultural labor force and 38,2% of wage earners82. Here is where we place the beginning of 
deruralization83 and the confluence to industrial centers where "being from Alentejo" continues to set an identity84. 
And Cante follows the path of the “alentejanos” 85. 
 
New cultural consumptions and loss of primary group’s influence 
The (today) oldest generations of Cante bearers – 70/80 years old – sung their modas in daily life, at work, leisure 
time, in solitude or with family and friends. Replacing prose, people ask for a raise, declare to the beloved, and solve 
some misunderstanding singing. They sing on the way to and back from work. They sing for devotion or tradition in 
religious celebrations. New modas and lyrics are created at dances and in defiance singings. Outside, people sing how 
much the Alentejo is missed. 
 
The new generations, to whom this heritage is transmitted, lack the same reference framework86. Today, the rural 
population is integrated, although peripherally, in the potential public of cultural industries nationwide or 
multinational (Silva and Santos, 1995). The decline of the peasantry life coincides with the loss of influence of 
traditional and mainly oral means of transmitting knowledge. To understand folk music nowadays, as Bohlman 
(1988) underlines, “requires that we amend intractable notions of isolation, ruralness, purely oral tradition, and 
primary function” that had characterized the oldest generation. Cante performance in new contexts (in different 
places and among singers from several places of birth) changes the practice that rural workers once knew. 
 
We live today in a world where changes occur at an accelerating pace. A new urban culture, an ethic that encourages 
consumption, the influence of new cultural consumption, the loss of influence of the traditional groups; change 
everyday life. The tendency is the loss of traditional human belonging and references such as social class, family, 
community, religion and nation (Cohen, 1978). As Giddens (2000) notes, modernity decontextualizes social 
relationships. Not that traditional institutions do not persist, but man is now freer to join a wide range of voluntary 
membership groups (Mellor, 1984). The link that connects the individual to the family, the community and the earth 
has loosened. The tendency is to form groups by affinity, increasingly linked to common tastes and leisure, around 
affectivity and strong involvement (Bromberger, 2001). In new forms of sociability, Cante, like other cultural 
practices, has no preponderance. 
 
Choral Groups 
Parallel to spontaneous and informal singing, organized groups of singers emerge. The first87 appear in the military 
dictatorship period (1926-1933) and later autocratic regime ("Estado Novo", 1933-1974). Many are associated to 
unions, Casas do Povo88, associations addressed to rural workers. This organization allows a greater control of the 
practice than in informal and spontaneous chant. During Estado Novo, rurality is celebrated. All virtue lies in the 
peasant world; rural popular culture is celebrated. Against the evils of modernity and civilizational degeneration 
(Melo, 2001), Estado Novo sees the tradition as a history lesson (ibid.). Cultural policies exalt rurality as the place of 
authenticity: here is where the genuineness of the people lies. 
 
Let’s follow history. The transition to a democratic regime started in April 25, 197489 encourages the emergence of 
several choral groups90. Towards intensive production, maximized employment and increasing production91, an 

                                                 
82 Instituto de História Contemporânea da Universidade Nova de Lisboa 
83 “Process of deconstruction of the mainstay of agriculture as economic support” in Álvaro Domingues words (in the newspaper “Diário do Sul”, 
31/01/2012). Rurality in Portugal is nowadays a “myth”, he states. Translated from portuguese. 
84 Even today some “alentejanos” (which means “from Alentejo”) say that Almada – city in Setúbal district, south bank of River Tagus – is “the 
largest alentejana city”, clearly referring to the origins of a large number of its population. 
85 The oldest choral group outside Alentejo boundaries still active is the “Grupo Coral Alentejano da Sociedade Filarmónica Recreio Artístico da 
Amadora” (1950). Cante Alentejano groups were formed in most of the areas where “alentejanos” stelled. 
86 Silva (1994) states that juvenile culture, its “identity reconstruction”, is seen as a “disturbing element”. 
87Oldest choral groups still active: Sindicato dos Mineiros de Aljustrel (1926) Guadiana de Mértola (1927) Casa do Povo de Serpa (1928) Rancho de 
Vila Nova de S. Bento (1929).  
88 Corporate organization of rural labour that aims to preserve "the particularistic ties, and the national and spiritual reserves of the rural world" 
created in 1933. 
89 Military Coup d'état that ended Estado Novo (Carnation Revolution). 
90 Probably a hundred groups between 1974 and the end of the 80s 
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Agrarian Reform - social and political movement of land occupation and organization in UCP (unidade colectiva de 
produção - collective unit of production) - takes place in Alentejo. In 1976 there are 450 Cooperatives and UCP, 
1140800 occupied hectares and 71776 workers. 51% of these workers are illiterate92. These men and women, socially 
and politically engaged in the struggle for better living conditions, sing this reorganization and create new choral 
groups. As Piçarra (2009) explains, “for the first time, men and women traditionally relegated to the periphery of the 
communities where they live and apart from almost all areas of social life, with the exception of the tavern, in the 
case of men, conquered the public space, subverting and annihilating the lords of the land social order, obtaining 
citizenship”93. The changes in the forms of production and spaces of socialization had a profound impact on Cante, on 
the groups, their organization and repertoire94, reinforcing the link between rurality and Cante. UCP names95 inspired 
and were inspired by modas and groups name. Groups are formed on the move to manifestations96. 
 
In 1977 UCP are dismantled. Portugal enters EEC in 1986; in 1992 CAP ("common agricultural policy")97 is applied. 
Today the land is no longer a center of conflict (Baptista, 2009). Struggles against hunger, violence and poverty, for 
possession of small parcel of land, for better living and working conditions, for better wages… have ended. 
 
With the decline of agriculture and rural society98, not only Cante has new interpreters: the forms of leisure and 
sociability are also different. The informal chanting, alone or in group, at work, at home, between workers, in the 
tavern, in dances and in local and religious festivals perishes with the end of rurality and traditional ways of 
transmitting knowledge. 
 
The rows of choral groups are getting older, the number of singers per group is decreasing but choral groups continue 
to proliferate99. Many were founded at the turn of the century. They justify the formation with the absence of other 
groups in their villages, aim to disseminate local tradition, evoke local past. The formation of choirs is a new 
opportunity for socialization and enables new leisure activities and relationships100. Cante remains. 
 
This is the people that sings 
It’s not possible to dissociate Cante from its people and the modes of working production that have sustained them. 
In the early twentieth century Cante Alentejo was exclusively sung by groups of rural workers, says Nazareth (1979). 
Giacometti and Lopes-Graça (1981) relate polyphony to rural work, adjusted to several working occasions. For 
Giacometti (cited in 2008), choir singing is a "fellow worker", developed in "these communities of men, united 
shoulder to shoulder, as sons of the same labour”. “Cante was born at work, became an instrument of the same”, 
states Colaço Guerreiro (2004). “Had the field as cradle and the work as lap” (2005). From his words we deduce that 
rural labour has responsibility in Cante’s development as a “collective action” without musical instruments101. 
 
Cante is present in people’s memory, keeping up with the lives in rural localities. “Erstwhile we used to sing at work 
and coming from work (...) we arrived at the tavern, drank a glass of wine singing. At week-ends - when there was a 

                                                                                                                                                                  
91 In 1973 there are less 191000 hectares of seeded area than in 1960. Wage earners constitute 82,2% of the active agriculture population, most of 
them without a fixed job (Instituto de História Contemporânea da Universidade Nova de Lisboa). 
92 According to Évora’s Regional Centre of Agrarian Reform (Centro Regional da Reforma Agrária de Évora) 
93 Translated from portuguese. “Agrarian Reform allowed this thing that only revolutions can in a short space of time and that is to transform low 
condition men in full citizens” he stresses. Agrarian Reform corresponds to the "liberation of the social spaces of towns and villages" (Baptista, 
2009)  
94 Colaço Guerreiro (interviewed in portuguese, 2004) considers that Cante and choral groups “were notoriously exploited to decorate 
manifestations and rallies”. To Piçarra (2009), the occupation of land in Agrarian Reform "is not a solicitation or instrumentation”; is a social 
movement of rural workers that influences and is influenced by the “military-political process of the country” instead.  
95 Planície Dourada, Unidade e Alegria, Estrela do Guadiana, Boa União, Estrela do Alentejo, Flor do Alentejo, Alvorada na Aldeia, Seara Nova, 
Terra do Pão, Terra de Catarina, Papoila Vermelha, Planície Heróica, Trabalho e Pão, A Terra a quem a trabalha… (Golden Plains, Unity and Joy, 
Star of the River Guadiana, Good Union, Alentej’so Star, Alentejo’s Flower, Dawn in the Village, New Harvest, Earth of Bread, Land of Catarina, 
Red Poppy, Heroic Plain, Work and Bread, The Land to those who work it...) 
96 Case of the first feminine group – Flores de Primavera de Ervidel (Spring Flowers) – and the “Trabalhadores” de S. Bartolomeu do Outeiro (S. 
Bartolomeu do Outeiro Workers) 
97 Politics, according to Baptista, “with no productive purpose” and that reflects the “loss of agriculture’s economic importance”.  
98 Most recent data from INE (National Institute of Statistic) compares the situation observed in 2009 to 1999. 59% of the SAU (superfície agrícola 
utilizável - utilised agricultural area) is in Alentejo. However, the income of this 2,1 thousand hectares represents only 32% of the national total. 
There are less 17% of farms and some disappeared by absorption. Rural population (92740 people) has decreased 29% and is now older. Only 17721 
people have less the 35 years and only 17741 are permanent workers. 4/5 of work is ensured by family structure. 
99 At least 54 groups (30 of them feminine). 
100 It is usual the organization of groups meetings where groups invite other groups to participate, in a logic of "exchange". It is important to invite 
to be invited and to return the invitations received. 
101 Translated from portuguese 
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week-end - or a holy day (...) we roamed the streets singing (...) Our sport was to sing and drink”102. This is how 
Alexandre Cruz (Mourão) recalls his younger years. José Morais (Casa do Povo de Reguengos group) remembers: “In 
the past everyone was together all the time. Parents, children, cousins, family, friends. We were always together and 
used to singsong”. This “was [the] formerly nature”. “At the time I was a boy Cante was the best thing in the world 
because we had nothing else. If I heard a new moda, in that night I would lie in bed thinking «hey, tomorrow I have to 
know it»”, recalls Francisco Canciones from "Amigos da Vidigueira”. Formerly “we had no radios, no one heard 
anything else but Cante Alentejano. So we like it”, says Matilde Silva, from the group “Vozes Femininas” in 
Amoreiras-Gare. “Any boy, any man who joined in the tavern, on the street (no matter where) soon began to sing. 
And that promoted the willingness of having a group. Today no one goes to taverns. Coffee shops don’t allow anyone 
to sing (...) The contact amongst people is dying” complains José Morais. Cante “is not lived as formerly”, when 
people sang “with another feeling” observes an inhabitant of the new village of Luz, where taverns did not survived 
the change103. Everyday Cante not only no longer exists but it is also discouraged. Jesuíno Rasquinho from “Amigos 
do Cante de Alvito” says that there are taverns with posters saying “It is forbidden to sing «à alentejana»” (the 
Alentejo’s way). Bento Figueira, from Casa do Povo de Santo Aleixo da Restauração, recalls his days of youth, the 
nights after the tavern closed: “we use to leave and roam the streets singing (...) people were all with their heads 
outside the wicket. At night, after hours! Today if a guy does something like that it might end up stoned”. Natércia 
Isidoro from Women's Democratic Movement group in Aljustrel tells that “we used to come singing [from work] (...) 
Men used to come outside Coffee Shops to hear is”. 
 
In S. Teotónio, sixty years ago, “there was a group of men who used to walk in the street at night singing”. They 
would stop in places “they knew people liked Cante (...) We loved being on the streets, in our chairs, watching them 
passing by, new and old [people] (...) We sang with them”, recalls Nélida Fernandes from the group “Canta S. 
Teotónio”. In Amoreiras-Gare "people sang at night when they came from work. They gathered a few and went 
through the streets singing” remembers Matilde Silva. People used to sing also at work, “mowing, weeding, cutting, 
beating the olive trees, shearing…” says Bento Figueira. 
 
Being such a landmark in rural life, it is not surprising that even today singers are identified as rural workers. Gonçalo 
(Mourão) ensures that “in small towns like these, social differences that have existed previously still motive 
stigmatization. And I think that many times people do not want to sing in a choral group (...) because they are still 
thinking about the past «I won’t be in a group with a shepherd »”. To João Pereira, from Trabalhadores de Alcáçovas, 
remains “a bit of this burden: «They are rural workers». We haven’t detached us yet from this burden, this heritage”. 
 
However, this disengage from the past is precisely what most groups intend to prevent. "The main goal of choral 
groups is to preserve Cante as it was in rural areas because people were working in agriculture - weeding, mowing, 
olive harvesting - and singing” says José Pisa. It is the past that "we try to disclose, is our chant that comes from our 
ancestors, people that suffered so much. People working and singing, sometimes hungered... (...) There are modas 
we sing that makes us want to cry because we remember (...) Formerly they had so much suffering and that's what 
we have to transmit to other people so they can see the people’s suffering, the people who sang crying (...) We must 
not forget that we are «alentejanos»” says Julia Ferro, Odemira group. More: "Someone who has never been through 
this, hardly believes it. Sometimes they ask «say that again?». And we say it, we must sing for them to see that we 
haven’t died. We suffered but did not die. So we have to sing, disseminate it. Because when Cante's over, we die”. 
“Almost all modas that are sung were inspired on rural work," says Manuel Cansado from "Madrugadeiras de Alvito”. 
He also accounts for the incredibility of some young listeners: “They think it's a lie (...) did not know what it was like to 
work in Alentejo”. Francisco Ventura, from “Pastores do Alentejo” (Torre de Coelheiros) is the author of several 
modas. In some he recalls his former agricultural labour, like in the “sowing moda” (“moda da sementeira”): "We had 
to eat before the break of the day because at that time we had to be already loading the seed carts. At the time we 
arrived the plowing ground wasn’t daylight yet. We knew the oxen by the sound of its cowbell. (…) We started 
plowing at night and sometimes at rain”.  
 
Without Cante in the fields and taverns, “we only have local entities (...) and organized events for this purpose” notes 
João Pereira. As Domingos Gonçalves from “Restauradores” in Santo Aleixo observes, “nobody hears Cante in 
Alentejo nowadays. In five or six years no one will say «they used to sing here» because they didn’t hear it. And if they 
didn’t hear it, they assume it never existed”. 

                                                 
102 All interviews were recorded in portuguese and translated to english in this particular text 
103 The new village was built to house the inhabitants from the old village that is now submerged by the Alqueva Lake. 
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The fact that younger generation has never experienced rural life and agricultural work causes a certain sense of loss; 
the fact that they don’t understand it, saddens. Even with urban and young interpreters, Cante must maintain its 
rural nature. Renounce the rurality and the past is perceived as a disregard. Therefore, one must sing the same modas 
that relate practices, habits, jobs and lifestyles that already disappeared. António Serelha from Casa do Povo de 
Póvoa de São Miguel believes that singing “the old fashion way” is “more valuable”. To Firminiano Marques from 
Cante Coral de Alvito “the oldest modas – that my father, my grandfather and all those people sang - those are the 
modas that have value”. 
 
Rurality is also reflected in the ethnographic nature of various choirs, presenting several rural jobs. This image, 
unknown to the youngest104, is seen as a valorative element. There are reapers, weed workers, harvesters, shepherds, 
muleteers... Sometimes the dresses come with their working tools: the stick, the hoe, the sickle... We must “know 
how to capture the public’s attention (...) After singing we explain the professions”, explains José Joaquim Oliveira 
from Ateneu Mourense. Some groups simulate “working gestures” on stage105. Several choral groups’ names arise 
from rural works such as the peasants, the muleteers, the reapers, the cork workers, the shepherds and the 
grapegatherers106.  
 
Young people don’t understand this rural past because it’s too far from their generation. “Cante Alentejano, a major 
cultural trait of Alentejo, is also, perhaps, one of the cultural patterns that gather less interest in youth. It is 
considered to be a thing for old people and that’s the kind of idea that we are trying to dismount”, says Inácio dos 
Santos, teacher and founder of a juvenile group in Mourão’s School. In Baleizão, the juvenile group “Os Girassóis” 
(the Sunflowers) also learns the meaning of the lyrics that they sing (what the song “I went to harvest” means, for 
example)107. Once, groups had different generations of relatives at the same time108; nowadays, introducing young 
people in choral groups has not always been well achieved. José Feliciano, from Milfontes group, explains that young 
people “get excited, but when they go back to school (...) they are teased by others”. “Once they start dating they 
disappear”, notes José Joaquim Oliveira. To Joaquim Cardoso, Parish of Monsaraz group, there are several causes for 
juvenile absence: “the modas that are sung talk about things that they never felt or lived. Then, the others singers 
with whom they will share their free time, have non compatible ages. Third: (...) [elders] don’t see them as grown 
men worthy of respect”. Beforetime, young people organized themselves into groups seeking to be heard and 
appreciated by the group singers, hoping for an invitation to belong to them109. Today, motivate young people is a 
difficult task. “If someone at school made them feel that this is a tradition that mustn’t die, that this is a part of our 
ancestors, the tradition of Alentejo; maybe they would like it”, says Francisco Canciones. Manuel José, from Mourão 
group, criticizes: "We do have this idea that only foreign things are good” 110. 
 
“We keep ourselves rooted to what was before, which today has little receptivity. Maybe that’s why we cannot find 
new people to sing. We need to make some innovation. If Cante always conveyed the reality, it must be different 
today from what it was a long time ago”, claims Joaquim Cardoso. “Continue to sing modas from the crop time as if 

                                                 
104 It is interesting to mention the strategy adopted by the group “Camponeses de Pias”: the new young elements are dressed with a Sunday outfit 
or a most skilled profession costume such as a foreman suit. Eventually, the young may later opt for a rural worker's uniform... 
105 The group “Ceifeiras do Malavado” pretend to be weeding on stage with all the instruments needed. The group “Estrelas do Sul” (South Stars) 
from Portel acts in eateries as once in taverns. 
106 Here are some exemples: Aljustrel’s Miners, Santa Cruz’s Weeding Workers, Semblana’s Harvesters, Casével’s Former Weeding Workers, Castro 
Verde’s Peasants, Sete’s Carders, Entradas’s Harvesters, Castro Verde’s Crop Servants, Cuba’s Reapers, Alentejo’s Harvesters, Vila Alva’s Cork 
Workers, Friends of Field from Faro do Alentejo, Alentejo’s Shepherds from Torre de Coelheiros, The Rurals from Figueira dos Cavaleiros, Ferreira 
do Alentejo’s Workers, Mina de S. Domingos’s Miners, Malavado’s Harvesters, Amieira’s Muleteers, Montoito’s Workers, Vale de Vargo’s Peasants, 
Pias’s Peasants, Serpa’s Reapers, Pias’s Harvesters, Alcáçovas’s Workers, Vidigueira’s Grapegatherers... (in Portuguese: Mineiros de Aljustrel, 
Mondadeiras de Santa Cruz, Ceifeiras da Semblana, Antigas Mondadeiras de Casével, Camponesas de Castro Verde, Cardadores da Sete, Ceifeiras 
de Entradas, Ganhões de Castro Verde, Ceifeiros de Cuba, Ceifeiras do Alentejo, Corticeiros de Vila Alva, Amigas do Campo de Faro do Alentejo, 
Pastores do Alentejo de Torre dos Coelheiros, Rurais de Figueira dos Cavaleiros, Trabalhadores de Ferreira do Alentejo, Mineiros da Mina de S. 
Domingos, Ceifeiras de Malavado, Almocreves da Amieira, Trabalhadores de Montoito, Camponeses de Vale de Vargo, Camponeses de Pias, 
Ceifeiros de Serpa, Ceifeiras de Pias, Trabalhadores das Alcáçovas, Vindimadores da Vidigueira…)  
107 In this regard João Cascalheira and Sandra Bagulho tell a funny episode. The children learned the moda “Vamos lá saindo” (Let’s get going). One 
of the verses says “the morning is coming from the sides of dawn”. Well, in Portuguese dawn is spelled Aurora, which is also a women’s name. 
“They thought that aurora was some lady (...) We had to sit and explain them what does it mean aurora” and “work from sunrise to sunset”.  
108 “We had times when we were twenty or so, three different generations” of singers altogether, recalls Joaquim Moreira from Rio de Moinhos. 
109 José Carlos Castro (Barreiro), Ermelindo Galinha (Cuba) and Francisco Canciones (Vidigueira) memories. 
110 “The Municipality of Mourão is paying a teacher that travels 170 kilometers to teach «Sevillanas» once a week and we have no teacher to teach 
us how to sing”. The same comparison is made in Alcáçovas: “Parents are willing to pay for ballroom dancing lessons, for «Sevillanas» - more elitist 
cultural practices (so to speak) - and no one pays for the Cante Alentejano lessons”. 
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walking behind the plow... We must have other lyrics: know the past but catch up with the present and, if possible, 
turn to the future”.  
 
However, the close connection between rurality and Cante implies that even updating the nature of its poems, Cante 
continues to reflect both the rural society of the past as its loss. “The Alentejo singings, as expected, are the 
expression of all Alentejo life111” notes Father Marvão (1987) to whom the predominant themes of its poetic are love 
and longing. Suffering and death are also recurring issues. “Ceifeira linda ceifeira”, “Morena de raça”, “Dá-me um 
beijo morena”112, talk about women; “É lindo na primavera”, “Nasce o sol no Alentejo”, “Meu Alentejo querido”113, 
about land. People sing “Já morreu quem me lavava”, “Abre-te ó campa sagrada”114 and the life of rural workers: “The 
life of a muleteer/ It's a risky life / When descending a hill / When closing a carload” (“The Crop Moda”115). The arduous 
migration, the liberation and cultivation of land, its abandonment; the alentejano sings his reality. The timeless 
modas about love, longing and nature remain in his memory... “Alentejo is/ nation’s barn” is replaced by “Alentejo is 
so vast/ so many abandoned land”116. In times of migration arise modas like “Quando abalei prós Açores”, “Vou-me 
embora vou partir”117. Outside Alentejo people sing longing: “Alentejo, our land/ oh how we wish we were there 
now”118. 
 
On one hand, the poems reflect the changes in society. On the other hand, the older modas refer to a rural past that is 
still striking. It is, for Mário Feliciano, from Cantares de Milfontes, a “great satisfaction” to present modas that older 
people recognize from their youth: “during those moments people are happy and satisfied, and feel that there is 
something there that belongs to them and that there is someone else who does not want it to die”. 
 
To João Pereira there are “two paths to follow: on one hand, we have to preserve our memory, our tradition (...) on 
the other hand, we must try to sensitize the youth and introduce some innovations that might allow their approach”. 
“I don’t want to lose the memory of the past but I also want modernity to leave its marks”, he explains. 
 
Identity  
Although not in an isolated and culturally hegemonic Alentejo, rurality remains a brand of its identity.  
 
Popular culture continues to be valued as past (rural) and tradition; from an external point of view (academic or 
public) and internal (bearers): “What stands out is precisely the current practices, the daily life of popular classes from 
nowadays” (Revel, 1990). Membership is defined “strongly” “by reference to past institutions, practices and symbols 
(...) that the old men reproduce” and “the youngest can hardly avoid” (Silva, 1994)119. The actual forms of sociability 
in Cante are based on the preservation of Alentejo’s cultural values, defined not only by regional identities but also by 
this common heritage grounded in the past and by the roots that singers - inside and outside Alentejo - have in 
common. The practice of Cante as they knew it previously is their collective memory. 
 
Moreover, the potential erosion of practices and characteristics that distinguish groups (today brought into closer 
contact), is ungrounded. Just as Bohlman (1988) recognizes, studies “reveal the capacity of social communities to 
absorb diferences across cultural boundaries and to incorporate these diferences into the dialetic between core and 
boundary” of their practices. That is, the ability of cultural forms to place themselves in relation to others, negotiating 
their norms, adapted and adjusted to new bearers. “Men might accept to act together even when they don’t agree on 
what they do” (McClintock in Fonquerne, 1983). Considering this, one might guess that the collectivity does not 
necessarily have to be uniform or have the same understanding about the culture that they carry (Revel, ibid)120. The 
form is adjustable; the plural “I” is permanently negotiated. Using a usual metaphor, the bearers’ collectivity is a 
"team" (Goffman, 1975) and each new member adjusts himself to the situation and expectations, taking part on a 
common staging. 
 

                                                 
111 Translated from portuguese 
112 “Harvester beautiful harvester”, “Brunette breed”, “Give me a kiss brunette” 
113 “It’s beautiful in Spring”, “Sunrise in Alentejo”, “My dearest Alentejo” 
114 “Is already dead the one who washed me”, “Open up oh holly grave” 
115 “Moda da Lavoura”: “A vida de um almocreve/ É uma vida arriscada/ Ao descer de uma ladeira/ Ao cerrar de uma carrada” in portuguese 
116  “O Alentejo é que é/ o celeiro da nação” é substituído por “É tão grande o Alentejo/ tanta terra abandonada” 
117 “When I left to Azores", “I'm gone, I'm leaving” 
118 “Alentejo, que és nossa terra/ ai quem nos dera lá estarmos agora” 
119 Quotes translated from portuguese 
120 The quotes from Fonquerne book were translated from portuguese 
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Regardless of heterogeneity, “there are often in fact close connections between the formal and conscious beliefs of a 
class or other group and the cultural productions associated with it” (William, 1995). The keyword is the collective 
path, marked by “historic” relations. Individuals and spaces are endowed with a historicity that distinguishes them. 
We refer here to the notions of “field” and “habitus” (Bourdieu, 1979 and 2002): the field, set of relations between 
positions, structure of possibilities; the habitus, set of internalized provisions in individual bodies that reacts to field 
requests and that generate strategies. The habitus creates the provisions to enter the game, the field determines the 
positions that players can occupy. “The objective harmonization of the group or class habitus is what makes that 
practices can agree objectively in the absence of any direct interaction” (2002). It is expected that individuals 
occupying the same position have the same “taste”; that guides “to the practices or goods convenient to the 
occupants of that position” (1979)121. 
 
The rural nature of Cante can also be understood as a timelessness registration mark in the practice, that is, the 
perpetuation of a cultural form where the past works “as the source and reason for the action today” (Silva, 1994)122. 
A symbolic reference framework remains, guiding to the reproduction of practices as before. 
 
The identity played within groups is both distinctive and shared. The same group may recognize more than one 
musical style as his property; repertoire can be owned by more than one group; the audience can change between 
performances. Today, new singers, not from Alentejo, peasants or rural workers; participate in Cante. It is also with 
these new bearers that Cante is defined today. Like other cultural forms, local collectivities change, expand and 
express new understandings, though they still respect the history and the settled norms. Bohlman (1988), instead of 
being concerned with the disappearance of certain musical styles, sees change as normative and creative. Is in the 
social basis, in the bearer’s collectivity, that vitality lies. To consider it is to understand that, in a changing world, “folk 
music has not, however, diminished in it’s symbolic role of distilling and representing a community’s social basis; 
rather, it has responded to a changing in social basis by changing itself, absorbing different repertories, and reflecting 
a stylistic congeries”. The collectivity continues its practices, with rural roots but constantly changing. “A generation 
will come and enjoy these modas that we sang”, hopes Joaquim Moreira.  
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A crossed look on traditional 
dances in Portugal 

Sophie Coquelin / Mercedes Prieto [ABSTRACT] 
 
Abstract 
We called this lecture “crossed look”, as it represents experiences and viewpoints from two people we think, are 
complementary to each other: Mercedes Prieto, as a dance teacher, member of the PedeXumbo association since its 
beginning, and Sophie Coquelin, former employee of the same association and Master degree student on “Ethnology 
of the living arts” at the Nice Sofia-Antipolis University, in France.  
 
Since 1998, PédeXumbo association has been developing several cultural projects in Portugal. Since 2007 it has 
particularly invested in the recovery of choreographic repertoires from Alentejo. The safeguard and preservation of 
this heritage has been mostly concerned with the recording and researching in the field, as well as its transmission in 
several venues.  
 
A professional team pursues the recovery and spreading of traditional dances, through records, co-productions, 
teachers training, informal education for all ages and the organization of festivals.  
 
This lecture allows therefore to present some thoughts on the work undertaken in this organization, showing how the 
notions of preserving heritage and its transmission may be faced by cultural agents. What brings together both 
authors of this paper, is a reflection on traditional dance, as an orality practice - connected to a context that no longer 
exists - and its recovery in a globalized context, in the 21st Century.  
 
Pedexumbo's uniqueness, in our view, stems from the fact that it takes into account and undertakes both the 
safeguard and the transmission of traditional dances, simultaneously. It is not its role to produce scientific literature 
on traditional dance, being as it is a cultural association that promotes music and dance, and its objectives being 
based on the organization of entertaining and pedagogical activities, aimed at an educated, urban audience.  
 
Therefore, it is not their objective to enact dances that are or were danced decades ago, nor to faithfully reproduce 
the context in which those dances took place. As Gérard Lenclud explains, PédeXumbo takes tradition as a discourse 
of the present, on the past. We can certainly apply the notion of “revival” to the dynamic created by PédeXumbo, as 
defined by Yves Guilcher: “it is the recovery of traditional dances by social categories which were not present in their 
genesis”.  
 
The need to reflect on the preservation and transmission of Portuguese choreographic repertoires is partially due to 
the fact that there are few academic studies about these practices, as underlined by João Ranita da Nazaré, author of 
the book Música tradicional portuguesa, Cantares do Baixo Alentejo and Salwa Al Shawan Castelo Branco in the work 
Voix du Portugal. 
 
Furthermore, there hasn't been until today a serious reflection on the role of the “ranchos folclóricos” (folkloric 
ensembles), institutions which still are, today, associated with negative stereotypes and seen as an legacy from the 
dictatorship period. As it was demonstrated in the book A Voz do Povo, the expansion of these ensembles is mostly 
featured during the democratic period. However, most of the public projection of traditional dances in Portugal is 
indeed carried out by these folkloric groups and it is common to associate “traditional” and “folklore” as if meaning 
the same.  
 
Indeed, there are not many situations today where traditional dance has any presence on people's lives, that is, 
excluding the performances presented on stage by the “ranchos folclóricos”, which implies the audience to have a 
status of spectators – not participants. In its relation with the “festa”, author Pierre Sanchis, on the work Arraial, festa 
de um povo points the near obliteration of these practices around the second half of the 20th Century, on the 
“Romarias” (pilgrimages) and “festas” which combined religious and profane features, from North to South of 
Portugal.  
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Not withstanding, we can point some large “festas” and “romarias” which take place in Minho during the summer, 
where spontaneous dancing venues take place, patron saints feasts where the balls of “Chamarritas” feature 
prominently, on the central group of islands of the Açores. In some localities in Alentejo, we can find during the “Baile 
da Pinha” season, some conducted group dances that mark the rite of passage to adulthood of young men and 
women.  
 
In the Serra de Grândola region the “Valsas Mandadas” (“conducted waltzes”), a fading practice in their place of 
origin, are danced by senior people in local celebrations.  
 
In that context, PedeXumbo performs its own recordings, meeting the performers of the dances which are little or no 
longer executed in its traditional context, as well as cooperating with the “ranchos folclóricos”. These records are 
later materialized in the publishing of books, videos or enhanced through the organization of dance workshops, balls 
and artistic co-productions.  
 
In the first part, we will consider the role of the dance teacher as a mediator between the dances and the pupils.  
 
In the second part, we will reflect on the publicat ion of the Caderno de Danças do Alentejo, as a means of transmission 
of two dance repertoires from Alentejo, and its performance in the dance workshops and ball performed by the band 
“Aqui Há Baile”, which took place at the Entrudanças fest ival in 2012. 
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CHAPTER II 
Cross worlds: the scholarly and the popular 
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Oralities language: hidden meanings and 
exposed imagery 

Georg Peresso 
 
I am sure, a good number of  you  have a good idea of Birgu –  the maritime  city  which through its  energetic Council, 
headed by Mr John Boxall, forms part of this ever-innovating project. 
 
But  for those who are not so familiar with Birgu, allow me to give short over-view of Birgu, called also Città 
Vittoriosa. The Victorious City. 
 
Birgu is a small stretch of land in the harbour area. A peninsula within an island. In this concentrated space,   the story 
of Malta was formed since Punic ,  Roman and Mediaval times.  Together with the old Fort St Angelo,  also called 
Castrum Maris,  Birgu  is the epitome of the history of Malta. It duly meherted the title of Vittoriosa bestowed on her 
by the Grand Master La Vallette,  a person not usually  prone to give praises and titles. This title was  - and still is – a 
witness to the valour and the  genersoty of the Birgu town during the Great Siege of Malta in 1565 when Birgu 
became a fortress and an overpopulated town giving shelter to thousands  of people from the vicinity. The Siege and 
the population who lived  there for three long months  - and there after -  had their effect on Birgu and its inhabitants 
and its customs not only demographically but also culturally and anthropologically. 
 
When the Knights of St John arrived in Malta in 1530, they chose the small town of Birgu as their conventual 
residence and the church of St Lawrence,  - a devotion inherted through the Genoese merchants – was leased for 
their religious service. In the over eighty years of their stay in Birgu, they fortified the derelicted bastions  and 
ramparts, erected  small churches for the Rhodians who came with them, and built a hospital, the armoury, and other 
small palaces including  the Auberges, for the differenti Languages of the Order, including one for England as at that 
time that  Language was not yet abolished by King Henry VIII. Now this cute building has been turned into a local 
Library, housing also documents and books related with Birgu. Most of these buildings were in time partially or 
completely destroyed  through improper use, time and bombing. Of the Portuguese and Leon Auberge only an 
imposing corner still exists. But the Auberge de France, after it was used as a private house, a Primary School and a 
small  carpentry  factory .  has been refurbished and turned into the Administration Office of the Birgu Council. It was 
officially opend on the 7th of Septmber, on the Birgu Day. 
 
But one of the most imposing buildings in Birgu was not built by the Knights  but by the Inquisiton which over stayed 
in Malta till 1798. This fearful building, over dominating other buildings, used to cast a dull shadow on Birgu, a 
shadow of  awe  and detached respect. People passing by, espescilly to attend the services in the  Church run by the 
Domicans, were used to reverently cross themselves, and mumble a prayer; men had to take off their milsd , a typical 
head cover, and women had to make suue that their head was completely covered, and their faces partially hidden, 
and the usually loose strings of theor blouses well tightend,  lest they showed off part of their bodied breasts. And 
during the hearing of  important Tribunals, the familiares, persons employed by the Inquisition,  used to keep guard 
near the Palace to keep away passers by.   
 
But on the whole. Birgu was a lively city. The Rhodians were famous for their wine shops. The colourfull pageantry of 
the Knights and the Inquisitors, and later on, the presence  of the British Services, made this town a liveley one..And 
on Sundays and feasts, guitar players and folk-singers (l-għannejja, l-annejja)  used to entertain people in the streets 
and in the wine shops – provided they never made fun of the authority.  Of course, the Second world War changed a 
lot the face and character of Birgu. Thank God, Birgu is redisvoering its past self. 
 
Having set this scenario, I can indulge into my talk, which I titled: Oralities language: hidden meanings and exposed 
imagery. 
 
This paper is devided in two parts. The first part on Vrajs/Vrajjes and magical formuals,  and the second on Maltese 
Għana (aana). Vrajjes are religious tales and/or prayers  in verses, hence vrajjes, a semitic plural  of Vrajs, deriving from  
rhe romance word Verso (Sicilian versu).  The Għana are folks-songs in form of a four-verses stanzas, each verse 
containing eight syllables, usually ryhming  ABCB. 
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The aim of this paper is to show that  vrajjes and magical formulas, very often, intentionally hide and confuse the 
meaning of words, while  in Għana,  words are often transformed into graphic and lively imagery – truly uti pictura!  
Like a picture! 
 
The Vrajs. 
As an example, I will recite and examine the Vrajs of St Mary Magdalen,  a msyteorious figure since the time of the 
first Christians, a sinner and a penitent, a lover of carnal pleasure  converted into an ascetic and mysterious figure.  
Legends and writers and artists turned into an accepted  sensous saint whose almost bare body, espescially  the fully-
bodied breasts,  decorated chapels and churches – and in a way placated the   frustrated  sensous wishes. In this vrajs 
sensuality is explicit and implied 
 
I will recite it first in Maltese, and I would like to bring to your attention  its ryhtmical crescendo, its verbal 
mechanisims and sound patterns, espescially repetions and alliterations,  and then  I pass on to  give a free translation 
in English. 
 
The vrajs runs like this and depicts different  scenes. The first scene sets the two main characters and the intention of 
this recitation:  
 Marija l-Madalena, 
Oħtok bagħtet għalik;  
 Qaltlek: Ilbes u żżejjen  
 B’dak il-ġawhar l-aktar fin,  
 Biex immorru lejn il-Knisja  
 Ħa nisimgħu il-kelma t’Alla.  
Mary Magdalen 
Your sister is looking for you. 
Told you:, Put on you best dress 
With that most fine jewley, 
We have to go to Church 
To hear the word of God. 
 
The second scene is set in the Church. Jesus stars his sermon and Mary Magdalen is totally absorbed listening to his 
moving words: 
 U l-anġlu ċenċel il-qanpiena  
 U Ġesù tela’ jippriedka.  
 L-ewwel kelma li qalilhom  
 Daħlet f’qalb il-Madaliena.  
And the Angel tinkled the bell 
 And Jesus went up the pulpit to preach. 
 The first words he said  
 Touched the heart of Mary. 
 
The third scene, abrubtly indicates more action. 
 Hija marret id-dar tagħha  
 U kissret id-deheb minn tagħha, 
 Biċċa għamlitha fil-kejla,  
 Biċċa tatu lill-fqajrin.  
 She went back home 
 And broke into pieces all her gold, 
 She put part in a measuring vessel 
 And the rest she gave to the poor. 
 
In the fourth part, the scene is changed completly. It has a surrealistic scenario.  
 Iltaqgħet ma’ raġel xwejjaħ.  
 Qaltlu: il-bieb tal-ġenna fejnu?   
 Qalilha : «Imxi ftit ‘il quddiem, 
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 Issib bieb u tħabbat fih...” 
 U xiref l-anġlu mis-sema.  
 Qalilha: «Madalen, xi trid?»  
 Qaltlu: «Irrid inqerr dnubieti.»   
 Qalilha: «Sum għal sebgħa snin  
 U kul il-ħaxix tat-trejjaq. 
 Ixrob l-ilma tal-għadajjar, 
 Flok imħadda agħmel kantun.  
 U agħmel qatta’ taż-żarġun.”  
 She met an old man. 
 Told him:”Where is the door of heaven?” 
 Told her:”Go a bit further, 
 You’ll find a door and knock on ti. 
And the angel looked from heaven. 
Told her: Madalen, what do you want?” 
Told him:”I want to confess my sins.” 
Told her:Fast for seven years 
And eat wild grass of the roads, 
Drink the water of the pools, 
And  as a pilow use a building-stone.  
And put a shief of vine-sticks. 
 
The theatrical  set-up of this part in the  vrajs, is aided by the tradional picures of the Magdalen, the penitent: a hermit 
denuded of her sins and of her wealth, punishing  her once beautiful body. 
U Marija Madalena  
 Issum kuljum kuljum, 
 Tiekol il-ħaxix aħdar,  
 Tixrob l-ilma tal-għejun.  
 Kif qatgħetha dik xuxitha! 
Kif kisrithom dawk l-imxat! 
 Tixrob l-ilma tal-għadajjar,  
 Tiekol il-ħaxix tal-art! 
 Torqod fuq it-tiben,  
 U mħadda ċangun tal-art.  
 Umbgħad ħarset lejn idejha.  
Qaltilhom: “Idejn, ja jdeja!  
Kemm kontu bojod u sbieħ!  
 Issa sirtu bħal tal- bhejjem,  
 Ma jarawkom iżjed nies. 
 O Mary Magdalen, 
 She fasts every day, every day, 
 Eats the green grass 
 Drinks the water of the springs. 
 Oh, how she cut her hair! 
 Oh, how she broke the combs. 
 Drinks the water of the pools, 
Eats the green grass. 
Sleeps on straw 
And as a pillow a building-stone. 
Then  she looked at her hands. 
Told them: “Hands, oh my hands! 
Once, you were so beautiful 
Now you look like those of wild-animals. 
Nobody sees you anymore  
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And the last four verses serve as a musical coda, a reprise, with repetation of the theme of penance, albeit  with a 
slight variation. 
 Seba’ snin ta’ penitenza.  
 Seba’ oħra erbatax.  
 Tixrob l-ilma tal-għadajjar,  
 Tiekol il-ħaxix aħdar tal-art.  
Seven years of penance, 
Other seven add them to fourteen. 
Drinks the water of the pools, 
Eats the wild grass of the soil. 
  
Altough this vrajs does not contain incomprehensible words, it is in toto a mysterious poem not just for its content  - a 
story with a narrator, dialogue between different characters, set against  different scenes in heaven and earth, hence 
the imagery effect-  but mainly because of  what now we may and should call literary mechanisims,  which turn these 
popular verses into a really beautiful  poem, like; 
- creativity considered as a negotiaiton between style and language   Language here is considered and used as a 
historical phenomenon, imbued with the  conventions and mentality of its period;  
- anachronisims (Church instead of a Syanogue, Jesus preaching from an elevated pulpit, the angel behaving 
like  an altar boy ringing the bell) ;   
-  repetitions and prolessity and tautology of words and verses to create sound patterns; 
- alllitterations, espescially the use of the harsh compound consonant X, prounonced SH, like in Portuguese; 
thus giving the sense of hard and severe life the penitent was undergoing; 
- broken rythms and internal rhymes rather than simply at the end of the verse; 
- the use of antithesis and epithets and synonyms; 
- the use of onomatopeias, especially in the beautiful verse: L-anglu ċenċel  il-qanpiena…the angel tinkled 
the bell; 
- the use of of the same verb – qal, to tell – in its different verbal tenses  and formation without the use of 
prepositions,  
- and last but not least,  the mnemonic effect it creates to hold the listener impressed  and the  content itself 
becomes part of a personal and collective memory.   
 
I believe that this is a beautiful popular poem.  The most basic  definition of poetry is that the poem, unlike any other 
assemply of words, supplemts the use of grammar and syntax with another  method of organisaition: the poetic line. 
As I have tried to show, this poetic line is constant in this popular vrajs. In fact, this poem, created by people who 
knew nothing of Formalisim and poetics, displays a tension between Shklovsky’s notions of a fabula  (i.e. the 
narrative and its subject)  ans sjuzet (the technique of narration).  I agree with the study of  Richard Bradford  in his 
essay STYLISTICS, that similar poems offer what he calls The double pattern. In simple terms, he explains that the 
double pattern concerns the relationship between those features of poem which are exclusive  to poetic  writing and 
those  which the poem shares with other   linguistic discourses - n our poem, the dialogue which becomes part of the 
architecture of textual interrelations that in the  real world are random and contingent. And this explanation, I think, 
is very important, as I am  mainly studying this poem from a textualist  point of view, i.e. in the way the literary 
texture of  the text “appropriates and refracts its references to the world.” 
 
However there are other literary mechamisims which play a great part in rendering this popular poem into something 
more than a story with a moral ending.     
The real-time sequence of events narrated  with pictorial effectivnes, as if the narrator was actually expalaining  a 
painting,  governs the narrative  structure of the text. Each stanza, short or long, which I described as Scene, is 
enclosed to a particular event in a sequence: Martha looking for Mary Magadlen; the sermon of Jesues; Mary roaming 
on earth and in heaven looking for the door of Heaven; the admonitions of the angel; and the penitent life of 
Magdalen wth the allusions of straw, stones, the shief of vien-sticks, the water of the pools,    the wild green grass. 
 
What I like immensely in this popular poem is the way the creator, hence the narrator, depicts the angel,  usually, a 
mystical figure. But here he is depicted in the most common day to-day way and vocabulary: first as an altar boy, or 
sexton; then when Magdalen sees him in Heavem he doesn’t appear flying with open wings, but uses the verb Xiref, 
which means to appear looking from a window or a balcony, and he talks to Madalen like  a neighbour, calling her 
confidentially, Madalen,not Madalena,  and then asks her what she wants. No use of metaphors or surrealistic words, 
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or surrelasitic surroundings, but the angel is turned into someone known, whom we meet in the street, in the market, 
in the fields. And the admonitions and advices he give her are common empirical words: straw, water, wild grass, 
stone etc. Nothing highly spiritual. At best, he is talking like the common   village herbal-healer. 
 
It transpires that this folk-poem  is a carefully planned textual effect. Altough precision is the prerogative of writing, 
this oral poem, which was transcribed by one of our most famous anthrpologists, Guze Cassar Pullicino, has the 
perfection of well planned text.     In Sicily they recite a vrajs on Mary Magdalen but it is completley different from 
that of Malta. Strange enough , it is more similar to the canzone  epico-lirica, (the epic lyrical song) from the region of 
Romagna, Italy. In both songs there are three common factors: the seven years of penance, the water of the pools 
and the wild green grass.  Most probably, the primary source of this recited legend in different part of Europe is  the 
famous Mediaval Responsoirum sung and recited as a dialogue on Easter Sunday, Quem Queritis Maria, What are you 
looking for, Maria? remnant of the Easter Mystery plays. In the case of the Maltese version   the sermons during Lent, 
stressing penance and forgivness, played a great part in the creation of this vrajs. Yet, away from the engulfing 
atmosphere of the Chruch and Chapels, the poem takes a new and fresh breath.The so called “speech event” of the 
primary source of this story, that is the sermon, is turned into a different “universe of discourse”,  that is the village 
entertainment of story telling.  And Il-Vrajs of Saint Mary Magdalen, from a typically agiographic  example  survives 
on its own  merit  as a beautiful story in verse with poeticial structre and effect. 
 
The enigmatic vrajjes and magic formulas. 
If the above Vrajs is,  all in all,  a straight forward poem, other arajjes are intetionally distorted and obscure. like Il-
Brajbu, a word deriving from    the Sicilian word, il Verbu. That is Jesus.  It is a dialogue between the Vergin Mary and 
Jesus, sad and angry because humanity is not concerned about him and his Cross of Salavtion,  and he is ready to 
destroy the World, yet the Hioly Mother intercedes to save humanity provided they adore and respect the Cross: 
 Il-Madonna taqra w tikteb, 
 Hemm fil-Qorti tas-smewwiet, 
 Il-Madonna taqra w tgħid: 
 « Dal-Brajbu li qed ngħid 
 Min ma jafux jitgħallmu, 
 Pwieni tan-nar ma jara 
 U l-Ġenna dritt imur. 
 U min jafu jghidu 
 Tliet darbiet kuljum.” 
 
 Our Lady reads and writes 
 Up there in the Courts of Heaven, 
 Our Lady reads and says: 
 “This Brajbu which I am reciting 
 Should be learnt by  those who do not know it, 
  and they will never see the suffering of hell, 
  and go directly to heaven  
  And those  who know it 
  Should recite it three times a day.” 
 
Obviously , there is no hint of  poetry in this VRAJS and   if we compare it to the vrajs of Mary Magdalen, we see an 
explicit passage, transition,  from a literary poem to a superstious prayer, even to a magic formula applied to a 
religious prayer.  Here we have crass credulity transformed into a popular spirituality.  
 
This same device is applied also in the different variations of the so called Credo, the most mysterious of them all 
being   the Credo of the Fishermen , before the catch, but espescillay during a tempest in open seas. Nobody, not 
even the fishermen themselves, dared  to recite it unless in really dire need to say it. A fisherman once told me, that 
women with menstruation were not allowed to recite these Credos – and they were not allowed to step on the Luzzu, 
the multi-coloured fishing boat, if they were in that phyisical condition. 
 
I have chosen a simple and short version of one of these credos.  
 Kredu, 
 Is-sema wegħidtu, 
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 l-Anġli tagħtu 
 u l-Madonna ipprezantatu. 
 Idu evanġelista, 
 Idu tad-deheb, 
 Jimxi u jgħid: 
 Vieni…fejn sejjer? 
 Sejjer it-triq tal-Ġenna. 
 Warda rumana, 
 Triq ta’ Lixandra. 
Amen. Hekk ikun. 
Kredu, 
Heaven promised it, 
The Angels brought it 
And Our Lady presented it. 
His hand is that of an evangelist. 
His hand is made of gold. 
 He walks and says: Vieni…where are you going? 
 I am going to fetch the way towards Heaven. 
 Roman rose, road of Alexandria. 
Amen. So it be. 
 
Definitely, magical formulas and superstitions are the basis of this prayer. There are different variations of these 
vrajjes, applied to different parishes and their patron saints. In Birkirkara, a relativley large town in Malta, built around 
the parish and collegiate church of St. Helen, the mother of Constantine,  they used to recite this vrajs and credo, in 
form of love and  marriage divinization. 
  Santa Liena, 
 Bir-risq u l-ħniena, 
 Uliedek seghba 
 U inti jinsabu tmienja,. 
 Għandek wieħed Konstantinu. 
 Niżżiltu fil-bir, 
 Tellajtu…poġġejtu taħt siġra dellija, 
 Pater  Noster u Ave Marija. 
U l-lejla hallimni xortija: 
La rridha hamra, 
Lanqas irridha bajda, 
Irridha hadra. 
 Saint Elena 
 Of  good luck and mercy, 
 You had seven children 
And you with them make eight. 
One of them  Constantine. 
 You put him in a well….you pulled him up 
 And set him in   the shadow of a tree. 
Pater Noster and Ave Maria. 
And tonight tell me my luck in a dream 
I don’t  want it red, not even white. 
 I want it green.  
 
These prayers, although also often recited in church in front of an image of the patron saint, were recited with a 
hushed voice, often “in the heart of the heart” as we say in Maltese, that is  mentally, lest the priest  or someone 
would hear such magical prayers which although were not considered blasphemous, were not approved by the 
Church. In the nineteen century , written and rhymed poems, with the approval of the Church and the Nihil Obstat,  
took the place of these mysterious magical prayers. However, it was  not rare to find names of   priests who practiced  
magical crafts, even during the consegration of the Host,   notwithstanding that these magical  practices were mainly 
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associated with females, mainly because they were considered , according to I.M. Lewis, as peripheral creatures and 
it was their way to show dominance  over the body.  
 
The influence of magical formulas for health  and love cures, is evident in the vrajjes who have just mentioned. 
Notwithstanding the efforts of the Inquisiton to curb and abolish witchcraft and the enchantment through spells and 
their use of the sign of the cross and the holy water in healing and love potions, their effect on rather innocent 
prayers continued through the years.  Magical formuals as practiced by so called ”sħaħar”,  witches, were considered 
blashemous and verging on heresy.   In the study that  Witchcraft, Sorcery and the Inquisition,  Professor Carmel 
Cassar writes those prayers  were penned in the trials of the Inqusition as magaria or fattucheria (maleficium or 
maleficient magic.) 
 
Paradoxically the Church itself , nothwithstanding the admonisions  and condemnations  emanated by  the Council of 
Trent,  was, through her rituals,  an inspiration to this kind of ritual sorecery.  Indeed, rituals, formed of objects, 
movmenst and prayers in obscure and invented  Latin together with archaic Sicilain and Semetic languages, was the 
core of these spells. One Helena, known as Luna, quoted by Professor Cassar, said in front of the Inquisition that she 
used special rituals to cure people from evil eye, by reciting the Pater Noster, a special Credo, and prayers in Maltese. 
The name of Jesus and his Mother, together with the names  of saints, apostles and sraints ,  including saints  form 
the Eastern  Catholic rituals, like St. Nicholas, St. Basil, St Cathrine.  
 
One such prayer run like this (in a free translation retaining the incomprehensible words) “Kar verb inkar, (probably a 
corruption o Verb Inkarnat  - Word made Flesh),  St Philip, St Julian,  cure the malady (called in Sicilian Dulur), and 
these woes, so you would  not  have it, nor for an hour nor for a day.”  
 
 In another case brought to the attention of  the Inquisiton, one woman was simply accused of praying in Church 
using incomprehenisble words  together with Christian prayers. When she was asked why she used so many distorted 
words with no definite meaning, she answered that God undserstood  those prayers, and after all, she knew no Latin 
yet she recited the Pater and Ave Maria in Latin. And the Mass was said in Latin. I don’t think the Official of the 
Inquisition was amused!  
 
Another interesting  unusual  case was when a man showed his disbilief  in a particular leġend   concerning the 
apparition of St Agatha on the bastions of Mdina, helping the Maletse against the Turks during the Siege of 1551. He 
even dared to show his negative attitude towards the procession and prayers to commemorate this event. I call this 
case “interesting” and “unusual”,  because we have a layman’s challenge against  these popular biliefs,  which in this 
partcualr case, were accepted by  the clergy as a means to show gratitude towards heavenly intervention without the 
use of witchcraft and spells and ermetic prayers.  
 
This case brings forth some pshycoligal, social and  historical aspects of these obscure prayers and rituals. They are 
part of a given time in history and social condition – and so these prayers have to be understood and axamnied in a 
contextualst  manner,  that is,  we should be more concerned with the text  as a constituent feature of a much 
broader range of discourses : political, social, historical, psychological, religious, gendered and cultural. I  tend to 
agree with Claude-Levi-Strauss, the  father of modern antropholgy, that “ethnology is first of all psychology.”   
 
These mysterious prayers of spell have to be examined, rather than understood, as a study in psycology of a given 
time in history. Resort to witchcraft beliefs gained grounds when poverty and ignorance were rampant and medcial 
knowledge proved inadequate or at least, not easily  available. And credulity turned the subject of these prayers  an 
easy victim. The message between the OUTPUT (the sorcerers and their craft) and the INPUt (the avid subjects) was 
not based on the complete understanding of what being said, but mainly why and how it was recited. Sounds of 
words rather than the  meaning itself were  the tools of  these spells. A functional language rather than a meaningful 
language. As in these prayers quoted by Professor Cassar: 
 
Oratio santissima, Abrauilam+ Abracu+ Abie+Abian-Abraba=ab-Amen. 
 
Amen dico tibi..Consumatum est….Trinitas-Salvator+via veritas et vita+misericors-sapiens+crux Christi-libera me da 
dictum malu.Amen. 
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Coniuro te per sanctam Mariam mater dei nostri Jesu Christi …quam dixit angelus Gabriel ave maria gracia plena fino 
all’ultima ave maria. 
 
Tetagrama ton soriel serafin uriel serafin. 
 
These kind of prayers are imbued with  Jewish and Chrsitian terminology. Others, in Maltese,  take an oriental flavour 
and poetry, defintley  transmitted  through Berber and Turk slaves: 
 
O moon, my moon. You rise from between the mountains/ and you disappear between   (an incomprehensible word)/go 
and fetch me  daughter of Hattara who bhas two hundred horses/go an fetch me my beloved wherever he is/’go and bring 
him to my door/so that I will hit him with canes.  
 
And these mercurial prayers would go on in a drawl by the sorceress, most probably dressed in a red cape, with nine 
candles in the room, possibly on a Thursday or a Sunday, the days of the Lord of the Eucharist and the Resurecction, 
with  the moon  on the seventh phase of  its growth. 
 
The scene is set.  
 
But somehow, the Inquisition would come to know what was being recited  even in the most obscure and remote 
places in Malta and Gozo. The humid section of the female prison at the Inquistor’s  Palace  was never empty.  
 
Strangley enough, we rarely find names of females from Birgu arraigned and accused before the Inquisition. And 
there are at least two reasons for that: most of the families in Birgu depended, directly or indirectly for their living,  on 
the Inquistor’s palace; and secondly, they maintained a fearful respect not only for the High Officials but also for the   
ever-present  spying  familiares  of the Inquisition. Even neighbours, would easily turn  spies  to get in the good books 
of the Inquisition. Besdies that, very often, the people of Birgu were called   to be  witnesses in the main square to   
public flogging and other corporal punishment inflicted on guilty persons, and watch the humiliation of victims 
according to a ritual of  penance near the main entrance of the Domenican Church, just in front of the Inquistor’s 
Palace…And it was not that rare either  for the people of Birgu to be awaken in the middle of the night, by screams 
and cries of inmates at the Inquisiton prison, imploring our Lord, the Holy Vergin and even the devil to intercede  for 
them, promising they will never and never commit such acts of blasphemy again. But some of them would be, 
unwillingly,  guests of the prisons very often during their life.     
 
But it was not always so dull in Birgu. No wonder Carnival started in Birgu during the time when the Knights used the 
city  as their quarters. And according to a Venetian ambassador, the women of Birgu had a particular charm, and they 
knew how to use it. The spell of the sorceress was deployed orally; the charm of the courtesan was  bestowed 
corporally. Both left the the victim or client bewitched!  
 
The colourful Għana.  
And now let’s  turn the key, the musical key, I mean….From minor scale to a major scale. Allegro moderato, if you 
want to call it that. The last concise part of my paper deals with a different aspect. A colourful  one, indeed. The 
Maltese Għana (aana). Usually these quaternarny stanzas, rhyming ABCB,  often   between two singers, are 
improvised, yet some of them have been fixed in writing.  Admtittedly, they have not the  poetic and philosophical 
depth, neither the technical perfection of a Japanese Hajku, or the immaginstion of a Rubhajat,  but they offer 
minimalist pictures of landscapes,   a depiction of daily village  life and situations and externation of sentiments, and 
very lucid characterisation. Subjects differ from declarations of love  to harmless insults,  from nagging to flirting,  
from adulation to bantering, from religious allusions to hidden and not so hidden sensous allusions. And all this, with 
a flavour of semitic and mediterrenean gusto. And keep in mind that these stanzas were originally improvesd  by 
persons who admitted they couln’t read or write. 
 
What impresses me in these concise stanzas, is the ability, just mentioned,  of  rendering into a vivid picture the 
outlines of  village life and the habitat itself.  Whatever the subject of the sung stanzas, there is often a scenario made 
of streets and chapels, trees, flowers, sea, boats, balconies and windows decorted with plants, the sky,  means of 
transport  from donkeys  driven carts to trams, and animals, like goats and sheep, dogs and cats, mingle with 
different characters from always beautiful  young girls  to their always bitter and omni-present mothers, the would be 
mother-in-law, il-kunjata, incidentally, a charchter so popular in the writings of  Mediterrenean authors, from Plautus 
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to Terrentius who even wrote a comedy called The Mother-in-Law. Other characters that popualte and animate these 
stanzas are street vendors, including those from Tunes and Turkey with their specialities, and the nougat vendors 
during feasts,   barklori, the owners of pleasure boats, hunters, wine-drinking men, and of course young men who 
highly think of themselves as a God-given grace to women 
 I will limit myself to translate few of these stanzas to prove my point: 
 A  black cloud is approaching. 
 Under it shines the light of the moon. 
 You look like a Turk from Barbary, 
 With a wicker basket, selling dates. 
 
 They have invited me to sing 
 On a boat outside the harbour, 
 But I cannot sing in Italian 
 Because I am a village girl. 
 
 There are seven stars in heaven, 
 The best are three: 
 One the sun, the other the moon 
 And the other you, my love.b 
 
 Where are you, hiding behind the light of the window? 
 I have a candle, please light it for me. 
 I didn’t ask you something impossible: 
 You have a daughter, I want to marry her. 
 
 A young lady appreared on the balcony, 
 Wiping her little mouth with a red handckerchief, 
 She smiled at me, I smiled at her. 
 She went inside to tell her mother. 
 
 Her mother came out shouting at me. 
 She called me  a rascal. 
 I answered back telling her to  take care of that girl 
 Because she likes to smile at me. 
 
 I like to sing like those from Valletta. 
 I like to play the guitar like those from L-Isla, 
 I like to flirt with girls like those from Birgu, 
 But I like to make love like those from Rabat. 
 
 And on and on, go these Ghana (aana),depecitng, like water colour pictures, the village and town life of 
bygone years! 
 
The poem. 
As a conclusive bit, let me share with you a poem I wrote after visiting the Inquistor’s Palace at Birgu, and specifically 
the Females’ Prison in the same Palace. On one of the walls I saw few scratched signs, maybe tentativley words 
sending a message from one of the old female inmates, probably accused  of sorcery. It  prompted me to go back in 
time  when that cell was the dismal habitat of a sad dying woman, and inspired me to write this poem.  
 When on distant nights 
 Screams like prayers flickered the dask 
And whips on bare bodies, 
 Denuded of their distressed illusions, 
Struggled with the muscles of the  hallowed  bells,  
 I was still an unborn  child of the stranded moon, 
 Playing on my own hide and seek in the colourless dunes.  
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 Then moon after moon and spheres after shperes 
 I came face to face with your last  
Dry,  silenced, fractured will 
On the dry, silenced, fractured  wall.    
 
When your furrowed  lips cuddled the dust 
Of an archaic  spell like a still-born baby  
Your grained  hand scribbled 
 A cyrptic message 
On the cryptic wall that bore  you to your death 
Smelling of wild herbs like your ancient breath. 
 
Only God understands the will of a dying witch, 
The dying wish of a deadly wrench, 
But God and fortune were elsewhere 
When the dying fortune teller 
Hushed  her last   Amen. 
 
Her oral  will unsure of sense 
is now an obscure epitaph 
On the wrinkled wall. 
While tourists , guided, 
Pass by unaware of her last spell.  
 
And the orality of the Tourist  Guide goes on: 
“On your left…on your right. 
Look here, see that, watch this. 
Souvenir shop….Lunch soon.  
But of course, Madam, if you don’t like our local food 
You can have fish and chips with HP sauce… 
And for you, Sir, humburger with BBQ sauce. 
Follow me, please…Left…right 
Here…this…that. 
And the orality goes on.  
 
19th September 2012. 
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Traditional Tales – hypotexts, 
hypertexts and literary education 

Ângela Balça [ABSTRACT] 
 
The contact of the younger generations with traditional tales revealed to be fundamental in promoting their literary 
education. These texts constitute themselves as literary heritage, as affective heritage, memory of the community 
that makes them feel belonging to a particular culture. The knowledge of these hypotexts allow these younger 
generations decoding hypertexts, allowing them a deeper reading of the world. In this paper we want to understand 
how traditional tales are present in the narratives advertising, becoming increasingly urgent to promote literary 
education of the younger generations. 
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Manuel Blanco Romasanta. Home do Unto or 
Lobishome? The oral memory in the Romasanta 
case. 

Cástor Castro Vicente 
 
Abstract:  
(translated, Unto: Human fat; Home do unto: Sack man, murderers who used to extract the human fat of their victims 
in order to sell it for medical and magical purposes. Lobishome: Werewolf) 
 
Manuel Blanco Romasanta (Regueiro 11-18-1809 – Ceuta 12-16-1863) was perhaps the first serial killer in Spain with 
international press media coverage. During the court proceedings he confessed to being a werewolf and that he had 
murdered and devoured thirteen people. He was finally condemned in 1854 by the Coruña Justice Court to life 
imprisonment because of the murder of nine victims. We will outline briefly the case, the end of his life in Ceuta, and 
why in the oral memory of Galicia the name of “Human fat ripper” or “sack man” has prevailed. 
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The Prayer of St. Cyprian, a sample 
of European cultural baggage. 

Félix Castro Vicente 
 
Abstract:  
St. Cyprian of Antioch, Martyr of the third century AD, was a famous magician before his conversion. It is the holy 
Christian magician par excellence, two faces, both patron and protector of the practitioners of the magical arts as 
protector against the evil eye and spells. The communication aims to show your figure, its connection with religious 
magical practices across Europe, focusing on the famous "Prayer of St. Cyprian," effective against spells and evil eye, 
that there are versions in many European languages, published orally and in string literature has survived for 
centuries and today continue to be transmitted through other channels such as the internet. 
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“The poetic contest between Inácio 
da Catingueira and Romano da Mãe de Água 

Geice Nunes / Carlos Nogueira [ABSTRACT] 
 
Abstract. At the end of the nineteenth century, scientistic thinking spread through intellectual circles in Brazil. This 
was the moment when racial questions provoked debates and defined the thinking of men of letters and of science, 
men who crystalized current knowledge and consolidated received ideas. Focusing on this period, this paper presents 
a reading of the celebrated “peleja” (verse exchange) between Inácio da Catingueira and Romano da Mãe d’Água. In 
doing so, we aim to demonstrate the influence of scientistic thinking in popular literature of the Brazilian North-East, 
particularly with regards to ethnic and cultural miscegenation, by analysing the use of poetic idiom in this “folheto” 
(pamphlet). This polemic “peleja de cordel” (kind of chapbook), which evokes a poetic contest that allegedly took 
place in 1874 or 1875, is regarded as the first of a kind that forms one of the most important phases in Brazilian 
“cordel” (chapbook) literature. On the one side stands a slave poet and on the other a landowner; each aims to 
defend and to characterize the race and social class to which he belongs. The creators of these verses, whose case lies 
in the very eloquence and capacity for improvisation they show, do not limit themselves to narrating the polemic, but 
are themselves principal players in it. As still happens today with any singer or popular poet in the Brazilian North-
East, they wish to take their place in collective memory as makers of verses and men of high social and moral values. 
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Orality, mythical memory 
and alterity in Primeiras 
Estórias de João Guimarães Rosa 

Jorge Maximino [ABSTRACT] 
 
As we know orality and silence have a major place in Guimarães Rosa master pieces, in his short tales particularly.  
 
We will place our study in a pragmatic perspective with the questioning of two short tales from Primeiras Estórias and 
the role of orality as a specific dimension of the narrative. Our approach, therefore, is an analysis under an 
interlocutive table about the place of orality and silence in the construction of the narrative universe and the eventual 
relations between a mythical memory and the political imaginary.  
 
It is a questioning that demands a wide theoretical field both literary and extra literary in which linguistics analysis will 
be a possible answer. 
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Traditional narratives in the contemporary 
storyteller repertoire and the paradigmatic 
example of António Fontinha 

Luís Correia Carmelo [ABSTRACT] 
 
Resumo: Existe hoje, na programação de escolas, bibliotecas e teatros, um interesse crescente pelos contos, ou seja, 
por sessões com um contador de histórias. De natureza diversa, a actividade destes artistas ganhou visibilidade e por 
toda a parte podemos encontrar eventos, festivais e espectáculos daquilo a que se tem chamado narração oral. 
Naturalmente, grande parte dos textos de que estes artistas se socorrem, ainda que não exclusivamente, são de 
inspiração tradicional. No entanto, não se deveria ignorar as consequências, por um lado, da descontextualização 
implicada na actividade profissional deste narradores e, por outro, do processo de adaptação de que são alvo estes 
textos, objectos artísticos de e para uma cultura escrita e urbana. Estes artistas são, assim, importantes mediadores 
destes patrimónios e entre eles poucos revelam a sensibilidade, o conhecimento e a ética de António Fontinha, figura 
incontornável do panorama português. 
 
Traditional narratives in the contemporary storyteller repertoire and the paradigmatic example of antónio 
fontinha 
"It is visible today in schools, libraries and theaters, an increasing interest in stories, meaning, in sessions with a 
storyteller. Of a very diverse nature the activity of these artists gained visibility and everywhere we can find events, 
festivals and performances of what has been called in Portugal and Spain, "narração oral", oral narration. Naturally, 
many of the texts that these artists rely upon, though not exclusively, are traditional. However, we should not ignore 
the consequences, on the one hand, caused by the decontextualization involved in the professional activity of these 
artists and, secondly, by the process of adaptation these texts suffer to became art objects to and from a written and 
urban culture. These artists are thus important mediators for this heritage and not many reveal the sensibility, 
knowledge and ethics of Antonio Fontinha, the most prominent figure of the Portuguese panorama." 



[ 79 ] 

 

The place of Fernando Pessoa’s ”Quadras” in 
Portuguese traditional poetry 

Maria do Céu Estibeira 
 
 
 Cantigas de portugueses 
 São como os barcos do mar – 
 Vão de uma alma para outra 
 Com risco(s) de naufragar. 
             
                 Fernando Pessoa - 1934 
  
When we talk about the poetry of Fernando Pessoa, seldom is the poet of the heteronyms associated to the creation 
of traditional poetic compositions. Therefore, these more popular compositions are, more often than not, forgotten 
by the critics of Pessoa’s works who consider them to be an example of a ‘minor’ production. 
 
Nevertheless, in the immense legacy kept in his trunk was to be found an envelope with the posting date of May 2nd 
1935, with the information “Quadras“ (four-line stanzas) written in black ink by the poet’s hand. Thus we can 
understand Pessoa’s intention of including these texts as a section of his work, and this is proved by reading a 
dactyloscript without date (but presumed to be from 1935) where it is enumerated a list of works the poet would be 
preparing and where the topic “Quadras” is present. 

 
(BN 63-31, dactyloscript without date with the list of ongoing works, with the “Quadras” reference) 
 
This reference allows for the conclusion that the designation is “Pessoa’s responsiblity”, being “from a date late 
enough so as to allow us to believe that hardly any other would have replaced it before the poet’s death”, since it was 
written about May 1935, “close to the last stanzas, if not after them”.123  

                                                 
123 Prista, Luís, ed. 
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As for the previously mentioned envelope, Georg Rudolf Lind, in 1965 (year of the first edition of Quadras ao Gosto 
Popular by Fernando Pessoa, in Edições Ática) wrote: 
 “The popular four-line stanzas and the «Poemas a LIli», which we offer to Fernando Pessoa’s 
friends in this edition, had been forgotten in the poet’s famous trunk. A green envelope with the label «quadras» 
contained 60 manuscript sheets, covered in a small part by calligraphic handwriting, but mostly barely 
understandable …”124.  
The first incursion in this poetic form dated from 1893, when the poet was five years old, and was dedicated to his 
“dear mummy”, when she hesitated to leave the young Fernando in Portugal, under some relatives care, because she 
was leaving to Durban to join the man who would become her second husband, the Portuguese Consul in Durban, 
João Miguel Rosa: 
Ó terras de Portugal 
Ó terras onde eu nasci 
Por muito que goste delas 
Inda gosto mais de ti. 
 
 
Some years later, already in South Africa, we find, in one of the young Fernando Pessoa’s study books, a four-line 
stanza in English written in a Latin student’s book125: 

Don’t steal this book 
For fear of shame 
For in it is 
The owner’s name 
 

And if I catch  
Him by the tail 
He’ll run off 
To Durban jail 

 

 

                                                                                                                                                                  
1997 Quadras: poemas de Fernando Pessoa, Lisboa: Imprensa Nacional Casa da Moeda, p. 7. 
124 Pessoa, Fernando 
1965 Quadras ao gosto popular, Georg Rudolf Lind e Jacinto do Prado Coelho (org.), Lisboa, Edições Ática, p.7. 

125 This observation is not all originally by the poet, since expressions such as this (with an obvious focus on protecting the book from others) or 
similar to it can be found in annotated books in the 18th century. H. J. Jackson in Marginalia – Readers Writing in Books (p. 24/25) refers this type  of 
comments: “Steal Not This Book For Fear of Shame For Here You See the Owners Name …” and “Steal not this book for fear of life for the owner 
has a big jacknife”. 
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(SMITH, William; Principia latina: part I: a first latin course comprehending grammar, delectus, and exercise book with 
vocabularies: for the use of the lower forms in public and private schools, London, John Murray, 1892.) 
 
After a long period abroad, Pessoa returned to Lisbon, in 1905, where he enrolled in Philosophy in the “Curso 
Superior de Letras” (Arts Superior Course). At this time, which George R. Lind called “transitory of the English 
Pessoa-poet, to the Portuguese Pessoa-poet”126 and Teresa Sobral Cunha associated to the wish of practicing 
“systematically, meter, rhyme and rhythms characteristic of his native language and therefore opposing them to the 
Victorian verses until then preferred”, we find seven four-line stanzas between 1907 and 1908 which reveal the “will of 
writing in Portuguese” and “Fernando Pessoa’s growing intimacy with traditional poetry, through Garrett and other 
poets of the same school”127. 
Eu tenho um colar de pérolas 
Enfiado para te dar: 
As per’las são os meus beijos 
O fio é o meu penar. 

Se ontem à tua porta 
Mais triste o vento passou –  
Olha: levava um suspiro… 
Bem sabes quem t’o mandou… 

Entreguei-te o coração,  
E que tratos tu lhe deste! 
É talvez por ‘star estragado 
Que ainda não m’o devolveste. 

 
A terra é sem vida, e nada 
Vive mais que o coração… 
E envolve-te a terra fria 
E a minha saudade não! 

Deixa que um momento pense 
Que ainda vives a meu lado… 
Triste de quem por si mesmo 
Precisa ser enganado! 

Morto, hei-de estar ao teu lado 
Sem o sentir nem saber… 
Mesmo assim, isso me basta 
P’ra ver um bem em morrer. 

 
Não sei se a alma no Além vive… 
Morreste! E eu quero morrer! 
Se vive, ver-te-ei; se não, 
Só assim te posso esquecer. 
 
 
It was thus, through four-line stanzas of simple meter and rhyme, that Pessoa managed his first incursions into 
Portuguese poetry and verses which resulted not only in the writing of four hundred four-line stanzas, but also in 
some “Outros Cantares”, being that the case of the glose, dated 1902, to a four-line stanza by Augusto Gil, “Quando 
a dor me amargurar”, which is considered to be Pessoa’s first published work (Jornal Imparcial, in Lisbon): 
 
MOTE 
“Teus olhos, contas escuras, 
São duas – Ave-Marias –  
Dum rosário de amarguras 
Que eu rezo todos os dias.” 
 
(Augusto Gil) 
 
GLOSA 
Quando a dor me amargurar, 
Quando sentir penas duras, 
Só me podem consolar 
Teus olhos, contas escuras. 
 
Deles só brotam amores; 
Não há sombra d’ironias: 
Esses olhos sedutores  
São duas – Ave-Marias. 
 
 

                                                 
126 Pessoa, Fernando 
1965 Quadras ao gosto popular, Georg Rudolf Lind e Jacinto do Prado Coelho (org.), Lisboa: Edições Ática, p.8. 
127 Pessoa, Fernando 
1997 Quadras e outros cantares, Teresa Sobral Cunha (org.), Lisboa: Relógio d’Água, p.12. 
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Although the most intense production of four-line stanzas restarted in 1934 and lasted until late June, 1935 (a few 
months before the poet’s death), we find a text dated from April 1914 which proves Fernando Pessoa’s interest in the 
popular four-line stanza: 
 
“The four-line stanza is a vase of flowers that the people place at the window of their Soul (…) He who creates 
Portuguese four-line stanzas shares the soul of the people, humbly from all of you and wandering inside himself”.128 
 
According to Georg Rudolf Lind, “there is no doubt that the popular four-line stanza, in its singular Portuguese 
manifestation, represents one of the primary forms in which the popular singer and the learned poet may find 
themselves anew”129. It is as if Fernando Pessoa placed another one of his “masks”, the one of the popular poet, 
whose four-line stanzas represent the poet’s homage to his people, with a notorious patriotic nature. 
 
To this point, Pessoa wrote: “Who did Homer learn with, or the first one to enfabulate a narrative in verse? With the 
same person who taught a man or a woman from our people to compose, and successfully (…) for having made 
several dissertations on poetry in general, on lyrical poetry in particular, and, after some [digressions] on Portuguese 
meter and the heptassylabic four-line stanza technique, for having still explained to them in which conditions to 
make verses, and in which conditions to rhyme the first and third verses, finishing with the description of the process, 
subtle but difficult, of the emotional juxtaposition of unconnectiveness, by which intellectual elements which bear 
little relationship in between themselves, or, as in the above mentioned stanza, no relationship at all, remain 
connected, by a vague and intangible emotive rhythm.”130  
 
FERNANDO PESSOA’S THEMES IN POPULAR POETRY 
As previously mentioned, the most prolific period of four-line stanza production was between 1934/35, although 
some examples have also been found in 1907/1908, and they were connected to the project of publishing something 
in that genre to which the poet devoted himself for several months, albeit failing to fulfill it in his life. 
 
According to Jacinto do Prado Coelho, in his preface to the first edition of Quadras ao Gosto Popular (1965) – 
“Estrutura e Temática das Quadras «Populares» de Fernando Pessoa” – “Fernando Pessoa’s «popular» four-line 
stanzas (sometimes negligent, sometimes easy, tasteless, but not rarely graceful, delicate, or dense, or subtle, happy 
both in concept and expression) assume a double interest: by revealing us an ignored perspective on the proteic poet 
(after all, he was also seduced by the vernacular, by the traditional folklore, following a Correia de Oliveira, making 
populism  another refinement of a learned man of elegant taste, such as Afonso Lopes Vieira), these little 
compositions denounce here and there the poet we already knew from the ortonym lyric and even from the 
heteronym lyric, with preferred themes, obsessive, and strokes of style which define the nucleus of a personality.”131   
 
So as to make clear the function they were destined to, Pessoa wrote, as if it were a project, a possible theme division 
of his stanzas:132 
“Cantares 
1. Amorous. (all Kinds). 
2. Elegiac. 
3. (In) Philosophical & general. 
4. In other’s mouths. 
5. Objectionable. 
 
In fact, in one of the themes most referred to – the amorous relationship – the feminine figure is represented in 
Pessoa’s stanzas with a particular charm, which is drawn through images and comparisons, either trivial, or revealing  
a “captivating originality”133, glorified by the poet as a result of his contemplative course.  

                                                 
128 Excerpt of the preface to “Missal de Trovas” by António Ferro e Augusto Cunha: 
Prista, Luís, ed. 
1997 Quadras: poemas de Fernando Pessoa, Lisboa: Imprensa Nacional Casa da Moeda, p. 68. 
129 Pessoa, Fernando 
 1965 Quadras ao gosto popular, Georg Rudolf Lind e Jacinto do Prado Coelho (org.), Lisboa, Edições Ática, p. 10. 
130 Pessoa, Fernando 
1994 Páginas de Estética e de Teoria e Crítica Literária, Georg Rudolf Lind e Jacinto do Prado Coelho (org.), Lisboa: Edições Ática, pp.371-372. 
131 Pessoa, Fernando 
1965 Quadras ao gosto popular, Georg Rudolf Lind e Jacinto do Prado Coelho (org.), Lisboa: Edições Ática, p. 19. 
132 Document belonging to the poet’s legacy – BN 17A-9. 
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Although, in a general sense, in Pessoa’s ortonym poetry the feminine figure and love are set as secondary, with rare 
references to the feminine figure or amorous feelings that she may incite, in his stanzas “the woman comes to us now 
with a dress of printed cotton,  now with a blue skirt, now with a red blouse, now in an apron (…) with a shawl, with a 
kerchief or head mantilla and earrings, with a cross or bow at the chest, in slippers (…). We watch her working, in the 
street, with an earthen pot on her head, or, at home, fanning the fire in a little stove, sowing in the evening…”134, 
being responsible for the poet’s suffering: 
 
 
Trincaste, para o partir, 
O retrós de costurar. 
Quem não soubesse diria 
Que o estavas a beijar.  

Deixaste o dedal na mesa 
Só pelo tempo da ausência –  
Se eu to roubasse dirias 
Que eu não tinha consciência. 

A abanar o fogareiro 
Ela corou do calor. 
Ah, quem a fará corar 
De um outro modo 
melhor! 

 
Love is thus glosed in several situations and through different emotional attitudes, often revealing shyness and 
virtue, on one hand, idealism or amorous ecstasy for the beautiful and gracious woman, on the other:  
 
Tens uma rosa na mão. 
Não sei se é para me dar. 
As rosas que tens na cara, 
Essas sabes tu guardar. 

Tiraste o linho da arca, 
Da arca tiraste o linho. 
Meu coração tem a marca 
Que lhe puseste 
mansinho. 

Tens um decote pequeno, 
Um ar modesto e 
tranquilo; 
Mas vá-se lá descobrir 
Coisa pior do que aquilo. 

 
On the other hand, we also go through moments of restlessness, suffering, complaints or jealousy, due to his love 
being unrequited, which follows the Cancioneiro Popular and reproduces the oral tradition of the four-line stanzas:135  
 
Ouvi-te cantar de dia. 
De noite te ouvi cantar. 
Ai de mim, se é de alegria! 
Ai de mim, se é de penar! 

Toda a noite ouvi no tanque 
A pouca água a pingar. 
Toda a noite ouvi na alma 
Que não me podes amar. 

Dias são dias, e noites 
São noites e não dormi… 
Os dias a não te ver 
As noites pensando em ti. 

 
The stanzas of elegiac value – four, according to Luís Prista136 – corresponded to those which allowed for a glimpse of 
the mark of a recent experience of death of someone close or dear 
A terra é sem vida, e nada 
Vive mais que o coração… 
E envolve-te a terra fria 
E a minha saudade não! 

Deixa que um momento pense 
Que ainda vives a meu lado… 
Triste de quem por si mesmo 
Precisa ser enganado! 

Morto, hei-de estar ao teu lado 
Sem o sentir nem saber… 
Mesmo assim, isso me basta 
P’ra ver um bem em eu morrer. 

 
Não sei se a alma no Além vive… 
Morreste! e eu quero morrer! 
Se vive, ver-te-hei; se não, 
Só assim te posso esquecer. 
 
  
Along with this amorous theme, we find, though, the usual Fernando Pessoa who “we had already met through his 
educated poetry, either in themes and topics, or in individual aspects of style. Thus, the theme of the interaction 
between feeling, thinking and lying, therefore the theme of sincerity in communication through words, reappears 
insistently in his stanzas”, where we again find the  “Autopsicografia” poet and the themes of poetic pretence: 

                                                                                                                                                                  
133 Pessoa, Fernando 
1965 Quadras ao gosto popular, Georg Rudolf Lind e Jacinto do Prado Coelho (org.), Lisboa: Edições Ática, p. 21. 
134 Idem, pp. 20-21. 
135 Idem, p. 24. 
 
136 Prista, Luís, ed. 
1997 Quadras: poemas de Fernando Pessoa, Lisboa: Imprensa Nacional Casa da Moeda, p. 49. 
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Tenho uma pena que escreve 
Aquilo que eu sempre sinta. 
Se é mentira, escreve leve. 
Se é verdade, não tem tinta. 

Duas vezes jurei ser 
O que julgo que sou, 
Só para desconhecer 
Que não sei para onde vou. 

Mas que grande disparate 
É o que penso e o que sinto. 
Meu coração bate, bate 
E eu sonho minto, minto. 

 
These themes aside, it is still possible to recognise philosophical texts, in which the “happiness through illusion” and 
the manifestation of undefined feelings, representative of life’s emptiness, or enjoyment for the present moment137, 
which allows us to find Fernando Pessoa ortonym and the heteronym Ricardo Reis anew: 
 
Andorinha que vais alta, 
Porque não me vens trazer 
Qualquer coisa que me falta 
E que te não sei dizer? 

Vem de lá do monte verde 
A trova que não entendo. 
É um som bom que se perde 
Enquanto se vai vivendo. 

Todas as coisas que dizes 
Afinal não são verdade. 
Mas, se nos fazem felizes, 
Isso é a felicidade.  
 

The theme of childhood nostalgia, so dear to Pessoa ortonym and Álvaro de Campos, in his intimist phase, also 
appears in his four-line stanzas, which show the longing for a definitely lost past and the nostalgia of the home that 
was full of people and now is empty… 
 
Quando eu era pequenino 
Cantavam para eu dormir. 
Foram-se o canto e o menino. 
Sorri-me para eu sentir! 

Cadeira velha deixada 
No canto da casa antiga 
Quem der ver lá sentada 
Qualquer alma minha amiga. 

Quantas vezes a memória 
Para fingir que inda é gente, 
Nos conta uma grande história 
Em que ninguém está presente. 

 
Hence the pain felt due to isolation and the marks in an empty heart, which is still lonely though in the middle of 
others who live relaxed, is also clear in these poems: 
 
Leve sonho, vais no chão 
A andares sem teres ser. 
És como o meu coração 
Que sente sem nada ter. 

No baile em que dançam todos 
Alguém fica sem dançar. 
Melhor é não ir ao baile 
Do que estar lá sem lá estar. 

 
Nevertheless, we should not ignore the issue pertaining to insanity and its prevalence over intelligence, another 
theme dear to both Pessoa’s poetry and prose, and which is also present in Quadras: 
 
O louco olhou-me de frente. 
Olhei o louco que olhava. 
E eu, suposto inteligente, 
Senti que já não pensava. 
 
Already in the case of the texts the poet mentioned as “In other mouth’s”, these would group the four-line stanzas 
whose “voice” was different, void of character,  which in this concrete case consisted in giving the voice to a girl, and 
which makes us recall the songs of trobadour origin –cantares de amigo: 
 
Ai, quem me dera no tempo 
Em que o amar era um bem! 
Ai, o amor de meu pae, 
Os beijos de minha mãe! 

Vesti-me toda de novo 
E calcei sapato baixo 
Para passar entre o povo 
E procurar quem não acho. 

Vou trabalhando a peneira 
E pensando assim assim. 
Eu não nasci para freira: 
Gosto que gostem de mim. 

 
 
STRUCTURAL ASPECTS OF FERNANDO PESSOA’S FOUR-LINE STANZAS  
According to Jacinto do Prado Coelho, who quotes Leite de Vasconcelos, Fernando Pessoa’s stanzas faithfully 
reproduce those stanzas of oral tradition, due to their homogeneity and the communication of a simple thought. 
Moreover, these little poems reveal a dichotomic structure described by Leite de Vasconcelos: “A large number of 

                                                 
137 Pessoa, Fernando 
 Quadras ao gosto popular, Georg Rudolf Lind e Jacinto do Prado Coelho (org.), Lisboa: Edições Ática, p. 31. 
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songs have two distinct morphologic parts: one, constituted by the first two verses; the other, by the last two. (…) 
The first group usually holds a general meaning, almost always drawn from natural things; the second holds a 
particular meaning, applicable to a specific fact”. He added, still, that the first group of the four-line stanza was some 
sort of platitude in which the Muse fixated on before “releasing its flight”.138 
 
These characteristics can be seen in Pessoa’s four-line stanzas in which comparisons or images are regularly used to 
mark that duality, holding a general truth where the fact hinted at is referred: 
 
Meu coração é uma barca 
Que não sabe navegar. 
Guardo o linho na arca 
Com o ar de acarinhar. 

Eu tenho um colar de pérolas 
Enfiado para te dar: 
As per’las são os meus beijos, 
O fio é o meu penar. 

A laranja que escolheste 
Não era a melhor que havia. 
Também o amor que me deste 
Qualquer outra mo daria. 

 
Fernando Pessoa’s stanzas also conform to the rules of the Cancioneiro Popular where syntax and style are concerned, 
as for example, when using “redondilha maior” (or “medida “velha”), in using alternate rhyme, in the juxtaposition of 
symmetrical nominal sentences, in the frequent repetitions, in the puns related to popular humour, or even in the 
apostrophes to beings (animated or not)139: 
 
Rosmaninho que me deram, 
Rosmaninho que darei,  
Todo o mal que me fizeram 
Será o bem que eu farei. 

Manjerico, manjerico, 
Manjerico que te dei –  
A tristeza com que fico, 
Inda amanhã a terei. 

Na praia do Monte Gordo, 
Meu amor, te conheci. 
Por ter estado em Monte Gordo 
É assim que emagreci. 

 

                                                 
138 Prista, Luís, ed. 
1997 Quadras: poemas de Fernando Pessoa, Lisboa, Imprensa Nacional Casa da Moeda, p. 68. 
139 Pessoa, Fernando 
1965 Quadras ao gosto popular, Georg Rudolf Lind e Jacinto do Prado Coelho (org.), Lisboa: Edições Ática, p. 28. 
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Example of manuscript, with fourteen stanzas, written in black ink. 
 
In fact, although we find plenty of stanzas close to and representative of “mimetic intention” of the popular poetry (of 
an oral nature), there are others which, despite the characteristics established as “basic structure” and “meter in 
redondilha”, cannot be integrated into this group due to the distance created by the vocabulary used, the syntactic 
structure, the theme complexity or “similarity to some pessoan poems”. 
We do not know the motives that may have taken Fernando Pessoa to write, during a period of maturity of his 
writing, about four hundred four-line stanzas “to the popular taste”, together with those read and dedicated to 
Ophelia, during an amorous relationship. By writing four-line stanzas with the so-called “medida velha”, Pessoa, 
aside from showing his ability to “share the soul of the people”, goes back to the old Portuguese traditions with a 
medieval taste. 
 
Although it is generally accepted that his “Quadras” are, in the whole, one of the less revealing aspects of Pessoa’s 
work, they constitute an intriguing perspective on this unique multiple poet. 
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Almeida Garrett and the mise en scène of 
Collecting Traditional Romances 

Sandra Boto 
 
Abstract 
This paper aims to offer some new information about the balladry collection by Portuguese poet Almeida Garrett 
(1799-1854), a pioneer in the interest and dissemination of popular literature in the Iberian Peninsula. J. J. Dias 
Marques advanced in 1992 some conclusions about the beginnings of the re-collector activity of Garrett in the long-
gone 20s of the XIX century when, from the exile, the writer started his compilation of traditional ballads. But thanks 
to the arising of Futscher Pereira Collection in 2004, which contains important autographs for the Romanceiro’s 
edition (which was unfortunately interrupted by the ultimate death of the writer), one can deepen our understanding 
of his collecting activity: how it has occurred (mostly by others), when it elapsed, and the role assigned by Garrett to 
the collection of oral tradition from the performance itself, according to the para-texts that accompany some of 
those poems prepared for disclosure. They do have a certain informative intention, yet not necessarily an accurate 
one. 
 
In a study published in the 32nd edition of Boletim de Filologia, over 20 years ago [cf. Dias Marques (1988-1992)], J. J. 
Dias Marques raised very credible hypotheses on how Almeida Garrett started collecting modern oral traditional 
romances, more precisely at the end of 1823 or beginning of 1824140, as he demonstrated. 
 
We draw attention to the fact that in the introduction to Romanceiro e Cancioneiro Geral, published in 1843, Almeida 
Garrett summarizes how romances came to be in his possession. We underline "came to be in his possession" [Garrett 
(1843) V-XX]. Indeed, the poet, at least at this early stage, confesses that he has not dedicated himself to the 
collection of oral tradition material. He states that in 1828 
 
There were about twenty [romances] obtained through popular oral tradition, most of which collected in the vicinity 
of Lisbon by zealous friends and, in particular, due to the obsequious care of a young lady whom is very close to my 
heart. [Garrett (1843)VI]. 
 
Dias Marques gives some information on the identity of this "esteemed young lady" [Garrett (1828) xxiv] a friend 
close to his heart to whom Garrett dedicates Adozinda141 (1828), or, in other words, he refutes the attribution of such 
identity to Luísa Midosi, Garrett's wife, or Adelaide Pastor, who became his lover after he separated from Luísa, with 
whom he had his only child. However, we still do not know the identity of this pioneer who was enigmatically 
inscribed in the history of oral literature collection in Portugal.  
 
According to several scholars, a transversal look over ethnographic studies from the 19th and beginning of the 20th 
centuries reveals that collecting Portuguese balladry would be residual, circumstantial or occasional rather than 
systematic, as they would later become with a paradigm shift in the 20th century, which recognizes oral traditional 
texts as decaying literary or folklore manifestations that needed to be collected at all costs. Teófilo Braga, for 
instance, acknowledges this assertion. The voluminous collection of published traditional ballads is essentially based 
on collections that were sent by third parties or that he compiled from book sources.142 In any case, back in the 1820s, 
Garrett would not dedicate himself to collecting traditional poems, albeit sporadically at times. The constant 
instability of a life of exile, which he endured in that decade, prevented him from doing so. 
 
When he looks back upon his collection of traditional ballads, in 1843,143 he mentions the characters that most 
contributed to it. Duarte Lessa, whom allegedly made known to him the mysterious collection of Cavaleiro de 

                                                 
140 We refer to João Baptista da Silva Leitão de Almeida Garrett (1799-1854), one of the greatest authors of Portuguese Romantisism, who was also 
responsible for raising interest for Portuguese balladry of modern oral tradition in the Iberian Peninsula. For more information on this matter, refer 
to, for instance: Boto (2011) 53-86]. 
141 Oeuvre published in 1828, when Garrett was in exile in London, which includes the first romantic manifest of Portuguese letters, the letter “Ao 
Sr. Duarte Lessa” [cf. Garrett (1828) vii-xxi]. In this letter, the poet explains in detail his project to revitalize Portuguese literature resorting to oral 
tradition poetry, which he associated with the most ancestral poetical manifestation of the nation’s soul. 
142 For more information on this matter, refer to Ferré (2006) 89. 
143 Cf Garrett (1843) VI-XX. 
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Oliveira romances; "some of my mother’s old maids and my sister’s Brazilian mulatto woman" (more precisely in 
Angra do Heroísmo, Azores, in 1832) [Garrett (1843) XII]; between 1834 and 1843 "contributions from many friends 
and benevolent people, [...] some of which anonymously mailed to me the fruit of their collections [Garrett (1843) 
XV]; the contribution of A. F. Castilho; the Consul Pichon, who sent him his collection of popular ballads, which he 
had started in 1832-33; Emídio Costa, who sent him a collection, essentially from the Beiras region (between Lamego 
and Serra da Estrela); Rivara, librarian in Évora; M. Rodrigues de Abreu, librarian in Braga; Eloy Nunes-Cardoso, from 
Montemor-o-Novo. He then summarizes: "All these gentlemen have helped me with indications, books, old 
brochures and copies thoroughly transcribed from the dictation of the rustic depositories of our popular traditions" 
[Garrett (1843) XVII]. His friend Gomes Monteiro, from Porto, also contributed with several versions for his collection, 
as demonstrated by the content of correspondence between both of them.144 Still in 1842, as Dias Marques rightly 
points out in the referred study, when Romanceiro e Cancioneiro Geral was about to be published, Almeida Garrett 
asks Gomes Monteiro to send traditional ballads, according to a list of topics that he had at the time in order to avoid 
repetitions.145  
 
This is an interesting fact. For the poet - a symptom of the embryonic state of discovery of oral tradition collection 
and the merely aesthetic objective of his work with traditional poetry - it was a priority to expand above all the range 
of collection topics and, secondarily, to gather versions of the same romance, with variants (and corruptions, in his 
point of view) potentially identical. Despite this position, Garrett’s editorial system was based on the creation of 
composite versions, whenever he had more than one version of the same theme, with the objective of aesthetically 
improving the text, taking into account the "rudeness of the hands and memories that held" this "national 
archaeology" [Garrett (1828) xxiv and xxv)]. 
 
We have already established that Garrett did not collect a lot of material and that his editing work was essentially 
based on copies / transcriptions from third parties, second-hand textual sources. In fairness, there are no guarantees 
that Garrett’s manuscripts that are known today include any original field material, understood as the first transcript 
extracted directly from oral tradition. Even the accounts of romances closer to orality reveal some authorial 
retouching. On the other hand, Almeida Garrett must have destroyed all the documents sent to him directly by his 
collaborators, as almost none of them were ever registered for future reference. Certainly, as he compiled texts, he 
would automatically make copies on which he would immediately introduce his own corrections. In this sense, only a 
few manuscripts can be identified as potentially "original", taking into account two criteria: 1) their physical features; 
2) their undeniable proximity to oral tradition: for instance, the unpublished romance that he entitled "O Marinheiro" 
(The Sailor’s Temptation according to the international index), which includes genuine traditional variants almost in 
its entirety146. 
 
But one of the questions that are interesting to revisit is: until when did Garrett collect / receive oral tradition texts? 
As the very author tells us once again in the "Introduction", in Garrett (1843), that the next volumes of Portuguese 
balladry were concluded, it would be expected that the work of compilation and recreation of texts would have been 
completed by that time. This is what researcher Costa Dias147 believes, when he crosses this information about 
Garrett with the analysis of the autograph manuscript "Cancioneiro de romances, Xácaras, soláos", started by the 
poet in 1824, where he registered the romances.148 Costa Dias even considered this manuscript as the "originals" of 
the Romanceiro. Far from it. To this notebook Garrett would copy versions that were already "filtered" and altered by 
his poetic influence, as its analysis shows.  
 
In the referred study, Dias Marques proposes that the collection period should be extended to 1851, since the 
remaining volumes of the Romanceiro published by the author would only come out of the press that year, despite 
the fact that they were apparently "completed" since 1843.149 In my opinion, I doubt that during the eight years that 
passed between Garrett’s claim and the publication of the books the poet did not retouch the texts for publication or 
that he did not alter their layout in the work, insofar as it was during this period that the body of the Romanceiro 

                                                 
144 Apud Amorim (1884) 526-713. 
145 Cf. Amorim (1884) 713. 
146 This romance was unpublished until 2011 when it was critically edited and commented in Boto (2011) 442-493. The only manuscript is deposited 
in the Futscher Pereira Collection under the inventory reference FP III (14) [See Boto (2011) about the cataloguing of autograph manuscript 
collection by Garrett and its content]. 
147 Refer to Dias (1988) 48. 
148 Garrett (1824-?). 
149 Volumes II and III of the Romanceiro by Almeida Garrett are published in 1851, dedicated to “Romances Cavalherescos Antigos”. [Cf. Garrett 
(1851a) and (1851b)]. 
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editorial project took shape as an oeuvre, as I explained in Boto (2011), according to the bibliography that would only 
be known in the 1840s and even 1850s. It has also been proven that the "Introduction" to volume I of the Romanceiro 
of 1851 was only drafted after Garrett became aware of the Romancero general by Agustín Durán, dating from 1849, 
due to the irrefutable similarities between both introductions.150  
 
If these arguments were not enough, the Futscher Pereira Collection (discovered in 2004 and including 42 themes of 
traditional and non-traditional unpublished romances that are overwhelming autographs of Almeida Garrett),151 
decisively proves that Dias Marques was right to assume that the poet would have continued his work with narrative 
poetry until 1851. But this is not all, as it also proves that the poet continued to be interested in Portuguese balladry 
and in compiling texts until he was very close to his death (certainly until 1853). Textual evidence substantiates my 
arguments. The vast majority of materials in this collection are mainly from 1840s, according to indirect dating 
criteria, such as dating of the support on which they are registered. As examples, the romances entitled by Garrett "O 
Pobrezinho", "O cego com vista", D. Ana", “D. Aleixo Garcia"152, dated, in this case, from 1853, are indeed from a 
much later date. 
 
But what would be the role of collecting traditional literature for Almeida Garrett? In the light of an analysis of 
documents that he left us, both in manuscripts and printed material, we will try to initiate a reflection on this matter. 
In the introductions to romances that he published from oral tradition, Garrett had the habit of providing information 
about their region or regions of origin, and also if he compiled different versions that he assembled in one sole text, 
presented in variants and whose criteria are important to discuss in detail. For instance, Garrett does not lie when he 
informs the reader that the romance "D. Gaifeiros"153 was found in the tradition of the Trás-os-Montes region of 
Portugal, without mentioning other regions of circulation. In other cases, the extremely incipient knowledge of 
Portuguese folkloric geography - which he initiated - makes him incur in inexactness, as when he locates "O cordão 
de oiro" (entitled "O soldado" / “The soldier”, in the international classification system) only in the Trás-os-Montes 
region, for he had no knowledge of it being circulated elsewhere in the country simply because he had not received 
other versions from other origins.154 Hence, there is an informative tendency behind the poet’s intentions, through 
the dissemination of the traditional romances that he publishes. But does this tendency follow rigorous scientific 
criteria? Garrett himself informs us that this is not the objective of his work155. Let us look at it. 
 
In order to disseminate oral tradition texts, i.e. those that circulate orally and whose support is the collective 
memory, there are two vital conditions, if we think that to offer a text of this nature necessarily implies its 
decontextualization. These two conditions are the act of collecting and editing the collected product. Nothing differs, 
in essence, from audiovisual capture that is subsequently edited. Poor capture will have consequences, if there is any 
noise interference that cannot be eliminated at post-production. Something similar applies to the collection of oral 
tradition accounts. The "field originals" are, thus, absolutely vital, especially in a time like Garrett’s, when there were 
still no sound recording resources available. For this reason, manuscripts of editors like him who worked in such 
distant times with an editorial philosophy characterised by intervention and recreation are absolutely crucial for a 
closer analysis of the essence of the information that the text conveys. 
 
If the editorial assumptions of Almeida Garrett (as those of other romantic editors across Europe such as Scott or 
Percy) were guided by the primacy of aesthetical perfection over loyalty to the oral text - as is commonly known, at 
least since Teófilo Braga issued severe critics addressed to the poet Garrett, accused of falsifying texts - perhaps not 
only the text itself undergoes this "falsification". Also, the first factor to which I was referring above, the act of 
collecting is part of some sort of fabulation or mise en scène that Garrett wanted to recreate. Despite the informative 
intention that we attribute to Garrett’s introduction to romances, where he provides information about their lives, 
everything, including the titles that he gives to the texts, are likely to be fictional on behalf of his aesthetical 
assumptions. Textual variants between testimonies, as well as paratextual elements of the romances, such as 

                                                 
150 Cf. Boto (2011) 202-207. 
151 This collection was studied and described in Boto (2011) 133-189. 
152 Respectively, the inventory references of these texts in the manuscript collection are: FP III (41), FP III (8); FP III (15) and FP III (18) [cf. Boto 
(2011)]. 
153 Cf. Garrett (1851b) 244. 
154 “(…) in Portugal, I have no knowledge that it is found elsewhere other than the oral tradition of Trás-os-Montes, where I found three copies, one 
of which is more complete than the others” [Garrett (1851b) 167]. 
155 “Academies elaborate chronological and critical dissertations for the wise. My job is a different one: to popularize the study of our primitive 
literature (...)” [Garrett (1851a) VI]. 
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different titles between testimonies or indications provided in the introduction should see their reliability questioned, 
as I will demonstrate.  
 
A practical case: Dias Marques, in the study published in Boletim de Filologia that we have referred to above,156 called 
our attention to the fact that the romance "O regresso do navegante" (a title attributed according to the IGR 
classification), included in the list that Garrett sent to Gomes Monteiro in 1842, was entitled by the poet "A noiva 
estremenha". Later, when he publishes this text in the 2nd volume of the Romanceiro of 1851, the title had been 
changed to "A noiva arraiana". Garrett states, in the introduction to the published text, that this romance came from 
Almeida, in the border with Spain, and that it does not exist elsewhere in the Kingdom157. As such, the title appears in 
total coherence with the geography given by the poet. It turns out that this information greatly diverges from that 
given in the version of the same romance in the "Cancioneiro de romances, Xácaras, soláos ", where he remarks that 
the romance was sung to him by a peasant woman from Sobral, Torres Vedras, in 1839. Hence the title given to 
Gomes Monteiro: "A noiva estremenha". To infer that this geography is correct and that of Almeida is fictional is 
tempting, but it is not fully proven. What is, indeed, evident is that the titles change in absolute coherence with the 
geography and the environment that the poet intends to assign to the text ("the location of the scene is 
unquestionably at the border", says Garret (1851) 105), which seems to be the most important lesson to draw from 
this example. Collection data are, at the very least, questionable, when compared with the information provided by 
the manuscripts. 
 
Interestingly, another illustrative case of a mise en scène that involves texts and their paratexts is offered to us in a 
romance that Garrett also reports to have been collected in Almeida, which he entitles "Romance do arraiano" (a 
vulgar romance "Os presságios do lavrador" / “The farmer’s premonition”, according to the international 
classification). It is an unpublished text, present in three testimonials included in the Futscher Pereira Collection158. 
Let us take a look at the last testimony registered by Garrett, as well as the prose text that accompanies the romance:  
 
It was written out of a dictation from someone from Almeida in the corrupt mixture of Spanish and Portuguese that is 
the common dialect and lingua franca of that part of the border. The event object of this romance seems to have 
involved two families of both countries. The composition cannot be claimed by either of them exclusively. The style is 
truly border-like, thick, rough159 and does not bear the Portuguese amenity or the Castilian energy, but it is, 
nevertheless, important to the history of popular literature relations of both countries.160 
 
It turns out that this text does not exist in the Portuguese oral tradition but, on the contrary, is frequent in the 
Spanish oral tradition. Let us now look at the first testimony, so that we may compare it with the collection data that 
Garrett provides in the transcribed text. Firstly, we verify that the "original" is written in Castilian, in pencil. Garrett 
introduces changes over it, in ink, giving a Portuguese nuance to some words in order to obtain this "corrupt mixture 
of Castilian and Portuguese", which, if it exists or existed in the orality of the border region of Almeida, it is not 
present in this text. It is, once again, a mise en scène created by the poet. Thus, the context of collection "by dictation" 
also falls to the ground. The text was forged with the clear intention to insist on the idea of cultural communion 
between Portugal and Spain, the "Hespanha" according to Garrett’s assumption, which is reinforced with the addition 
of verses in the second testimony but which the poet eventually abandoned, present in the metaphor of a marriage 
between a Portuguese woman and a Castilian man161. The title attributed to the text establishes the nexus of 
likelihood between the place of collection, the language of expression and the narrative itself, a real exercise of mise 
en scène. The reliability of the collected data is, once again, called into question. 
 
At last, let us look at two other curious cases, based on the analysis of autograph manuscripts of the romances "Barca 
Nova" [Futscher Pereira (200]). It is about the religious romance “The Beautiful Boat from Heaven” (according to 
international index) and the romance "Fonte da Cruz" / "Romance da Fonte de ao pé da Cruz" (Futscher Pereira 
(2004), the latter title is found in the redaction of the romance (religious romance "Cristo encomenda a sua mãe a S. 
João", according to the international classification, without a corresponding title in English). These texts were never 

                                                 
156 Dias Marques (1988-1992) note 37. 
157 Garrett (1851) 106. 
158 This romance has the following inventory reference: FP III (38). 
159 My underlines. 
160 Garrett (CFP), (s/d) f1r. Transcription of testimony III of the manuscript catalogued in foot note 19. 
161 The rehearsed verses are: “Portuguese is the woman / he is from Castela a Velha, / with a rich farm at the border, / what woman would not have 
it.” [Garrett (CFP) (s/d) f1r. Transcription of testimony II of the manuscript catalogued in footnote 19. 



[ 92 ] 

 

printed by Garrett, but disseminated online in the 21st century162. They include, however, unique accounts that 
Garrett made about his own collections, which, as we have seen, were not plentiful. 
 
These romances coincide on the particularity of including, in the manuscripts, information related to their creation 
and collection contexts. They were both collected in 1843, more precisely during Holy week. So informs Garrett in the 
text that accompanies the poems. 
 
The following can be read on the paratext of "Barca Nova": "Today, Holy Thursday of April 1843, I copied it from what 
our cook Joaquina, a 50-odd-year-old woman from Torres Nova, was telling my daughter Maria Adelaide" [Garrett 
(CFP) (1843?), f1r]. In other words, it would have been a version from the Ribatejo region collected by Garrett himself. 
In the Futscher Pereira Collection, there is a primitive redaction of this text with some variants undoubtedly closer to 
the traditional discourse. In any case, it seems obvious that Garrett treated this text in a poetic fashion, purposely 
recreating a Passion of Christ environment, which is not present in oral traditional versions. This environment 
matches the context of collection to perfection, the Holy Thursday.  
 
But this Holy Week of 1843 would be more fruitful. At least another religious poem would have been collected at this 
time. This is what Garrett tells us in the introduction to "Fonte da Cruz", an account of a dramatic event near the 
Cross, during which Jesus, on the threshold of death, delivers His mother to Saint John. The introduction to the 
second redaction (both redactions are included in the FPC include some variations in the poem and introduction) 
reads as follows:  
 
The first and last stanzas of this romance bring back some of the oldest memories of my childhood. I can still recall a 
group of children sitting on the floor to hear them being told to a young child a little older than us, a daughter of a 
good woman who had been my mother’s wet nurse [according to Garrett mother’s origin, the girl was probably from 
the Azores where this composition circulated orally]. (...) These first and last stanzas only came back to me when our 
washerwoman, who is a good woman from Loires? [Loivos?]163, came today, April 15, 1843, and I heard her singing 
the ballad in the kitchen. I summoned her and without great difficulty - a rare thing! - I got her to let me copy it. 
Which I loyally did, patching just some verses that were too long or too short164: there were only a few of them. 
 
Interestingly, in the first redaction of the poem and introduction, Almeida Garrett mentions April 10, 1843 as the date 
of collection. When he reviewed the romance and introduction he decided to purposely change the date. It is known 
that, in 1843, April 10 fell on a Monday and that the celebration of Holy Saturday was on the 15th. Perhaps the 
correction of the date, from one testimony to the other was not accidental, but on purpose. Nothing was more 
topical to Garrett than including the theme of the romance in a context of a paschal collection, also simulating in this 
case a narrative of likelihood, almost a mise en abyme between the poem and the circumstances of the collection that 
would then be transformed in some kind of catechism. We must recall that, two days earlier, on Holy Thursday, his 
daughter Maria Adelaide was also listening to at least one religious romance from the cook Joaquina, the one about 
the barque that would transport Jesus and His funeral cortege (a scene that is perfectly adequate to the collection 
period). It is clear that the abovementioned religious texts were not registered in these manuscripts without bearing 
the poet’s touch. They are no longer the "originals" sung by informants. But, obviously, for Garrett - unlike what is 
nowadays defended by oralists and traditionalists alike - the corrupted oral narration needed a touch to embellish 
them: his touch. 
 
There is no doubt that the poet’s insistence in reporting the circumstances surrounding the collection of these 
romances is nothing but innocent, but rather justified by such mise en scène, the intention to theatricalize poems 
beyond their narratives. These cases of religious texts referring to the Passion of Christ whose performance and 
registration so opportunely occurred in the Easter period of 1843 provided him this possibility. 
 
The collection - by his own hand - and the very act of performance, for Garrett, assume a meaning that he intends to 
pass on, as a supplement to the editing work to which he submitted the texts that he published or prepared for 
publication, thus offering the public only a seemingly natural scenario. 
 

                                                 
162 “Barca Nova” was published in the blog “O Retrovisor” by Vera Futscher Pereira.  
Url: http://retrovisor.blogs.sapo.pt. “Fonte da Cruz” was published in an article in the newspaper O Público, on the 9th December 2004. 
163 The reading of the manuscript raises doubts as to the correct toponymy. 
164 My underlines. 
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The Moor of the Pedras Algares (Portel): 
one of the last vestiges of Zudh (ascetism) 
in Gharb al-Andalus? 

Natália Nunes [ABSTRACT] 
 
The Islamic legacy in addition to the Arab and Portuguese documentary sources can also be found in several legends 
alluding to the Moors. Sometimes when information is scarce, the legends are a repertoire where survived the traces 
of the past. From the contextualization of the legend of the Pedras Algares, we have tried to give a logical 
interpretation sustained on the contents of the legend and in the religious-historical elements that make up the key 
of this interpretation. In this sense is it possible to put the existence of the practice of zuhd (asceticism) near the city 
of Évora, city where they were born some sufis of Gharb al-Andalus. 
 
O legado islâmico, para além das fontes documentais portuguesas e árabes, também pode ser encontrado em várias 
lendas alusivas aos mouros. Por vezes, quando a informação é escassa, as lendas constituem um repertório onde os 
vestígios do passado conseguiram sobreviver. A partir da contextualização da lenda das Pedras Algares, procurámos 
dar uma interpretação lógica sustentada no conteúdo da própria lenda e nos elementos histórico-religiosos que 
constituem a chave dessa interpretação. Nesse sentido, é possível colocar a hipótese da existência da prática de zuhd 
(ascetismo) próximo da cidade de Évora, cidade onde nasceram alguns sufis do Gharb al-Andalus. 
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Local Oral knowledge and Cultural Identity 
Vladimir Demirev 

 
In the national culture the processes of communication and interaction have their manifestations with a view to its 
components, their ethno-cultural nature in the past and their participation in cultural processes today. That is, the 
national culture is a valuable dynamic spectrum of cultural characteristics of different ethnic communities. Within this 
spectrum each of these communities is constantly striving to affirm its identity and this happens most often through 
the vital sustainability of folklore and its forms of life, at every stage of development of the community. 
 
When it comes to cultural identity correlated with folklore, in all cases it must be considered with a view to its nature 
and its function as a cultural heritage and in modern aspect, as an essential component of national culture. These two 
aspects include on the one hand religious, ethnic, and on the other hand regional and local components. 
 
Affirmation of cultural identity is a continuous process having a specific dynamic, correlated with the stratification 
changes in the function of folklore and its understanding as a cultural heritage, which is crucial for the intercultural 
communication. This communication takes place within the system of national culture - locally, regionally and at 
generally ethnical level between local and regional cultural variations, between ethnic communities and at 
transnational level in various innovative forms. And quite naturally this has a significant impact on the dynamics and 
nature of the identification process. 
 
Correlated with the specifics of folklore as a cultural system that exists through its regional variants, is the urban 
cultural identity in which key markers are the ethno-religious characteristics of population. 
 
In this regard are the manifestations of cultural identity of different ethnic communities living in a settlement, tied to 
the mechanisms of intercultural communication and to the understanding of otherness often with the decisive role of 
an “us and them” attitude. It is productive precisely in the direction of self-affirmation while communicating with 
others and the perception of them in the context of the knowledge of oneself. 
 
An exclusive determinant in these processes is the local knowledge that builds the folklore history. This is not a 
documentary history of settlements. The folklore history represents preservation and transfer of historical 
information by means of the folklore tradition. This history is not tantamount to ethnic history. It is the history of the 
ethnos, understood through the folklore culture and its value system165, which is the exclusive determinant of the 
significance of an event or person. 
 
Local knowledge represents a wide spectrum of multi-faceted and multi-layered information. Determining therein is 
its orderliness of life and reproduction in any particular time and particular historical situation. In local knowledge is 
encoded an inherited cultural text which role is decisive for the dynamics of reproduction of this knowledge. What is 
more important, local knowledge is a semantic equivalent to the needs of its bearers according to their value criterion 
for significance. In this sense, it is the basis for construction of the folklore history. 
 
In order to illustrate these processes I shall examine the specifics of local knowledge interpreted in the concrete part 
of it, still existing in legends and stories that form the basis of the folklore history. And this is quite logical, taking into 
account their place and role in the system of narratives166. In some of them dominant is the vision of the world and in 
the others main core is a specific local knowledge with its function as people’s history.167 
The materials upon which observations are made, is taken from the Sliven region as a whole and from individual 
settlements in particular. 
 
The toponymy 
Toponymy is a very active core in the processes of identification. The countryside names in the lands of the villages 
have very consistent dynamic relevance to the still existing cultural and historical information, which is crucial for 
self-identification of the urban community. Therefore it is important to reveal the extent of this relevance and the 

                                                 
165 T. Iv. Zhivkov. The Folklore History – In: Folklore and Present. С., 1981, p. 118-124. 
166 Ibidem, p. 163. 
167 Ibidem, p. 160. 
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function of local names on one hand, as a kind of depot for storage of that information, but also as a kind of dynamic 
inducing factor in its reproduction on the other hand. And one more significant thing is the active participation of 
toponymy in the utilization of the ethnic space168 and in organization of the cultural space. 
 
In view of the dynamics in forming names in linguistic and cultural aspects, there is a kind of stratification and 
upgrading depending on the historical situation and the adequate topos reflex in it. It comes to mastering the space 
and its understanding by the principles of the own worldview of each community, local, ethnic, religious. In these 
principles there is woven wealth of knowledge, stored and carried over the space for its utilization. In it there are all of 
the inherited and preserved labour and ritual practices, subordinating and subordinated to any specific geographic 
environment and to the striving to its transformation into a cultural space. That is, the needed cultivation of the 
natural, the transformation of the profane features into cultural ones. 
 
Natural characteristics "speak" the language of those who communicate with them and "work" according to their 
specific needs. Or in other words, they are understood according to their concepts, and practically modelled to meet 
these needs. 
 
It can be said that in this process there is a certain cycle, repetition and renewal, brightly manifested in the toponymic 
system. 
 
As everything that had turned into a stable feature of the cultural system, the creation and affirmation of toponymy 
is a long process with encoded dynamic information from each stage therein, transforming the topos into a cultural 
text. Its multifacetedness provides an opportunity for a different approach to its reading. Local knowledge, woven 
into legends and stories having direct relevance to the sacred ritual cycle, is one of those opportunities. 
 
It is natural that the starting point is the specific name and its variants - the earlier and the subsequent. Of course, its 
etymology, and the possible link with still existing local knowledge. 
 
Different motives form the basis of storyline-formation, but the main carriers of this knowledge are legend and 
tradition. The storyline-forming common motif concerns a hidden treasure. Especially when it comes to sacred 
toposes whose cultural text takes us far back in time. Usually they get names according to the local toponymy and 
their particular position and variants of existence in the local area. And also by a specific toponym (sometimes also in 
variants) there is indicated the location of a hidden treasure. But often sacredness is wrapped in another, subsequent 
storyline layer (and often in several layers being in tight dynamic interaction), which mediates between the 
sacredness and the still existing in local knowledge, but it represents a motivation of this sacredness and its 
understanding in a synchronous plan. 
 
In the village Orizari, near Tvarditsa, Sliven region, there still exists a toponym Zhelevi (Zhelyuvi) stones. According to 
local story, the name is associated with a local resident named Zhelyo that had there a farm or an inn near the road 
that passed away. Local legend explains about the stones and their formation: "I have heard that there is a sign. 
There is a kind of couch on one of the stones. Also I have heard about the giant’s ass. Krali Marko (Bulgarian epic 
hero) had a fight with the giant and killed him, the giant felt and splashed into pieces, forming the scattered stones 
and they call one of these stones “the giant’s ass”, it looks like an ass"169. “The sign” is about a hidden treasure, and 
there was lying on that couch Valchan Chieftain (again according to local legend) and watching who was going on the 
road and sent his hajduks to rob passers-by, especially the treasury. 
 
So far there is a legend and two stories motivating the existence of Zhelyuvi stones in the local knowledge. It should 
be noted that they belong to different layers of this knowledge. 
 
But there is also another type of motivation regarding their place in the local cultural tradition - here were conducted 
old rituals and celebrations that took place out of the village, mostly by young people during Great Lent and 

                                                 
168 A. Kaloyanov. Ethnic utilization of space, reflected in Bulgarian Folklore (Wallachian land and Bogdanski). - In: Problems of 

Ethnographic People’s Spiritual Culture. S., 1989, p 75; A. Kaloyanov. Pirin Mountain in Bulgarian Folklore. The problem of the ethnic 

utilization of space. - In: Problems of Bulgarian Folklore, p. 8. C., 1991. Bulgarian folklore in Balkan and Slavic cultural tradition, pp. 

168, St Dzhivterova. For a model of ethnic utilization of space. - In: Ethnicity and Mentality. C., 2004, p 49. 
169 Vl. Demirev, V. Dechev, N. Todorova. Folklore History of Tvarditsa area, p. 12-13 
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conducting of local games (nearby is the former village dancing ground), lighting of bonfires on the first Sunday 
before Great Lent, and other all-village feasts. 
 
A generic story keeps memory of its predecessor Zhelyu as the owner of the place where was his farm (inn). Back in 
the local sequence is Valchan Chieftain and his treasure possibly hidden there, about which there is a "sign". In this 
sequence follows the story of "the formation" of the stones involving Krali Marko. 
 
The presence of a treasure and of Krali Marko is symptomatic in the direction of sacralisation of the space. I shall 
recall the widespread Krali Marko toponyms on the entire Bulgarian ethnic territory, motivated by stories about him 
and the fingerprints of his horse, his dog, his attributes, stones, rocks, caves, mounds, hills, valleys, slopes, meadows, 
barns, mills, gates, chairs (thrones), dinner tables, dishes, pans, springs, rivers, wells, fountains, tombs, treasures and 
more.170 It is not unreasonable to say that Krali Marko’s topos actively participates in the sacralisation of its 
(Bulgarian) territory with a view to its securing in the future. 
 
This apparent overlap of information (stories and festive rites) in relation to the quoted toponym gives grounds to 
continue following the sequence back with the idea to seek the reason. 
 
During the studies performed it turned out that, besides that rock formation, there are others, but formed by human 
intervention – throne, altar area with grooves, solar circles, passage in the rocks. 
 
It is likely that the described Zhelyovi stones complex is interrelated with the ancient solar cult of the Late Bronze and 
Early Iron Age.171 
 
And this "Marko’s" topos, motivated by a story, produces sanctity in the local culture and knowledge, but under a 
layer of the late name - Zhelyovi stones. 
 
When examining the rites in the village of Chokoba, it was recorded the name of an area “The Sharp stone” with 
variants Krali Marko’s steps and Krali Marko’s dinner table, Lozenski stone. In all three variants there is a meaning in 
particular context. Sharp stone, because it is a not highly elevated hill in the Eastern Sredna gora mountain 
dominating the rest of terrain, with numerous rocks on it - an adequately understood natural phenomenon in a 
particular visual plan. Lozenski (vineyard’s) stone is a later name and is associated with the former old vineyards 
around it. A Krali Marko’s stone (steps, dinner table) is explained by local story linked to the image of the brightest 
character in the Bulgarian heroic epos - Krali Marko. In this case there is an understanding in its own way of specific 
natural phenomena, but also of something else, in which a human hand as well had intervened in the old days. 
 
According to the story, Krali Marko stepped on this rock and sat down to rest, and there have remained after him two 
"steps" of superhuman size filling with rainwater; the place of his gun (crook), of his dog, where it was lying, and his 
dinner table (sofra) with the salt shaker. Those are all natural formations, understood through the character of Krali 
Marko.172 But is this all?! Upon the studies performed (ethnologic, folkloristic, later on archaeological as well) it 
proved that there is present a very old layer on which "settles" this character. The opinion of the famous Czech 
archaeologist K. Shkorpil also gave grounds for this: “As Proto-Bulgarian sacrificial places can be considered also the 
sacrificial places in Sakar mountain and the rectangular slab, carved in the rocky soil and known among people under 
the name of “Marko’s table” in the village of Chokoba in Sliven region.”173 
 
The "dinner table" of Krali Marko is actually a sacrificial altar - well-defined rectangular area by cutting on an area on 
the top of the cliff with peripheral outlining of the rectangle. "Steps" are small water reservoirs, possibly needed at 

                                                 
170 Български юнашки епос, СбНУ, т. 53. С., 1971, с. 780-813, 924- 
171 Вл. Демирев, М. Радева. Една хипотеза за култови места в Сливенско-предварително проучване. 

-В: ИМЮИБ, т. 25, Сливен, 2010, с. 330 
172 S. Tabakov. Attempt for a history of Sliven, vol. 1, С., 1911, p. 601; SbNU, 53, 1971: 930, 933, 934, 946; 
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Southeastern Bulgaria, vol. 6, p. 55-61. Here the Krali Marko’s steps and table (the place where the dog laid, and of his crook) represent a rock 

sanctuary complex with well-defined sacrificial altar (table). The place has a very active role in the local ritual culture; P.Banov. Memorials of sun 
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173 K. Shkorpil. Proceedings of the Russian Archeological Institute, vol. 10, С., 1905, p. 415 
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the time of sacrifice. To this day still persists the belief that the water heals and is "sacred." The whole rock is 
separated from the rest of the rocky terrain around by a vertical cutting with a strong vertical wall on the east-
southeast - purposefully outlining the cult space. According to the story, about 300 meters away, in one of the end 
village courtyards, there is a large rock (stone) which Krali Marko has thrown after his sister because he was angry 
with her.  
 
Following the model of folk rituals in the village, it became clear that this stone is related to some very important 
rituals from the local cultural tradition.  
 
Here are performed the rituals of young out of the village during Great Lent, especially around St. 40 Martyrs (Infants, 
Saints), they do ritual cleansing with water taken from the steps and tie "a sign" on close-growing dog roses. On this 
day people of the village also come and perform these ritual actions and take water for the sick. During Great Lent 
maiden girls start to perform the rites “Buenets” here - each girl that has reached the proper age, comes to this place 
on the morning of the “Thrimeroshka Wednesday” (first Wednesday during Great Lent), washes her face with water 
from the steps, ties to a dog rose a red sign (a thread) removed from her own clothes and then grabs hold of the 
“buenets” (round folk dance). This is an act of joining the ritual group with clear characteristics of consecration, 
fulfilling in this way her socialization. Here are also performed maiden games with ritual character: “Cut, cut the 
moon”, “Eryumenchi, pozlatenchi”, “Kalyo portalyo.” 
And another very important ritual - when a girl from another village becomes fiancee and daughter in law in 
Chokoba, they bring her to the sharp stone, wash her with water from the "steps" and tie a red sign to the dog roses. 
Brides from the village perform the same after the wedding - a kind of presentation (worship) to the holy stone of the 
ancestors and adopting people from another village as theirs fellow-villagers. 
 
Among local people still exist stories of old villages in the areas of Yurda, Kovanluka, Shehlari.174 
 
In the area of the village there are prehistoric settlement mounds, burial mounds and an ancient settlement. There 
were found votive tablets of the Thracian Horseman.175 
 
It should be further emphasized something else in which can be sought a connection between the considered 
toponym, the stories about it, the ritual situation associated with it, and the name of the village – CHOKOBA.  
 
The first part CHOK means a set. The second part OBA is an existing form in Turkic languages with one of its 
meanings "group of sacrificial stones in honour of the spirit of the mountain, sacrificial mound, stone mound." 
Sevortyan compares the quoted form with Mongolian OBU (OBO), which means "a group of stones where religious 
ceremonies are held to honour the spirit of the place”.176 Most researchers believe that the cult of OBO originated 
from Scythian epoch. The purpose of this form is in direct semantic relation to the described place, which has 
probably a sacral character. In support of this come the existing rituals associated with it. And the story of Krali Marko 
is the main informational topos producing this sacredness in local knowledge. It is therefore not without reason the 
opinion that visits to Marko’s stones today can be some remnant of worship to the stones in the past having a strong 
religious sense.177 
 
Another rocky massif, in Tsigumilka area is located on the highest point near the village Kozarevo, countryside of 
Tvarditsa, which offers extensive view in all directions. There is a large group of rocks in different natural formations, 
but with the obvious intervention of a human hand. On one of them is carved into the rock a saddle "watching" to the 
north with a small hollow in the middle. 
 
At the bottom of the saddle there is a small platform with elliptical body. 
 
To the right of the saddle, low, almost levelled with the rest of terrain there is a flat rock with wavy formations. 
 

                                                 
174 S. Tabakov. Cited Works, pp. 600-602 
175 V. Dyakovich. Reliefs of the Thracian horseman. Yearbook of the National Library Plovdiv, 1924, p. 138 
176 Z. V Sevoryan. Etymological dictionary of Turkic languages, Vol 1 Common Turkic and inter-Turkic basics on vowels. М., 1974, p. 399 
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According to local story, this saddle was formed when there sat down Krali Marko, the small hole in it appeared when 
"he farted", the oval body is the place of his "tsigumilka (violin)" and wavy flat rock has received this form, since then 
"his horse was rolling" there. “Where he farted – there is no way not to retain water when it rains. Well his violin was 
also painted this way. The dog had its dog step. There is aside a place where his horse rolled.” 
 
The presence of an apparent processing of the rock - cutting of seat (throne), platform with an oval hole which holds 
water, covered alcove, leads us to the suggestion that perhaps this is about an old cult place made meaningful 
through the story of Krali Marko. But the main name of the place, the “Tsigumilka” does not indicate directly the Krali 
Marko’s topos, but in the context of the notion of a situated attribute of him. 
 
I believe that these examples are a good illustration of multilayer information stored in a particular toponym and of 
the dynamics of its acquisition and reproduction according to the concrete chrono-cultural situation. In this regard we 
can say that the "Marko’s (Krali Marko’s) toponyms" always have its explanation in stories and almost always beneath 
them stands an ancient layer, which is interrelated with a certain degree of sacralisation of space. 
 
The settlement 
A very active position is the local knowledge of old villages and dynamic utilization of space in their relocation for 
various reasons. Actually, these are stories about the villages and urban toposes. Almost every present settlement 
has on its territory from one to several toponyms that build urban folklore history. 
 
There are different ways for indicating with names. The most common is the name Yurt, Yurtishte, Yurtluka in the 
sense of ruins, remnants of a settlement. Another way is the name of the ancient settlement that is stored in local 
knowledge, but now with the function of a toponym. And the third way is to indicate the site of the old settlement, 
but indirectly in the context of the approved name of a particular area. In all three cases there is underlying 
information involved in building local folklore history. 
 
Usually by the name Yurta and its variants is indicated the place of a very old settlement, which has no-stored 
knowledge of its name and everything associated with its existence. As an option of antiquity most often they refer 
to "Roman times." Next stage of antiquity is "Turkish time". But there are available more concrete evidences in the 
information about people, farms of beys, pashas, sultans and settlements associated with them. While "Roman 
times" is linked more with coins found in the area, fragments of ceramic household and construction ceramics, 
"klyunks" (ceramic water pipes), stone walls or with stories of hidden treasure. This is about settlement toposes and 
not about fortress ones, whose occupy a separate position in the local knowledge. 
 
Of course, in the name of Yurta there is also present the dynamics of continuity in the information about time layers 
bound by it. It is not uncommon that upon a "Roman times" kind of existence of the settlement to find situated a 
settlement of a later date. Near some settlements there is Upper and Lower Yurt - two places of old settlements. 
 
Indicating settlements through the preserved name of the former nonexistent settlement, but with the function of a 
toponym is a commonplace in the toponymic system. 
 
In the villages of Topolchane and Kaloyanovo is a toponym Doresh (Dorek) and also Doreshka River. In the local 
knowledge Doresh is a former city. During soil treatment there were revealed traces of walls and pottery. Toponym 
Yulyun city is near the village of Gavrailovo, where while planting vineyards were found large pots (pitosi), ceramic 
fragments, etc. Ulin city can be also found near the village (residential area) of Kozarevo, where there are remains of 
walls and ceramic fragments. According to a legend, the city was destroyed by the Turks by mistake: "About Ulina 
city I’ve heard this. I’ve heard this from my grandfather. They came to destroy the city of Maglizh. Ten kilometers 
from Ulishtitsa they lost their way because there was a big fog and they could not see Maglizh. And they saw this city. 
They never had plans to destroy it. However it had a fortress above – called Gradishteto. There were two crippled 
women. And while trying to get the crippled women in, and not being able to close the fortress, they came in and 
destroyed the whole city. Instead of Maglizh they destroyed our city.... There was a big church. The bell was fifty 
meters from the road, and all valuables and icons from the monastery, the monks managed to put them in a well, it 
was 14 meters deep, and the bell was bronze. There was a tunnel cut. There were only five or six monks to rescue 
themselves. All others were killed. And the place where they rescued themselves is called Kalugerovo (Monks’) 
meadows. They passed through some tunnel. I’ve heard this from my grandfather, I’ve heard this from treasure 
hunters. There are treasure hunters going there." 
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Near the village of Gergevets there is Gyuchmya area that is indicated as a village, from which after displacement has 
been formed the current settlement. But the area named Gergevets also exists below the village of Topolchane. This 
is the first alleged Gergevets area. Major sign for the dynamics of migration from the old to the new settlement is the 
preserved spring time ritual - Mummers in the current village situated in the surroundings of settlements not having 
mummers, and all of the surrounding villages call the people in this village "Mummers". Explanation comes from the 
first place of this settlement - Gergevets near the village of Topolchane - where the Mummers ritual is typical for the 
culture of all villages. That is, the identity of the people in this village, despite its double relocation into a new ethno-
cultural environment, is recorded and affirmed by the knowledge of the ritual of mummers. 
 
Many stories still exist about the start of settlements. A common story is about the formation of settlements near a 
Turkish farm, which bears the name of a specific Turkish bey and with which is associated the old name of the village 
or of the area where it was founded. 
 
In a story about the village of Tursunliy (Samuilovo) it is said that "there was a farm Tursun Bay. When Dibich went, 
several families went from Shivachevo with him, a dozen, they came here with him to the farm, and so he accepted 
them and protected them. This way the village was formed." 
 
According to a story, the village Bozadzhiy was in Skobelevo. Here existed a Turkish farm - the Turk was called 
Bozadjii and around his farm was formed the village. This was also the way the village of Dzhinovo was formed. 
According to the story, "Dzhin-Ali, the farm-hand of the bey was poor and escaped with the bey’s daughter, and he 
sent to capture them. They caught and killed her, but could not catch him, and after a few days the spirit of the farm-
hand Dzhin came and began to set on fire the farm. When they found her murdered it was after that arson was 
happening." This explains the old name of the village. Mehrem Bey is the old name of the village of Staro selo, 
formed around the farm of Mehrem bey. Many other settlements, according to local stories, were formed this way 
and kept their names until they were renamed. 
 
This kind of stories is common as knowledge about places where settlements were formed. Almost always they are 
associated with a specific happening that motivated the choice of location for a settlement. 
 
In this regard there are of interest the stories telling the reasons for the relocation of a settlement from one place to 
another, the old location staying with its name in the toponymic system. 
 
Near the village of Gradsko there is an area called Yurendzhik gully. Once the village was situated at that place. But: 
"There came some kind of infection in this village and people made some fence around the whole village to stop the 
plague. But they did not succeed and that is why they decided to move away, they burned the clothes, set on fire the 
inventory, and their naked bodies not to be seen, they decorated themselves with verdure and came here. There 
were meadows here and they formed the village." The name of the place has remained Yurendzhik gully (Oren - 
demolished, thrown down, ruined - for a wall, wreck178 and in this context - in this case – a demolished fence), and the 
name of the new village remained just Yurendzhik. There are clearly explained the reasons for relocation of the 
village, as well as were described the ritual practices to secure against the disease. Such protective ritual practices are 
common in various variants in the traditional culture. 
 
The foundation of the village (town) of Tvarditsa is associated with an enhanced relocation dynamics and many 
toponyms. First, people were staying in the area Krastaveya, but it was very dry there, no water and they settled near 
the Road, but many robbers were passing there who attacked and robbed them. For that reason they moved to the 
Chakalare area, near river Blyagornitsa. But here also, according to the story, a problem arose - there were many 
snakes. "Many children were strangled by snakes. A woman tied the cradle and went digging her land, and when she 
returned the child was strangled. This woman was nursing and snakes search for milk." The reason for finally leaving 
this place was a story about a woman who spun and baked bread, and then saw a coiled snake on it. "And after that 
they decided to search a solid land. There was a rill and they went to the river and found the place. They settled 
exactly on this place, on both sides of the river." 
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It should be emphasized that the model of moving the village because of snakes is very topical in the villages of the 
municipality of Tvardishka - Orizare village, Chervenakovo village, Sborishte village. Village (city) of Kermen also has 
relocated because "they were pressed by the snakes", but before that they had abandoned their village located near 
main road where were passing Kardzhalii (brigands): "Kardzhalii road - I've heard from old people that Kermen and 
Bikovo were one village, but when Kurdzhalii passed by, they assaulted the village and then they split – they run away 
from there not to be assaulted. Kermen had settled around the Holes, but there they were pressed by the snakes and 
then they run and came here." Away from the Road (main road) they found a place for village of Strupets as well: 
"Grandfather Mihni told them when searching for a place for a village to find a place away from the Road." 
 
In Sliven Mountain there are two areas that are related to a specific event. 
 
One is Karandila. According to a legend, during the "great pestilential" (1812), part of the population of the city of 
Sliven escaped from the city and settled in an area where there was a spring Mahmoud bunar. And no one of the 
settled to this place did fall ill. Since then the place bears the name Karandil (Karandila), which literally translated 
from Turkish means no pestilence (no plague) - (kiran - pestilence, plague) and degil - negative particle no, not179. 
Currently the place is known as Karandila and the name of the spring Mahmoud bunar is forgotten. It is possible that 
once the notion of its water was as curative. 
 
The other is the Big and Small Morni dol (Pestilential gully), located west of Karandila, about 5 km. under Balgarka 
peak. There also, according to the legend, had settled part of Sliven fleeing population, but all died and therefore this 
place is affirmed as a place of the dead from the plague. 
THE GRADISHTE – (THE KALE) 
(ANCIENT FORTIFIED TOWN RUINS) 
 
The local knowledge about fortresses is very dynamic. Most commonly found names are Kale, Gradishte (City), 
Hasarya (Hasar, Asar, Hisar, Hisarlak), and less frequently Fortress. Sometimes the toponym for a fortress overlaps 
with the name of the locality in which it is located and sometimes with the name of the fortress stored in local 
knowledge. And everything is explained through legends and stories in the local folklore history. 
 
Usually there are still existing stories about the creation of fortresses (rarely) and their takeover, capture by an 
opponent, i.e. about their beginning and their end. But it seems that of particular concern is the situation of their 
takeover, not only because of the proximity in time, but because of their relevance to the concept of belonging to 
“us”. In most cases, though "Roman times" was dominant, fortresses are considered "own" by the local population, 
and in stories are told different versions of their conquest by the Turks (Tatars). I will offer just two examples. 
 
About the Gradishte (fortified town) near Tvarditsa it is known: "Once there were Tatars. Tvarditsa population was 
attacked and Tvarditsa population was running and went hiding behind the wall and Tatars gave to one woman 
money, and she cried, "Tatars, Tatars, black Turks, not only tie their pants in front, but the back is tied as well!" Thus 
to let them know to go back to take the Gradishte. She betrayed them. This was done in Turkish time. People were 
building walls of stones to hide." 
 
For the Gradishte above the village Kozarevo the situation is similar: “There were two crippled women. And while 
trying to get the crippled women in, and not being able to close the fortress, they came in and destroyed the whole 
city.”  
THE MONASTERY 
 
Monastery has a very high position in local knowledge. The related to it history is entirely tied with the "Bulgarian". 
Christian and Bulgarian are into one whole in the local knowledge. And perhaps I should say that the determining role 
in it plays the so-called folk (domestic) Christianity, representing strong symbiosis between Christianity and the 
folklore culture on a household level, which has become a basic model of understanding in local knowledge. Crucial in 
the development of this model are the relationships inherited from the time of Ottoman rule and all their 
manifestations in ethnic and religious aspect. Especially as ethno-religious reflex of the Bulgarians of that time. 
 

                                                 
179 Ibidem, p. 299 
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The monastery is the sustainable topos in this reflex. Knowledge of the monastery and its destruction is the main 
motif, which reproduces specific information. 
 
Highly determining influence on the activity of a monastery has the centralized organizing role of the existing sacral 
macro-toponyms Mount Athos, Cross forest and, as it is in Sliven area, Little Mount Athos. The knowledge preserved 
about them as Christian cult centres, is the main stimulator in the process of affirmation of the vitality of the 
"monastery" as a core in space. Moreover, these sacred macro-toponyms are markers in organization of the generally 
ethnical space and are a kind of intermediaries between it and the regional space in the model of utilization of space 
through the nomination of the most important sites in the context of the mythological concepts. 
 
The most widespread knowledge is about the existence in space of a monastery or a church in real terms and 
functions. In many cases it is indicated the exact place in real space with presence of traces of buildings foundations. 
But the most important for the preserved stories is the time of construction of monasteries, their patron saint 
through the celebration – gathering, that was going on here, and in many cases was restored later and today. 
 
A core of these stories is the knowledge that the monasteries come from the time of Bulgarian kingdom and 
sometimes with even greater specificity, as it is in the village of Rakovo, that they were built during the rule of 
Asenevtsi kings, or after Tarnovgrad conquest by the Turks and the expulsion of the clergy from there they erected 
monasteries in this area. And logically again a dominant position has the macro toponym Little Mount Athos, which 
is also known to be built by Tsar Asen II.180 There are many monasteries related to it in the local stories. It is known 
that there was a big monastery in the current village of Sotirya, and even an assumption exists that it was the main 
monastery. Perhaps a part of its complex is the existing now "vris" (spring), whose water is considered curative and is 
called St. Petka. This is also the name of the church here. To this day is preserved the practice, with few interruptions, 
the on St. Petka’s Day here to organize a festival with all its inherent elements of a religious celebration. 
 
In the valley of the Monastery River there is a big monastery, traces of which exist even now, where, according to a 
legend, there was held a big gathering on "St. Constantine and Elena’s Day."181 
 
A gathering with all the elements of religious celebration is held ever since in the area of Theodore’s ayazma (holy 
spring) along the Monastery river on St. Theodore’s day where there was a church. 
 
Again, along this river, on the south-eastern slope of the hill Barmuka there is a place name “Monastery” or "St. 
George", where, a story tells that there also was a Monastery and a gathering on St. George Day. At the southern foot 
of this hill by the ayazma (holy spring) of Holy Trinity, according to the knowledge of older people cited by S. 
Tabakov, there was a temple or monastery from the time of the Bulgarian kingdom.182 
 
To the south in the area Keshishlikya even today operates ayazma (holy spring) whose feast is on the Holy Cross Day. 
Its name is “Krastovoto”. Almost without interruption is preserved and reproduced the tradition of visiting and 
performing ritual actions with water - washing, drinking, leaving a gift and a "sign". The story says that in the region 
there was a monastery whose 300 monks were killed by Turks183 
 
It should be emphasized that it is definitely established the model of the relationship of ayazma (holy springs) with 
the monasteries of Small Mount Athos in Sliven Mountain. This gives rise to the assumption that the construction of 
these monasteries was carried out near the many ayazma in Sliven Mountain, which determines its sacred 
character.184 In the same context also stands the semantic identity ayazma (holy spring) - Monastery, resulting in 
calling the ayazma "Monastir".185 There are many stories about ayazma and their healing water. 
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I will offer just one example from the many. Near the large spring Kush bunar (Birds well) on the crest of Sliven 
Mountain once upon a time on Transfiguration Day (6 Aug.) there was a big gathering at which people came from far 
and wide because of the extraordinary qualities of the water. Because of it here came known Turkish leaders.186 
According to a legend this spring water is healing and of transforming power. So, senescent eagles bathed in it and 
rejuvenated. 
 
Preserved is knowledge of the existence here of an old church built (according to a story) by Ivan Asen II, probably 
part of the complex of Small Mount Athos.187 In Kush bunar valley, south of the spring is located a medieval fortress 
as well.188 This is the largest hajduk gathering in the Sliven mountain.189 It is an obviously impressive overlay of 
cultural and historical information in the knowledge of the place, which gives it a leading role and position in the 
organization of space in the area and participation in affirmation of an established identity. 
 
In this context I would note that many stories about the monastery treasure represent in a definite way the sacred 
vitality of the topos Monastery. For almost all non-existent monasteries there is a still existing knowledge about 
hidden treasure.190 Monastery treasure has a sacred character, providing high status of the monastery, understood in 
folklore history as ethnic treasure. Still in this sequence is the other presentation of the Monastery in folklore history - 
royal kingdom and royal treasure (along with the stories about it) with a clear focus on the Bulgarian kingdom. The 
knowledge about a treasure of Bulgarian tsars produces the sacralisation of the ethnic territory and secures the 
future of the kingdom. 
 
In the same context are most of the stories about the hajduks in Sliven, a defining feature of this region. A basis for 
the very rich collection of such stories is the dominant phenomenon of hajduks in it. So far have been collected and 
published more than 150 stories about the hajduks. In most of them the focus is on the hajduk treasure because of 
the understanding of the hajduk in folklore consciousness as ethnic warrior.  
 
The active position of knowledge about Bulgarian treasure in its variants of royal, monastic and hajduk, is based on 
the need to reproduce ethnic memory through mechanisms of folklore history where myth and mystique have a 
function. Object that can not be found, the hidden, is the treasure around which turns and focuses the ethnic 
mythological and poetic complex. The presumption of the existence of hidden treasure makes it one of the codes for 
utilizing the ethnic space. Treasure marks it and its withstanding requires impossibility to be found in terms of 
protection of a sacred mystery. The opposite means that this space is threatened. So knowledge for treasure is the 
needful myth and reality of the folklore fact with a function of productive core in the ethnic code. 
 
And since there basically it comes to the function of local knowledge regarding the affirmation of a specific identity, it 
can not be ignored the preserved content about sacred toposes associated with Islam. 
 
There are many examples of sanctity dynamics, driven by local knowledge. The most prevalent in the folklore history 
is the topos “teke” (Islam holy place connected to Alevism) in various phonetic variants. Specific in this regard is the 
legendary story, telling the history of the teke on the St. Iliya Heights and of the teke near the village Kasamov (now 
Chintulovo village) near Sliven. In it there is an adequate to the historical situation dynamic version of motivating a 
sacred topos, correlated with the sacredness of Christianity and Islam through the motive for forced change of faith 
and development towards the death of heroes, "flushing" of spring curative water, construction of teke, then 
"inverted" into chapel and monastery, affirmation of the sanctity of heroes, upgrading of the monastery and 
construction of building on the foundations of the Teke - medical tomb of a Christian saint and the miracles 
associated with its super qualities. 
 
It is obvious that in this case is interpreted a whole complex of preserved historical and cultural information, ideas, 
beliefs, religious practices, religious relationships, mytho-poetic thinking in view to the active interaction of sacred 
toposes in their role as cultural centres. In this function are manifested some very important attributes: bearers of 
multilayer information - cultural, historical, and religious. Activating the reproduction of this information. Catalyzing 
the process of affirmation of an established identity. 

                                                 
186 S. Tabakov, works, pp. 350- 351; Deliradev, P. Contribution to the historical geography of Thrace, vol. I, С. 1953,226 
187 Shkorpil, cited works, p. 77; P. Deliradev, cited works, p. 266; P. Banov, cited works, p. 53 
188 P. Deliradev, Ibidem, p. 263; P. Banov, Ibidem, p. 63 
189 Vl. Demirev. Hajduk – myth and history. Sliven, 2006, pp. 183-184 
190 Vl. Demirev. Treasure and folklore history. Sliven, 2006, pp. 25-34; 122-127. 
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These characteristics motivate the active position of local knowledge with its specific type of historicity in whose 
orderliness the determining is not the consistent adequacy of events, but the attitude to what happened and what is 
happening. Therefore, the reproduction of the information is nuanced according to its cultural paradigm, 
representing largely a dynamic spectrum of multidimensional local knowledge constructed in the context of ethnic 
history. 
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Traditional Performance and Contemporary: 
audiences perspectives 

Isabel Bezelga [ABSTRACT] 
 
 
TRADITIONAL PERFORMANCE AND CONTEMPORARY WAY OF LIFE: AUDIENCES PERSPECTIVES 
The Brincas of Evora case study made possible to understand changes in the senses, functions and roles played by 
traditional performances in the communities where they occur.  
Old and new audiences carrying distinct characteristics and motivations about that. Research  dialogues and 
interactions let us to recognize the valuable contribution of traditional performances by reaffirming identity and local 
development. 
 
Keywords: Traditional Performance; Heritage and Identity; Community development 
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Connections with supernatural 
 in the area of Crecente, Galicia 

Liliana Estevez 
 
SUMMARY 
This paper aims to showcase a part of the beliefs of our people, a piece of our cultural memory in danger of becoming 
lost and part of our identity. 
 
Throughout the area there are stories featuring strange characters related to the supernatural world, although 
entirely real for the informants. The most recurring one is the Tardo, a mischievous, small-sized being who, like 
Demos or Pecados, enjoys having fun at the expense of others. In order to get rid of him, it is important not to be 
afraid. There are also stories about the Santa Compaña or Xans, processions at night foreboding death, as well as 
about witches’ spells, the supernatural power of crossroads, the howling of dogs and fairytales about magic charms 
and mouras. In all of them we find Christian elements deeply intertwined with pagan ones. 
 
The supernatural is also involved in a number of diseases, such as tangaraño (which can be driven away by some 
women with prayers of a rather pagan nature) or shingles, believed to be difficult to cure without the help of this kind 
of incantations. 
 
INTRODUCTION 
The memory of a people is not often written but it is most faithfully included in their stories, songs , folklore and 
popular tradition.  Nevertheless this memory with the passing of time and the arrival of new customs may run the risk 
of disappearing. 
 
Unfortunately there is a great deal of literature that cannot be recuperated today.  It is on the way people talk where 
they best express their worries, affections, work, celebrations and through them,  we can understand better the 
culture of a whole nation.  If we underestimate the importance of our popular culture we distance ourselves from our 
roots. In this particular case, I focus on the people of the small town of Crecente, in the region of Galicia, Spain. 
 
Today the mass media do not help much. Our popular culture has long been eclipsed by foreign cultural products, 
such as music and cinema from English-speaking nations. This can only be overturned if we all get involved in the 
conservation of our local cultures. This paper attempts to show a small part of the collective beliefs of a small  
community to help us reflect on the importance of folklore in the making of the collective memory of a whole 
community. 
 
I will use recorded data taken between the years 2005-2012. The group of informants, all over 60 years-old and 
enjoying a healthy life were born in Crecente and have always live there. 
 
None of them have emigrated so they hardly have had any significant exterior influence, although some of them 
have been in contact with people who have travelled outside the village. They keep fairly intense memories of real 
events, of situations experienced by themselves or their families or neighbours and  by reliving these events with 
their own words they become part of their collective memory. 
 
CRECENTE 
The council of Crecente is located in the northwest of the province of Pontevedra (Galiza) on the right bank of the 
river Miño (opposite Portugal) in the Paradante region. With 57’2 km2 and an average of three entities per m2  it is 
distributed in eleven parishes which are: Albeos, Ameixeira, Angudes, Crecente, Filgueira, Freixo, Quintela, 
Rebordechán, Ribeira, Sendelle e Vilar  which are then subdivided in small neighbourhoods. In the census taken in 
2011 there were 2533 people; if we go back 20 years, to 2011, we can see that the population has dwind led to half. 
More over the population is scattered all over with a negative natural increase. 
 
Their economy is based on the primary sector. Farming is the most developed activity. Often part-time, it alternates 
with other occupations and helps in the family economy. Today the main crops are wine and corn in a smallholding 
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land. Cattle raising and fishing are not so productive here as in other areas and they are kept as a sub-sector 
dependent on the farming. 
 
Crecente is consequently a rural council with  quite set apart small entities of population surrounded by forests.  
 
SUPERNATURAL CREATURES 
All over the council we are going to find strange characters related to mischievous or frightening beings that are 
going to be known through different names, although  in most cases it refers to the same character. These beings are 
called supernatural because talking from an objective point of view, they are not real, but for the informants all these 
stories really took place; either because they were experienced by themselves or by a member of their  family or just 
an acquaintance. These events are backed up with antroponyms, names of people that used to live or still live there 
(Maria, Nieves, Graciano) and toponyms, names of the specific places where these events took place  (A Ermida, 
Guillade, A Rochela)  and stating the moments of the day. (at night, in the evening). It is not the aim of this research 
to question or deny their beliefs but to respect them as such. 
 
THE TARDO 
It is the most important because it is the one from which we have collected most anecdotes.  The tardo is a sort of 
demon or goblin which has the ability to change its shape. It is a figure that appears all over Galiza. Even Xaquin 
Lorenzo writes a book about them (O Tardo, 2004) basing his research on data he collected from oral tradition in the 
land of Loberia, to the south of the province of Orense and on the border with Portugal, not very far, on the other 
hand, from the council of Crecente, in this case our object of study. The Tardo is characterized for coming out at 
night. It is afraid of  the light and it is a harmless creature that only gets a kick out of  playing tricks on people, 
sometimes not funny but without any further significance. It is usually a good scare but that is all. 
O Tardo according to the Dicionario de seres míticos galegos (1999:232)  it is described as follows: 
 
“it is small, hairy, with a lot of teeth, greenish and black round eyes.(…) It installs itself in human homes making its 
entrances invisible to the human beings and it stays away from animals, especially cats and dogs which  are able to 
see them better than we do (…) It is coward and very easily scared. It runs away from those that could hurt it and it 
humbly begs for mercy whenever it is in a difficult situation(..) Moreover he plays tricks pretty much the same as the 
trasno or the diaño burleiro” 
 
Xaquin Lorenzo mentions several tricks to get rid of the Tardo such as pulling  
his hood back, making it spill a bucket of water and once it sees it is not able to mop it, it runs away. Also keeping it 
busy with household chores…. Depending on the council area there are two ways of getting rid of the Tardo.  X. 
Lorenzo mentions as the most effective one leaving near it a wicker basket with seeds such as corn or beans to keep  
it busy counting them.  Counting is something The Tardo likes but it is only able to count as far as ten so it spends the 
night starting over and over again. In other parishes people do the same tricks but not because of the Tardo’s lack of 
mathematical skills but because it has a hole in its hands where the grains or seeds get through and this way he loses 
track of his counting and loses.  
 
Besides to get rid of the Tardo one must not be afraid of it because as soon you are aware of who it is, it vanishes. 
There was another way which was saying a little prayer while you tightened your fist doing the fig sign, which 
consists of closing the fist and putting your thumb in the middle, that went: “Jesús, dulcísimo nombre de Jesús, si es 
el demonio vete al infierno” (“Jesus, sweet name of Jesus, if you are the devil go to hell”.) (Informant: María, 72 years 
old, Filgueira) 
 
The Tardo was also considered a household member, since any unfamiliar noise during the night or any mess in the 
kitchen were blamed on it. All the informants claim the existence of this creature but they also stress the fact or idea 
that nowadays the Tardo doesn’t appear any more. They literally say: antes había moito diso, agora xa non”. “Before 
there was a lot of that stuff not any more” (María, 72 years old, Filgueira). One has to understand that one either can  
or cannot believe in tardos but these tales are long past by. They happened in a time with no electricity and when 
people are in the dark surround by shadows the imagination runs wild. In a certain way it is reassuring to know that 
any unfamiliar noise was caused by the Tardo since it could not do any harm. Sometimes people even made fun of 
the Tardo because in its willingness to count it shelled the beans that were left in the kitchen. Baskets of grain were 
even left for this purpose. This was the Tardo was busy and it did not play pranks around the house.  
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The familiarity with this creature was such that it was nicknamed paisano , (a friend) although sometimes it could be 
annoying for it would not stop doing mischief like throwing everything around in the kitchen (crockery and cutlery 
included)  and stop people from sleeping.  Also during sleep The Tardo would climb onto a man’s chest making him 
snore deeply or simply induce them to dark nightmares. One of these informants even said of his husband: “Antes 
Benito, non sabes? Antes roncaba moito,  cousa debida o Tardo, porque dende que lle deixamos un capacho de millo na 
cociña nunca mais aconteceu, e debulla, debulla, debullános todo o millo”. “Benito used to snore a lot before, 
something due to the Tardo but since we left a basket with corn in the kitchen he doesn’t snore anymore” (Cruz,67 
years old, Filgueira) 
 
Something peculiar to this council is that The Tardo used to shapeshift into the most  unusual forms to deceive 
people and get away without being recognized.  The  Tardo never lets itself be seen in its natural shape which by the 
way can only be sensed or guessed, for one could only get a glimpse of a figure running away  while making fun of 
people. 
 
Most of the time the Tardo shape shifted into an animal and at night and although it could frighten someone at the 
first moment once it was recognized, people even talked with it becoming then they themselves, the subject of 
mockery. That’s why people were not afraid, as they are now, of wandering on the own the hills at night. They knew 
that the only thing that could happen to them was for the Tardo to show up and then it would never go further than 
playing a prank. One it enjoyed best was shape shifting into a hen with its little chicks or as a ram to attract the little 
girls or as a horse to chase people or into different types of birds that would frighten people on their way to work 
because the noises it made were not the cawing of a bird. 
 
But not only did it turn into animals, elements of nature like oaks with branches swaying in the breeze would frighten 
children or it would transform into a stick and urinate on a man’s shoulder when it was being carried as firewood.  
Also  to make fun of women because when they picked it up as a stick to take it to the mill, they warmed its backside. 
This is one of the few occasions where the Tardo talks to people, because when they got to the mill and it was going 
to be thrown to the fire it ran away shouting: “Uhuhuhuhu, as mociñas do muíño quentárome o cu”. “The girls of the 
mill heated the bottom” (Cruz, 67 years old, Filgueira) It is clear that these kind of situations were its favourite past-
time. 
 
But in some occasions it  took the form of a person, dead or alive, and it is here when it becomes really frightful,  since 
at night it is difficult to tell if the woman  who prays  on her knees going around the church is the Tardo or a penitent 
making a promise. Or a giant who do not let young girls go to their homes because his legs were so  big that reached 
both sides of the road and they  must not be afraid and go underneath so he left and went to play pranks somewhere 
else. The Tardo even shapeshifted into several coffins that appeared at night giving thus a boy  who had run away 
from home a terrible fright.. 
 
The fact that the road the boy is following is close to the cemetery plays an important role, and the imagination of 
boy listening all the time to stories of this type must be powerful indeed. The Tardo could also pass as good bagpiper 
who plays his bagpipe on a Sunday afternoon something that it was not completely unusual. This is one of the few 
cases where it appears in daylight. And because it is not a festival then it must only be  The Tardo. 
 
If someone got lost at night everybody knew that it was the Tardo’s doing because  it usually misled people. Other 
option was impossible because  The Tardo  was able to make people take the wrong road. Something similar takes 
place in one of Xaquin Lorenzo’s stories: A man get on his horse which was actually The Tardo and  they travel in  the 
opposite direction without the man  realizing. 
 
THE DEVIL 
According to the Dicionario de seres míticos galegos (199:102) the devils are: 
 
“the spirits that the official religion consider of diabolic character, although  on inferior rank to the Main Devil, with a 
common origin. After the war among the angels ended the losers were condemned to hell. To carry out their 
punishment they descended the abyss in legions. When the tenth was filing out, Saint Michael, by command of the 
Virgin or because he was overwhelmed with the angels fate. He pronounced the words :“Sursum corda!” (lift your 
hearts). Suddenly the gates to heaven and  to hell were closed. The angels from the tenth legion were left haning in 
the aire and since then they wander around the world causing minor disasters.  They are the demos, demiños e 
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demachiños. From that time they have not stopped  playing tricks and pranks or at least we humans have no stopped 
defending ourselves”. 
 
The Demo is sometimes taboo and that is why other names are employed such a The Sin. Actually it is not very 
different to the Tardo because this one is a devil  who also likes to play pranks on people like changing the clogs to a 
man who is standing. Some clogs that were too small for him. This devil comes in daylight and does not stop crossing 
itself over. Again a way to get rid of him is to do the sign of the cross. “Talk to him and tell him: Non, o sinal da cruz 
non o fas” “No, the signal of the cross no do it” (Ramón, 80 years old, Rebordechán).  Then he runs away. In any case 
it is not usual that people talk about him in this area, in general it is substituted by the Tardo, and the figure of the 
Demo stays as the traditional one, the lord of hell, in its most religious image. 
 
A SANTA COMPAÑA ( processions  of the dead or souls in torment)  
The best known are the ones related to the vision of death, either  “acompañamento” accompanying, as it is here 
referred to as “The Santa Compaña”or procession of the souls in torment. At first they were seen on the other side of 
the river  like a procession of torches late at night. Then one could see souls stranded on the way between heaven and 
hell and they were condemned to eternal wander. To meet them did not always mean that one was the next to die  
but they came to punish us for our sins while you were alive by means of dragging you on the ground and not letting 
you sleep. Again people  stress the fact that today it does not appear any more. Funnily enough they blame it on the 
electricity. The lights on the roads do not let you  see the lights of the dead. But they think it is a positive thing. 
Despite the fact that all over Galiza  there are different methods of getting rid of the Santa Compaña, like getting 
inside a circle with a cross, nothing of this  is mentioned in this area. 
 
In the villages of Filgueira e Rebordechán the spirits that walk in the procession at night are called the Xans. The Xans 
are depicted in the Dicionario de seres míticos galegos (1999:257): as 
 
“ghosts of people who are alive that is shadows or doubles, or astral bodies. They announce their own death. (…) If  
any living person runs into them and is the friend of any of the procession,  they take him  in the air to a different 
place without causing him any harm, if on the contrary he does not get along with any of them, then he is beaten up 
and dragged through blackberry bushes”. 
 
A tale tells about a man who was taken at nigh by the Xans, a ghosts procession, and he did not realizeit until his wife 
noticed he was cold when he woke up at midnight. As a solution to get rid of this it is to collect soil from seven 
cemeteries and put it inside the priest’s breast pocket when he is elevating in Mass. Similar tales all over Galiza are 
the ones with men that get caught in the blackberries bushes and stay there scared to death, thinking of a possible 
ghost that took hold of them. 
 
WITCHES 
Witches could be of two different types. To start with they were imaginary women that did not exist in real life and 
that spent their time playing pranks similar to the ones both the Tardo and the Demo played. But one thing is sure 
they never let themselves be seen for they worked through spells. 
 
For instance if the bulls did not walk their owners had to make a cross on each leg and this way the spell  or meigallo 
was broken. Or if one cow got lost in the bush   you had to say the rosary three times to break the spell. This was a 
mixture of pagan and religious beliefs influenced by the church to try to christianise certain ancient rites. 
 
At other times these witches were real women to whom you went for help to heal some illnesses or help you to find a 
solution to a problem or to harm any neighbour giving him “mal de ollo” or evil eye. If someone was drunk and could 
see or listen to ghosts, then it was attributed to  “meigallo” or spell because the alcohol had been prescribed by a 
meiga  and futhermore if she had placed herself at the crossroads “encrucillada” this was considered a spell.  
Futhermore Witches were able to speak other languages with people. To be precise to one who was Portuguese and 
ended up speaking Spanish. 
 
MOURAS 
In the Galician mythology, these women appear in most parts of the country and although tales about them are not 
very prolific in the council of Crecente  we have found some related to them. According to the Dicionario dos seres 
míticos galegos (1999:170) are depicted as follows: 
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 “Very beautiful and enchanted maidens who live in the fountains, castros, stones, dolmens and ancient monuments 
and castle ruins, that is, under the water or unde the earth(….) they are the guardian of treasures and wear wonderful 
garments”. 
 
The mouro is a goddess that spends big part of the year buried, to the equal that earn them. It IS an agricultural 
goddess that proceeds of some people that lived in the Galicia, that usually reflects distinct women to the ours, that 
at all have to see with the current people of the Arab. 
 
In every parish we find stones called “Pedras das mouras”,  with a hole inside for it  is there where they hide. Tales are 
told of men who spent  a lot of time by these sites waiting  to meet them and eventually they did. If a Moura  appears 
to you then you have the opportunity to choose between two paths. In  one you will find gold, but in the other one 
you will find poison. And the tale goes about many people who did not come back. They were captivated by the 
charms of these mouras that usually lead people astray. 
 
It is said that a Moura still haunts Fornelos castle, which is the only historical site left from the Middle Ages in the 
parish of Riberia. She is depicted as having a great beauty and more than one man captivated by her charms 
vanished. 
 
HAUNTED PLACES 
 
CROSSROADS 
Crossroad are chosen places all over Galiza where the devil could appear. That is why when one went past them, one 
had to do the sign of the cross over  and say  one Our Father prayer, especially if someone had died. In this places 
cruceiros (stone crosses) and petos de animas (shrines for the souls of the deceased) are plentiful, mingling this way 
pagan and religious beliefs,  a very common practice  since the  Catholic church had the advantage of  giving these 
pagan rites a religious significance. Hence these shrines could be a reminder of death on the road. Its origin could be 
the concern  that Celtic people had for the well-being of the souls in the Otherworld and where the purifying fire from 
the purgatory burns human categories. 
 
Many  a crossroad could be haunted so if you went past there at night, your hood could slip or you might listen to 
strange noises or far-away voices. So it was wise to stay away from these places at night but  during the day they 
were quite safe. 
 
FOUNTAINS 
The worship to fountains comes from ancient times. It is in the fountains were sacrifices and offerings were made. 
They were places for witches’ Sabbaths. Fountains transmit a  refreshing energy and there often dwell fantastic 
creatures such as the mentioned Mouras, birds, snakes… 
 
There are fountains scattered all over the council since this is a region where water is plentiful. Some of them are just 
places where water for homes is collected o where clothes are washed but some others are part of the folklore.  Even 
today many young people are scared to go past the Agro fountain (in Filgueira) the Parada (in Rebordechán) or the 
one in Quintela. According to traditional lore, something evil happened there. Some people talk about abductions, 
even murders so it is a habit when someone go past these haunted fountains to make the sing of the cross over. In 
many of them there is in fact a stone or wooden cross in order to sanctify the place and keep them away from evil 
spells. 
 
OTHER BELIEFS 
Besides the creatures above mentioned there were other beliefs related to death and the Otherworld. Whenever a 
dog howled it was taken as an announcement of death and everybody said a prayer on behalf of the deceased 
person’s soul. Black crows are also sinister sights. If they prowl around a house several nights in a row the owner of 
the house is certain to be the next person to die. 
 
Some people for some reason kept special promises.  The most common ones was to toll nine times the church bells 
at midnight come summer or winter. The worship to the death was very important hence the long wakes kept all 
night long. 
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The formation of Filgueira, the most remote parish in Crecente is somehow strange. Tradition has it that they used to 
liver farther away, at Miranzo, close to Ribadavia, but there was invasion of ants and they had to run away from there 
and settle in the village where they live today. In fact if we travel up there we can still see many abandoned houses. 
This event could be related to souls and animals transmigration; a traditional belief  in many parts of Galiza. Another 
tale about this place mentions the old hamlet Filgueira do Alen and about some inhabitants that moved to the coast. 
There is a legend of an old house where people used to take their old parents to die until one night two lads refused 
to do it when they heard their father say. “Meus fillos, deixame aqui, que é onde eu deixei a meu pai”. “My sons leave 
me here because this is the place where I left my father” (Ramón, 77 tears old, Filgueira) and they took him back 
home where he lived surrounded by love until the day of his death. 
 
FOLK TALES 
We need to include in this section two magical tales, where the only being that plays a part is an enchanted maiden. 
.By wonderful tale understand those in the that appears, of a way or another, the intervention of the magic. Usually 
there are proofs that surpass, Opponent that beat... And although the senior part of the times the context is real the 
succeeded afterwards only can be understood since the point of view of the imagination. 
 
The first tale is about a young woman that only leaves the house through a window in the evening and nobody knows 
anything about her. When a young man is brave enough to get close to her he falls in love with her but although she is 
beautiful and rich she cannot be married until a brave man endures her climbing  onto him and picks a flower from her 
mouth which transforms into a black snake, one of the most repulsive beasts. Moreover this test had to happen on a 
special day, in a January night, at three in the morning  with full moon. This is considered a magic night in most  
Galician mythology.  The lad, when this snake with a length of more than 10 meters gets close to him, he cannot 
endure it and runs away and the maiden vanishes for good. We are never told who causes this evil spell but it is clear 
that is something beyond this world, a  centuries’ old spell. 
 
The beliefs, legends and rites related with the snake, besides, are so abundant in Galicia that allow us suppose an 
ancient mythology . The cult of the snake appears documented in prehistoric monuments and still in literary sources 
of the antiquity. Usually they have more danger stop the men, since they are enemy of them and fellow of the 
women, and exists the belief that in Galicia there are several species Poisonous that can arrive to kill. Always it is 
considered how a bad bug. 
 
The second of these tales is about a lady dressed in white who comes into the paths at night. A man cannot put her 
out of his mind go along this path every day to see her until he ends up falling in love with her. She calls after him and 
encourages him to jump into the river what he eventually does and disappears   and is never seen again. 
 
In none of the cases the final is happy, so to the contrary of the that succeeds in the childish tales these are more 
realistic and no always the love wins all the difficulties. 
 
REMEDIES 
There was all over the region of Paradanta the curse of “correr o tangaraño” which was a kind of childhood disease . 
Children were affected by the evil eye and faded away and got wrinkled and did not feel like eating any more. Not 
even they were that, in a lot of cases, to hold  standing. To get rid of it, two young unmarried ladies had to say prayers 
by  the child’s side. Besides this,the prayer could be accompanied by some magical words to exorcise all kind of aires 
(witchcraft)  It starts Fencing off  envy, evil gazes,  and spells from people that is alive, dead or condemned….that  in 
any case are the same symptoms. People’s main concern is for the dead or alive to wish you any kind of evil. This kind 
of curse is transmitted by air, hence the possibility of stopping it when passing through doors, windows and  
especially the most emblematic places such as crossroads, church doors and cemeteries. 
 
For the remedy to have the desired effect the mother had to attend Mass by all means and with the help of a “Our 
Father” or a “Hail Mary” the child was healed. Again pagan and religious beliefs mingle so I finish with a prayer. 
 
          María, córtoche o malraio, 
          envidia, bruxería, malas miradas, 
          malas vistaxes, olladas, 
          aire de vivo, de morto, 
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          de condenado, de amaneado, 
          de excomulgado, 
          muller mundana, muller viciosa, 
          aire de portas e de ventanas, 
          e de camiños, de encrucilladas, 
          de portas de iglesias, 
          de portas de camposantos, 
          todo o mal ghaio 
          deste conto sean cortados e desatados, 
          que deixen traballar a túa nai, 
          que a deixen ir a misa, 
          que a deixen botar súa vida, 
          polos dolores e desghustos 
          e dificultades. 
          Dios cho corte 
          en nome de Jesucristo 
          e o corazón de María 
          que estea na miña compañía, 
          acortade tódolos males 
         que ten María 
         para recoller o espíritu santo e a Virgen María, 
         un padre nuestro e un Ave María. 
 
         “María, cut the badly ray 
          Envies, witchcraft, bad looks, 
          bad , glimpses glimpses, 
          air of alive, of dead person, 
          of convict, of “amaneado”, 
          of “excomulgado”, 
          mundane woman, woman vicious, 
          air of doors and of windows, 
          and of ways, of crossings, 
          of doors of churches, 
          of doors of cemeteries, 
          all the evil “ghaio” 
          of this explain are cut and not tied, 
          that leave to work your mother, 
          that leave it go to mass, 
          that leave it throw his life, 
          put pains and upset 
          and difficulties. 
          It says you itcut 
          in behalf of Jesu 
          and the heart of María 
          that was in the mine company, 
          cut all the evils 
         that has María 
         to collect the spirit saint and the virgin Mary, 
               a ours father and a  hail Mary.”                
                                               (Asunción, 75 years-old, Angudes) 
 
Several remedies are known to heal skin herpes, especially the ones caused  by the slime of certain animals such 
spiders, toads, moles and snakes. They are skin infections for which doctor did not have a solution and it was them 
who advised you to look for women with homemade herbal remedies. Those remedies were the ones that could only 
cure these diseases. But you had to be careful and act quickly because  herpes are like a snake and if it joints its head 
and tail for example around your wrist, then there is no cure or remedy for it and you could even die. Before this 
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happens you have to cross it, let us say, with a pen, thus the snake does not run and we are only left with the killing of 
its head. Sometimes if the folk healer could not reach its head you had to go back again until the head was found but 
since it was already crossed you did not run any risk. It was only something that bothered you. 
 
For the people to be cured they have to be faithful and ask God and the Virgin Mary for help, that is why the folk 
healer always finishes with a Our Father and a Hail Mary for although the rite is pagan without religious beliefs you 
could not be cured. The healer starts by naming the names of the animals from which you may have contracted the 
herpes, such as spiders, moles, snakes and lizards…and finally it would be taken away by the sea waves that collect 
everything and take it far away. Reciting some stanzas was mandatory and at the same time the healer made some 
crosses with an iron knife on the herpes. The whole knife had to be cast in iron except for the handle that could be 
made of wood. Otherwise it was useless and the skin could neither be cut or let it bleed just carefully rubbed. 
 
           Araña. Arañón 
            toupeira, toupeirón, 
            cobra, cobrón, 
            lagarto, lagartón 
            bechos vivientes 
            de mala generación, 
            Dios cho corte, 
            Dios cho recorte, 
            Dios cho volva a recortar, 
            heichos de pasar 
            ás ondas do mar 
            as ondas do mar 
          hanchas de levar 
          onde no oia niño llorar 
          nin gallos cantar 
          nin campanas tocar. 
 
         Un Padrenuestro e un Ave María 
 
           “Spider, 
            mole,  
            it earns, 
            lizard,  
            Living bugs 
            of bad generation 
           God cut it to you 
            God you it cutback, 
            God go back it to you to cut 
            It has to them to you happen 
            to the waves of the sea 
            the waves of the sea 
           they have to them to you carry 
            where do not hear boy cry, 
            neither roosters sing 
             neither bells touch.” 
An ours father and a hail Mary” 
                                (Asunción, 75 years old, Angudes) 
 
Profesor Maria Joao Morais (2003:228) writes in her dissertation a similar prayer, in her case in the area of 
Tramontana, but instead of using a knife the healer spits aside. The same healer that explained the first part does it 
also in a different way. Nowadays is mostly in Spanish with some words in Galician and more centred in the figure of 
Christ and she helps herself with an elder leaf which she deeps three times in water. Afterwards this leaf could be 
burnt or thrown away in the sea, being this second option more effective. Water from the river was no good, it was 
better to take it to the sea. Probably because a greater effort was needed to carry it through. This prayer or chant had 
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to be pronounced three, five or seven times, but always ending in odd number. In the case that the herpes were 
difficult to fight . It had to be done longer (always in odd number) and afterwards repeat the process with the knife. 
        
              Jesucristo nació, 
              Jesucristo apareció, 
              Jesucristo subió a los cielos, 
              Jesucristo en cielos quedó. 
              aluga estas robadillas, 
              Morardientes, 
              herpes, sorterra, chupetón, 
               tódolos males que se poidan curar 
               por gracia de Dios e da Virgen María, 
               un Padrenuestro e un Ave María 
              Despois, ao acabar, tes que tirar de cada vez que o fagas dúas follas, de 
             Sabugueiro, e despois dis encima da taza ou do vaso: 
 
 
            En reverencia del santo san Roque, 
           No santo que te cure, no santo que te toque, 
           Que te salve que es de madre, padre y del santo. 
 
            “Jesus Christ was born, 
              Jesus Christ appeared, 
              Jesus Christ went up to the skies, 
              Jesus Christ in skies remained. 
              “aluga” these “robadillas”, 
              “morardientes”, 
              herpes, “sorterra, chupetón”, 
               all the evils that can cure 
                     by grace of God and gives Virgin Mary, 
               a ours father and a Bird María 
              Afterwards, when finishing, have to take every time that you do it two   leaves of “sabugueiro” and afterwards 
say on of the cup or of the glass: 
                     In reverence of the saint saint Roque, 
           no saint that cure you, no saint that touch you, 
           that save you that it is of mother, father and of the saint. 
 
                                                      (Asunción, 75 years-old, Angudes) 
 
                                     
CONCLUSION 
As a conclusion I should like to stress the fact that the aspect aesthetics in folk literature and in all tradition is  of 
paramount importance since it is through them that we get to know our past. This paper can only  collect a small part 
of the beliefs related to supernatural beings  of the community studied, which, together with tales, romances, songs 
recorded, become a life document of the feelings, longings and affections of a community and they define and 
integrate their psychological and social reality. Nowadays when foreign elements are more valued than our own  it is 
essential to learn  to appreciate our local culture. This can only be achieved if we spread our literature and create  a 
corpus with the best possible collection. If our children get more familiar with our folk songs, legends and tales at 
school, they will become aware of the importance of collecting and studying them for the future generation. Only 
then will they be able to value our vast culture. 
 
The same can be argued when we refer to language. Dialectal differences make Galician richer and we should learn to 
remove any unfavourable assessment about them. This does not imply a need to  polish our language to minimise the 
influence of Spanish or to create a common set of regulations. 
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The appreciation of the richness of our folklore, either literary or linguistic, and,  above all our tradition will help us to 
build up the identity of the Galician people. 
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Abstract 
The historical renders are one of the elements for the safeguard of heritage, contributing to the continuation and 
enhancement of the environments. Knowledge of the techniques, materials and tools used is crucial for architectural 
heritage conservation. The artisans’oral testimony helps to broaden the technical/scientific knowledge about these 
renders. It’s necessary to record, describe, analyze and systematize this know-how while the sources 
(material/personal) that hold it still exist. Under the Project LIMECONTECH (Conservation of historical renders and 
durability, compatible materials and techniques-FCT), underway in LNEC, one of the goals concerns the study of 
techniques, materials and tools related to lime renders in Portugal. It discusses the role held by the collection of oral 
testimonies in the preservation of historical renders. We present and comment the results of the collected oral 
testimonies, in order to reveal the importance of technical craft knowledge for heritage safeguard. 
 
1 – Introduction 
In architectural heritage conservation is crucial a proper adoption of performance criteria, such as the appropriate use 
of materials and techniques. Looking at specific technologies and materials used in historic buildings, it’s important 
to respect criteria of reversibility and compatibility with pre-existing materials before acting, among other aspects 
(Veiga et al, 2004). But, to meet these criteria, it’s primarily important to know in detail the characteristics of the 
construction elements and techniques used in the composition of buildings. On the other hand, in a systematic and 
scientific point of view, a pair of recent advances (Tavares, 2009; Margalha, 1998.2009), much remains to learn about 
the materials and traditional technologies. 
 
The LIMECONTECH Project (Conservation and durability of historical renders, compatible techniques and materials - 
FCT), underway in LNEC, has as one of its aims the study of the techniques, materials and tools related to historic 
exterior lime renders in Portugal. 
 
Following this goal, one of the aspects that the study was interested was the development of the technical know-how 
related to traditional techniques of lime. For this, a interdisciplinary perspective between Construction Sciences and 
Social Sciences was pursued, in particular between engineering perspective and an anthropological approach for the 
analysis of the built environment. 
 
The study stood on the assumption traditional-technical knowledge is an intangible heritage whose conservation is of 
urgent interest (cf. Convention for the Safeguarding of the Intangible Cultural Heritage, UNESCO, 2003). This 
traditional knowledge is also a dimension of knowledge relevant to the conservation of the material itself – in this 
case, the architectural heritage.  
 
In the field of artificers of traditional crafts related to construction, technical-traditional knowledge transmitted itself 
through generations and from continuing recreations and interactions with the socio-ecological context in which it 
manifests itself, with historical and cultural conditions of its manifestation is an element of social memory (Menezes, 
1996; Menezes and Tavares, 2011). Recovering the memory elements that allow the reconstruction of the process of 



[ 118 ] 

 

collection of materials, preparation and application of mortar, paintings, plasters and limewash, names and functions 
of tools, among other aspects, became thereby the study objective. Therefore, we adopted a study methodology 
focused in collecting oral testimonies of the artisans of lime. Using the idea that oral source is constituted as a 
"source-method-technique" that helps to create "sources" (Alberti, 2004), team members of the LIMECONTECH 
Project, more directly related to the study of the techniques of mortars, began a campaign of collecting oral 
testimony related to the technical-know, connected to the arts of building lime, especially in the context of historical 
exterior renderings. 
 
This task is still on going, so it is not intended here to present conclusive and definitive data, as if the collection 
process had already ended. Through an exercise of punctual restitution of the voices of traditional-technical 
experience, the goal is to present and comment on certain aspects that justify an interest in continuing the collection 
and systematic and scientific study of the evidence related to traditional technical-know. Last but not least, it is our 
aim to stress the importance of crafted technical-know to safeguard the heritage. 
 
2 - Between techniques and knowledge 
As considered by Chamoux (2010: 140), technical know-how is known as "the body of knowledge and conscious or 
unconscious human knowledge that allow the implementation of a technique. The know-how can be gestural and 
intellectual, collective and individual, depending also of the relations between men and the relationship between the 
laws of matter." Still following the reasoning of the author, the study of technical know-how is essential for the study 
of non-industrial technologies, broadly seen as simpler. If we just take into account means of work, it can be 
considered that they gradually became more complex, going from the simplest to the most elaborate. However, 
according to the author, it is not correct to consider that the human and more individualized tasks are necessarily 
simpler techniques. With the modern technical progress and industrial work, a process of simplification or 
impoverishment of the role of executors of tasks occurred in the "name of a disqualification of direct workers" 
(Chamoux, 2010: 141). Indeed, what is at issue here is that the non-industrialized techniques should not be considered 
as being simpler. The logical reasoning of the author allows, for now, to highlight two central aspects in the study of 
technical know-how related to traditional arts of lime. On one hand, the process of collection, registration, 
systematization and analysis of this know-how is time consuming and intensive, but it is - or should be - extensive 
(which requires more research time. On the other hand and for the case of historical rendering, the referred tendency 
to "direct disqualifying workers" generated a difficulty in reproducing this knowledge. 
 
The renders based on lime mortars identify a plurality of technical solutions. There are plasters applied with more 
sophisticated techniques, such as sgrafitti simulating stone or brick. There are also simple plain plasters and renders 
and even the modest limewash. Each of these rendering have peculiarities in the materials used, the techniques of 
application solutions and aesthetic finishing, but also the level of interaction with the environment and local 
geography (Menezes and Tavares, 2012).Most of these lime renders are applied in old buildings, some of these 
buildings of erudite architecture, while others concern to a vernacular architecture. 
 
With the extensive use of cement mortars, mainly from the second half of the twentieth century, the use of lime 
mortars fell into disuse. In parallel a process of loss of knowledge of old construction techniques occurred, reflecting 
on a loss of historical elements characterizing the image of many buildings. Thus, among the difficulties that 
currently exist for the conservation of these renders, we can verify how complicated it can be to find qualified artisans 
that know correctly the art of lime. On the other hand, techniques for preparing and applying strongly influence the 
artistic and technical quality and durability of such renders. This situation is further aggravated by the fact that much 
of this knowledge is in possession of retired and elderly artisans. A set of aspects that influence the transmission of 
artisan know-how for new generations, along with the proper maintenance of these renders. 
 
The collecting and recording of this information is crucial in the preservation and restoration of the plasters, 
particularly with regard to the technologies of lime mortars, it is important to register, describe, analyze and 
systematize this artisanal know-how. Hence the importance of the oral testimony of artisans of lime, especially since 
it can be a contribution to extend the technical and scientific knowledge about the historical mortars based on lime 
(Menezes and Tavares, 2008, 2012). 
 
3 - Study methodology 
Interview guide 
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The collection of testimonies of artisans was based on an interview guide. The script was just a thematic guidance 
tool for the interviews that were, and should continue to be, collected in a relatively spontaneous way, letting the 
interviewee to talk casually about his activity. The questions that composed the script were organized on thematic 
topics, in order to highlight the main aspects on which to gather and detailed information. Almost all members of the 
team of the LIMECONTECH Project contributed to the definition of script themes. 
 
The topics covered on the interview guide refer to the following aspects (Menezes and Tavares, 2012): 
 
• Materials and mortar composition 
For the conservation and restoration of old lime renders is important to know better the materials used in the 
composition of mortars and in the preparation of their (plain or decorated) finishings. It is also important to know the 
quantities used and the method of preparation of mortars and finishings. 
 
• Locations of extraction and acquisition of materials 
To identify the origin of the sites where the materials are extracted is important in order to meet its quality as well as 
the degree of difficulty in its access. 
It is also important to know where the materials are acquired, seeking to identify the degree of difficulty in acquiring 
them. For example, it’s important to identify if there are supply constraints, difficulties related with prices, or if the 
places of sale are few, and eventually, if the places of sale are distant from the places where the work is being done. 
• Tools used in the preparation and application of lime 
 
Many traditional techniques require specific tools, therefore, it is important to identify how the tools are known and 
their functions, regarding to the preparation of mortars, but also concerning the application, finishings, paintings and 
limewash. 
It is also important to identify where the tools were purchased and if in nowadays it's easy to find them and to buy 
them. It’s also necessary to know if there are contemporary tools that allow performing the same function of the 
traditional tools. 
 
• Support for application of mortar, finishings, paintings and limewash 
It’s important to know how the support is prepared before application of mortar, finishings, paintings and limewash 
in order to identify the techniques and the duration of the times of the preparation. 
 
• Application of mortar, finishings, paints and limewash 
To meet and register in detail the application methods of lime is essential, including the types of mortars used in the 
various layers of renders, since the regularization mortars, to the protection (1st layer and 2nd layer) mortars, and to 
decorative finishings. 
It is also important to know if the mortar is mixed before being applied, to know the waiting times for application and 
curing of the mortar, finishings, paintings and limewash, as well the number of layers that are applied, and also the 
reason for applying more than one layer. 
 
• Schedules and times of year when it is made the application of lime 
The environmental and weather conditions influence the results of applying lime. In this regard, it is interesting to 
know the times of the day and year that result as being the best for this activity, seeking to know the reasons that still 
interfere with the choice of time periods and weather conditions. 
 
• Maintenance 
In addition to know the techniques of preparation and application of lime, to have  information on the frequency with 
which the renders are usually repainted with a new layer of limewash, whether if it is usual to make repairs (eg., 
cracks) and who and which technical-artisan specialty usually perform these tasks. 
 
• Technical-artisans specialities involved in the preparation and application of lime 
Plastering, whitewashing and stucco workers are some of the handicrafts workers, whose art and effort to ensure the 
quality of the work were not limited to the choice and combination of materials, and to the knowledge of technical 
execution. Their art and effort was also often employed in conducting its own work tools. Knowing in detail how each 
of these technical and artisan specialties are organized to perform its function is important, as it has interest to 
understand if these functions continue to be performed. 
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• Diffusion of knowledge 
As previously mentioned, one of the main problems of conserving ancient renders based on lime is related to the loss 
of technical artisan knowledge, that in many cases, is held by elderly artisans who are no longer active. Another 
difficulty in keeping these plasters is related to the negligence when repairs and renovations are made, that often 
sacrifice layers of oldest rendering replacing them with incompatible materials such as cement mortars, synthetic 
paints, ceramic tiling etc. Considering this situation, is important to know how was, and how is actually being made 
the transmission and diffusion of the artisanal technology, especially amongst those who are still at a working age. 
 
• Characterization of the interviewee 
It is crucial to identify some data characterization of the interviewee, such as name, sex, age, technical expertise, 
from whom he learned the artisan and the age that he began to develop the craft. 
 
Registration of other information 
Parallel to the written record and, whenever possible, the recording of oral testimony, the aim was to make a 
compilation of all written and photographic information of interest to the study (photography of the interview zone, 
the interviewee artisan, tools and materials used, work performed, etc.). 
 
1. Characterization of the first campaign of gathering information  
Location and period where the interviews took place 
The first campaign of interviews with artisans was carried out in February 2012, in the Alentejo region, district of Beja, 
more specifically in the city of Beja and parishes of Albernôa, Beringel, Mombeja and Salvada (Fig. 1). 
 
The Alentejo region was selected as one of the places where lime is commonly used, and Beja district was chosen 
because a member of this project had already initiated studies on this topic in this district (cf. Margalha, 1998, 2009). 
 
Recognition of artisans to be interviewed 
The identification of artisans and locals for the interviews was conducted by technicians linked to the Municipality of 
Beja, under the guidance of engineer Goreti Margalha and architect Margarida Duarte. 
 

  

 

a) b) b) 

c) 
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Fig. 1 – Places where the interviews took place: a) city of Beja; b) the parish of Albernôa;  
c) the parish of Beringel; d) the parish of Monbeja and e) the parish of Salvada 
 
Inquiry process 
The interviews, with an average duration of one hour each, were performed in situ. Beyond the written record, most 
of the interviews were recorded and supported by a photographic compilation of all information relevant to the 
project. 
 
This first campaign allowed knowing and registering a set of information that should be developed further during the 
next visit. 
 
With exception of interviews performed in the parishes of Beringel and Mombeja, the interviews were followed by 
visits to the villages or the building site (in the city of Beja) of each artisan. Such visits allowed visual contact with 
buildings in which lime was being applied and knowledge about the specificities of these buildings (texture, colour, 
brightness, pathology, etc.). Besides, it was an opportunity to discuss the particularities and methods of lime 
application.  
 
Characterization of interviewees 
We performed nine interviews with artisans of different specialties: 3 artisans in the city of Beja, 3 in the parish of 
Albernôa and 1 in each of the parishes of Beringel, Mombeja and Salvada. 
 
Of the 9 interviewees, four were males, among whom three were identified as masons and one as a plasterer 
although he considered that he could perform other tasks.  
 
The remaining 5 interviewees were female. However, one of the interviewees did not recognize herself as an artisan, 
justifying her activity as part of her cultural background, since she was a child, and as practice of maintenance of their 
homes that was transmitted by family members. The other four identified themselves as limewashers. 
 
The average age of interviewees is 61 years, ranging between 44-74 years of age. All the interviewees were 
permanent residents in the visited villages and worked in the parish or in nearby towns. 
 
2. Measures, measurements, materials, tools: narrated knowledge  
The technical know-how that emerged from the fieldwork focuses on materials and composition of mortar, sites of 
extraction and acquisition of materials, tools, and methods of preparation and application of lime. The table below 
reports a summary version of the collected information. It on focuses what was done on the past. Through such 
reports we can observe that narrated experience was always made by reference to the “before”, the “old days” and 
the “present” (Menezes et al. 2012). 
 
Table 1. Collected technical information regarding to the "formerly" art of making 

Materials and the mortar composition 
Mortar - The limestone and sand were the only materials used in the composition of mortars. 

It was not usual the use of any addition. But along the coast, it was common the use of 
shells as aggregate, in addition to the sand itself. 

d) e) 
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- The volumetric dosage used depending on the mason (1 of limestone: 2 to 3 of sand). 
The majority uses in all layers a volumetric dosage of 1:3, with a granulometry variable 
between layers of sand. 
- When the sand content varied from layer to layer, the following dosages were 
pursued:  
• First layer (spatterdash) – 1 of lime: 2 of sand. 
• Second layer (render) - 1 of lime: 2.5 to 3 of sand. 
• The last layer (with at most 2 mm thickness) is performed with lime and fine 
white sand with a volumetric dosage of 1 of lime: 2.5 to 3 of passed sand. 
- It wasn’t applied any kind of spatterdash, instead the first layer was applied with a 
spoon pressing it against the support. 
- Each layer dried for about three days before applying the following one.  
- The joint mortars were richer in aggregate. 
- It was usual the use of "dark lime" for plasters. But some craftsmen preferred the use 
of white lime for plasters. 
- The sand didn’t have to be dry, since the quick lime would be slaked together with 
wet sand (hot lime method). 
 
- The filler was needed to fill in the voids. Generally, it was applied 1 part of filler to four 
parts of sand. 
- The sand was the element that allowed to vary the colour of the mortars. 
- The mortars were prepared in a "big hole" done in the ground, where the limestone 
were watered with water; they were left to “act” until a paste was formed, and 
subsequently the sand was added. 
- The pile of mortar that was formed was designated as “amassado” (mix). The mortar 
was made at the same time it was used. 
- The mortar before being applied had to wait a few days (3-5 days). 

Finishes - For carrying out the limewash, stones of quick lime were used, which were slaked in 
water inside a pot, for at least one day; in order to have a textured paste instead of a 
granular one, water was being added to the paste, mixing the hole set constantly. After 
this process was necessary to let the paste cool down before application. 
- The limestone took about two weeks to completely cool down. 
- The lime consistency was checked swiping up the finger and making sure if it was 
visible or not. 
- When painting with colours was necessary, powder pigments were applied - ochre, 
almagra (red ochre) and "shoe powder" (gray colour) – that were mixed with water, and 
then were added to the lime water. 
- The colour was used in panelling, not only for a decorative effect, but also to ward off 
the bugs, due to a higher heat absorption 
- Lamb tallow was used as an additive “melted” in lime, allowing to avoid the 
development of fungus (probably due to its function as a water repellent). Three 
applications were made (or more) with this lime with sebum. 

Locals for extraction and acquisition of materials 
Places of origin - The limestones came from the stone quarry of Trigaches (very white lime, widely 

used in limewash) and was sold in stone through the "hills". 
- Later, limestone from Vera Cruz started to be used (darker lime, therefore more used 
in renders), which was calcined in a wood oven and bagged. 
- The applied sands were from riverside areas near villages. 
- The pigments were acquired in drugstores. 

Tools used in the preparation and application of lime 
For the 
preparation of 
mortar 

- The preparation of mortars was carried out in a "hole in the ground" where it was 
placed the lime and the sand.  
- For the application of renders it was only required to use a trowel. The plaster was 
finished with the back of a trowel (when the mortar was "thicker") and a grout float for 
the application of finer sands. 

For the - To prepare the lime a tank (or pot) was used where lime was mixed with water. To 
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preparation of 
limewash 

limewash a palm broom was used. It was a round brush, tied up with a wire in the 
middle in order to achieve a more homogeneous application. 
- The elderly say that the lime was applied with cloths. 

 
 

Support 
Characteristics 
of the support 

- The walls of visited villages were mostly of rammed earth. 
- There are rammed earth supports where it is only applied a splash in order to 
consolidate the soils, before taking the direct limewash (without renders) 
- For the application of a new mortar it is first necessary to take off ("escarnar") the old 
mortar. 
- Before applying the new render, the support should be brushed (to remove loose 
material) and then washed. 
- Application of the first layer (spatterdash) in order to cover all the wall imperfections. 
- In the cases where the plaster has already a synthetic paint, this has to be completely 
removed in order to be possible to limewash the wall again. 
- The application of limewashing can be done directly on the limewashing previously.  
- Before the application of the limewash, the smaller "holes" that exist in the wall have 
to be fulfilled with rags or paper mixed up with lime. 
- When the surface presents biological colonization it is necessary to wash it with 
bleach before limewash it again. 

Application of mortar, finishes, paints and whitewashes  
Mortars - Three layers of mortars (spatterdash, renders and finishing) are always applied; 

between layers, it is necessary to wait at least 3 days before applying the following 
layer. 

Limewash - Lime can only be applied when it has cooled down completely. 
- The consistency of lime depends from artisans to artisans.  Some people prefer a 
“thicker” lime (more consistent) (best to adhere to the wall), others prefer a "thinner" 
lime (so that the cracking is minimized). 
- To check the consistency, normally the “finger method” was used: when "the finger 
was covered" it meant that the lime was too thick; when "the finger was visible" it 
meant that the lime was good to be applied. 
- Usually are used 2 or 3 layers, but the next layer is only applied when the previous 
layer is completely dry (≈ 24 hours). 
- The layers are applied in different ways: 1st layer from left to right and 2nd layer from 
bottom to top. 
- During the application of lime, water will be added in order to prevent the lime to get 
thicker, but also to prevent the risk of cracking. 
 - When lamb tallow was used, this was used in all layers except the last one. 

Other specificities related to the technical-traditional know 
Schedules and 
application 
periods 

The application of mortars is preferably carried out in the spring because the plaster 
tends to crack with a very hot weather; with high humidity the mortars applied 
between layers may not dry completely. 
The limewash should be performed in dry periods, so that the lime hardens and is not 
washed by rain, so it's usually applied from May until the end of August, during periods 
of early morning to avoid the excessive heat. 

 
 

Maintenance The walls need to be limewashed every year because the lime begins to lose adherence 
and because of the arising of biological colonization. This activity is done by 
limewasher. 
Sometimes there is a need of small repairs in the plaster; these repairs are also made 
by limewasher before the limewash. 
The plaster does not require any kind of maintenance. 

Envolved 
specialities 

The specialties of the handicrafts workers are especially two: the masters and the 
masons, usually male, who perform the work on a larger scale (masonry, renders, etc.); 
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and the limewasher and painters are usually female that, apart from the works of 
paintings, conduct spot repairs on the supports. There is a third category, the 
plasterers, who applied the finishing of renders and the stuccos 

Diffusion The knowledge was transmitted from parents to children, from the older to the 
younger ones. 

3. About the know-how of the lime arts: “having the opinion” 
 “The narrator tells what he draws from experience - his own or the one told by others. And, back, he renders into 
experience for those who hear his story”. 
(Walter Benjamin, 1986) 
Who knows how to do it “has opinion”! 
“To have opinion” was an expression repeatedly used by majority of interviewed artisans. Who “has an opinion” 
domains lime art and experience: 
"The most experienced mason stayed on the outside, because the wall had to be pretty. That mason already “had 
opinion”. The masons with less experience stayed on the inside" (Master Joaquim, 78 years, mason and retired) (Fig. 2). 
 

 
Fig. 2 – Master Joaquim 
 

“To have opinion" is not something that is achieved quickly, requiring learning over the years since childhood. Girls 
learned with their mothers and boys learned more often with local masters who could or not to be close relatives. It 
could be older artisans that lived or worked on the village where they lived:  
 
"I was born into this and I continue with it. It has been my life. I have fun with it and I started making a living with it" (D. 
Filomena, limewasher, 44 years) (Fig. 3). 
 
"I learned with life to make lime (...) my mother used to make lime" (D. Barbara, limewasher, 52 years) (Fig. 4). 
 
The technical expertise emerges, little by little, through the reference to the measurements, materials, tools, 
drawings, knowledge and ways to express through speech and gestures that report experience, bringing us back 
again to Walter Benjamin (1986) said: 
 
 “In true narrative, the hand intervenes decisively with gestures learned on the job that sustain the hundred ways that 
flow of what is said. The old coordination of soul, of the look and the hand, transpires in the words of Valery, it is 
typical of the craftsman, and it is always found wherever the art of narrating is practiced.  We can go further and ask 
whether the relationship between the narrator and his subject 
 
- human life - would not be itself a craft relationship. Would it not be worth it to work the raw material of experience - 
yours and the one from others - turning it into a solid, useful and unique product?” 
 
Men’s are more concerned with the mortars application and women center their attention on painting and limewash 
works. Nevertheless, masons reveal a more diversified knowledge of tasks and specialities around building 
construction. Knowledge on the broad field of the arts of building construction usually gives them the master's 
condition – "Master Inácio”, "Master Joaquim" transmitters of knowledge by excellence. 
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Fig. 3 – D. Filomena Fig. 4 – D. Bárbara 
 
The women that make the limewashers emphasise perfection, hygiene and the importance of limewash for hygiene 
maintenance and aesthetics of the buildings, many of which are their own homes, or of relatives, or from the village 
where they grew up or went to live once married: 
 
 “I like the things to be well done. I like doing it on my way” (D. Bárbara, limewashers, 52 years). 
 
“If it’s necessary men can do it, but they won’t do it with the perfection that I make it” (D. Rosinda, limewashers, 47 
years) (Fig. 5). 
 
"The whitewash is a work of women, they do it better. they do it with more detail; men are to sweep" (D. Filomena). 
 
“The lime when is good “eats” the green; however, because the quality of the lime is not as good as before, we have to 
clean the wall first, using bleach, which also “eats” lime. We use a brush as if it was a broo. If it is needed we give 2 or 3 
layers, it depends, if the wall is in good condition, one layer is enough” (D. Filomena). 
 
“I apply lime because is cheaper than paints, but elderly women say that lime is disinfectant and maintains the walls. But 
younger people apply paints because they last longer than lime. (...) However, paints leave a bad smell when they are 
applied, they’re not like lime that when it’s applied leaves a god smell. It is more disinfectant” (D. Bárbara). 
 
“To have the opinion” is not a scientific recipe. It comes from experience, reminding us of the popular expression “to 
be made by look” (“feito a olho”) 
 
“It has a condiment that is the finger: we cover the finger with lime in order to feel if it’s too thick or if it’s in the right point 
to be used” (Sr. Paixão, limewasher 52 years) (Fig. 6). 
 
“At that time, the mortars were made by look” (“feito a olho”) (Master Joaquim). 
 

 
 
Fig. 5 – D. Rosinda 
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But the art becomes lost. On the one hand, it lacks someone who can transmit the knowledge.  On the other hand, 
there is a tendency to apply new materials: cement, synthetic paints. But we should not lose hope: 
 
 “Today’s lime is no longer good, because the quicklime stones “are already burnt” (…). Today’s lime doesn’t hold up in the 
wall. We have to use a product in order to fix it. Burned lime has a poor quality. In old days, panelling were made with 
yellow lime, using ochre or shoe powder. (...) Pigments for the panelling were mixed on lime (yellow, grey, pink). 
Presently, people buy paints and mix them...” (Sr. Paixão). 
 
Today’s lime is no longer good: you erase the wall and it looks like cement. Today’s lime looks like cement. (…) If lime 
mortars/plasters had a little quantity of cement it would be better” (Mr. Manuel, mason, in work since age 18, learned 
with a master in France) (Fig. 7). 
 
“Currently cement is more applied. Lime is less applied because it doesn’t haves the security that had before. It fells. (...) 
Usually I don’t apply paints, or pigments, the yellow bars in my house were painted with paint. Houses on my village that 
have coloured bars, normally they use plastic paint. (...) But, slowly, this is returning as it was before...” (D. Filomena). 
 
Render that is made today is nothing (...). The younger ones that learned (with Master Joaquim) no longer use lime. It’s 
almost always cement even if it’s to apply in old houses, they use cement. Especially because cement lasts longer. If 
someone offered lime and cement to work today, I would prefer to continue working with the lime: (...) because it is 
smoother, cement is always more rough. (...) But, we will return and do it as it was done in the past” (Master Joaquim). 
 
4. Final Notes: recover knowledge to conserve 
The idea that “all beginnings contain an element of memory” (Connerton, 1993:7) is particularly interesting to 
introduce the importance of recovery of measurements, materials, tools and knowledge through gestures and words. 
Since, ultimately, this is a way of granting meaning, value and power of action to lived experience. 
 

  

Fig. 6 – Mr. Paixão Fig. 7 – Mr. Manuel 

As noted by Bosi (1979), here "the memory is so vivid, so present, that in becomes in desire of repeating the gesture 
and teach the art to those who listen". 
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Abstract 
The main objective of the research is to interpret as a group of workers of Finance Descalvados - Pantanal of Cáceres / 
MT, a region that corresponds to the Lower Amazon, elaborates through oral narratives and visual narratives, 
expressions of emotion, thus forming what Rosenwein (2011 ) calls "emotional community". Thus, it is intended by 
the study of emotions, analyze simultaneous movements of memories: remember / forget / miss. This last category is 
the motto of this work, considering the historical trajectory experienced by social individuals between the period 
1945 to 1990, the production of beef and beef jerky. It is in this relationship / past that attempt to see how these 
narrators share feelings that act as a two-way language, to Mauss (1980). 
 
Keywords: Descalvados, Memory, Emotion. 
 
Introduction 
The study of emotions has been in the Social Sciences and Humanities, understood as a field of possibilities open, 
that is at the heart of cultural-historical processes, groups, individuals and societies are always subject to other times, 
other contexts. In this condition, it can mean other emotions as time notion that human beings working out for you. 
So, as you want to evaluate all this between narrators, workers of Finance Descalvados?191 And I ask further: how to 
find out what a specific individual, might have felt a certain situation? How to explain emotions experienced by these 
workers, though I have been one of the other actors? Questions difficult to answer. However, placed by me on 
purpose. 
 
What actually intent of this article is to indicate possible interpretations of how a group of farm workers Descalvados 
- Pantanal of Cáceres / MT, a region that corresponds to the Brazil / Bolivia, elaborates through oral narratives and 
visual narratives, expressions of emotion, what I thought in my thesis entitled: "Descalvados: meat jerky memories in 
projects and identification of a group of workers (Pantanal, MT, 1945-1990), as characteristic feelings of simultaneous 
movement of memory: remember / forget / miss. 
 
There is the memory of these workers, for many, feelings that range, when the case is Descalvados remember. For 
them it does not mean goodness nor badness, nor anger. What does it mean? Question-problem, as an exercise in 
memory, took photographs of the farm, so that these workers could weave the warp me this plot through some 
images. 
 
The photos that were not selected at random, kept careful to choose one of each building this farm and two of each 
interviewee in different situations. This became interesting because they saw themselves and other workers also 
(cronies, relatives and friends). 
 

                                                 
191 By the way, I intend to continue to evaluate, is the result of much research, initiated by me in 2004, in ways such as farm workers Descalvados 
from beef jerky to prepare projects of memory and identification. I selected this dimension as a starting point for thinking about these narrators 
feelings of emotions, remember when this farm, which played an important role in the economic history of the Pantanal. 
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Established criteria, based on categories of age and gender - men and women, from 60 to 90 years. Of course that 
would have avoided hierarchies to favor one worker over another, but it took methodologically make choices. 
 
It was a shock for them to see these photographs and for me too. I was surprised at their reaction. I froze. So, I never 
imagined that they could cry or refuse to see these pictures. Observed at this time, they were huge differences in 
what transpire as left as omitted, handling and interpreting these images. 
 
See these pictures meant to them and their stories remind fellow charqueada this. It also meant the sharing of 
suffering, because in some situations could muster more than a worker, allowing them to share experiences, ie, talk 
about their feelings, when the case was remembering Farm Descalvados. All this seemed to me a kind of cult of 
nostalgia as Benjamin says (1994, p. 174). 
 
Ricoeur said to remember is to have an image of the past. And this is an impression left by events and which remains 
fixed in the mind (1994, p. 27). These photographs brought these concerns observers. They felt this story subjects and 
objects as alert Bosi (2003). 
 
View Farm Descalvados these photographs was like for these workers, see the last few pages. To support me in the 
words of Halbwachs (2004, p. 137), who interpret his thoughts and suffered disturbances followed accompanied by a 
kind of rupture between what they retained in memory on this farm and what we were seeing at that moment: the 
buildings in ruin.192 
 
The feeling I had when observing their behavior, when they saw these pictures was that they were searching for their 
identities, or rather identify themselves. To the extent that some have told me they thought these photos, many of 
them claimed not to have seen more. That past was no longer the same for them. 
 
In this projection, is the emotion that acts or acts upon it? She is associated with adjectives or other parts of speech, 
including nouns and interjections for body parts and gestures? For Mauss (1981, p. 62) emotions both in its oral and 
gestural expression and body form a language - a language of-way. 
 
So think how this group of workers prepares emotions when treasury Descalvados remember is walking along the 
possibilities for visualizing the affective states. From who? Them. 
 
Rezende (2002) believes that, rather than treating an emotional speech as a means of expressing feelings, it must be 
analyzed as a set of pragmatic actions and communicative performances. In this sense, it is fundamental to 
understanding the discourse to consider the context in which it is fired - by whom, to whom, when, for what purpose. 
Mauss emphasizes the need to understand the emotions above all as elements of communication, so as eminently 
social elements. 
 
In this paper, I will not treat emotions as subjective states, but as discursive practices permeated by power 
negotiations, as Rezende and Coelho says (2010). So reflect on the intensity of emotions within this simultaneous 
movement: remember / forget / miss, is a challenge, as the Western common sense often associated with aspects of 
the human experience or treats them as subject to restricted individual.to the instincts or treats them as subject 
restricted to the individual. 
 
Think about the field of emotions, is undoubtedly counting words, an assumedly onerous task. Words can have many 
functions in a sentence, and their meanings can be different according to their grammatical roles (Rosenwein, 2011). 
 
Photos and sensibilities: the field of emotion 
 
To give substance to this text, I chose to work with photographs and evaluate from them, as this group of workers of 
Farm Descalvados, recount their experiences on this place. These pictures are not lifeless simulations (Magalhães, 
2004), they represent, as a possible interpretation, a sensorial field- in view of Edwards (2006). 

                                                 
192 I emphasize that most of these workers interviewed by me, are descendants of indigenous origin Guató, Chiquitano and Bororo, which besides 
having been born and lived in this place, has in its ancestry, family members who were also born and lived in this charqueada, experiencing what is 
might call the heyday of Finance and crisis Descalvados. 
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My purpose in this article is to treat these photographs as a research object, whose method of analysis is based on 
modes of interpretation of these workers. Through these images, I analyze how these guys build historical views of 
the world (Heidegger, 1977), through projects of memories and identify that they have developed and elaborated on 
his experiences of life on this farm. 
 
Through these images, I analyze how these historical subjects build views of the world (Heidegger, 1977), through 
projects of memories and identification that they have developed and elaborated on his experiences of life on this 
farm. 
 
This plot has, as temporal clipping the years 1945 to 1990, however it works just like a marking; so that I can move 
forward or backward in time. But, what time is this? The time of “saladeiro”, the time of  the meat in abundance (fresh 
or dried beef), the time of slaughter / killing of order, time of Louis Lacerda. Thus the simultaneous movement of 
memory: remember / forget / missing. 
 
The reading of these photographs depends on the human experience of time, of these historical subjects. To think of 
this plot, weaved historically, loaded with meanings and banned, I borrow from Heidegger (1977) for some categories 
he thought. The goal is to address notions of worldviews, in which, if these subjects are self-conscious: coming-to-be, 
be-there, seen-that.  
 
This categorization results from the number of images that I produced throughout the stages of my field research. I 
was not easy to select and decide on which photos I would form the narrative threads, because I felt touched to see 
them and remember certain episodes that I lived, with these workers. 
 
The exercise of detachment has been an effort, because in my job, “missing” is one of the ways of interpretation. So 
that is the question: How to analyze a longing for the other if I feel myself  in this situation? Arduous task. 
 
I learned by sharing and exchanging experiences with them, in an exercise of socialization, to seek these images 
narrative threads - one from the other - and analyze what is happening between them (Foucault, 1979, p. 05). All this I 
learned from them. It is based on this learning process that emerged from a continuum of trade (between me and 
them) that I intend to direct my attention to bring to light what is hidden in what is shown, but that is precisely what 
it is manifest that shows: the emotional field these individuals from photographs. Interpret what is shown, so that 
manifests itself here, but that at the beginning and in most cases, be let see (Heidegger, 1977). 
 
Here the world present / absent - contained in these images - touches on what has been experienced by these 
workers. These narrators / thinkers can not be the only living producing himself, becoming master and possessor of 
his world that is the story, and being aware of their role (Debord, 2003, p. 43). 
 
These photographs can, in a field of open possibility, indicate body and mind and what is outside and inside these 
pictures, as pointed Pinney (1997). What's more, they can also indicate the state of the body connected to the state of 
the soul - "somaticity" - complex multilateral indivisible. It is a synthesis: physical, somatic, emotional, sensory and 
cognitive, what was / is experienced by these workers. 
 
I propose to evaluate and understand collective behavior of these spaces speaks social subjects. Furthermore, playing 
the voice of talking about the image and the image of himself (Pinney, 1997). And yet, to think of the author (a) and 
hearing him / her. Specifically, I am interested in temporal and spatial relationship existing in these photographs, for 
what is indexal, the lexicon between these photos and oral narratives on the Farm Descalvados. 
 
Photos that expose below can also indicate a possibility of interpretation, at least three important elements: the sign 
itself, the object (representative of the sign) and the interpretant (purpose, idea or touch) so he can make sign. Here I 
draw attention to what they considered Pierce of "unlimited semiosis" which implies a sign, its object and its 
interpretant (Pierce, 1907 apud Bentes Pinto; Meunier and Neto, 2008). 
 
And like that, a representational field, these photos express senses transhistorical with subjective levels (Sontag, 
2003). Moreover, reproduce sensory experiences (Banks, 2001; Favero, 2007; Edwards 2006), which creates a 
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restlessness of demonstrations in these individuals (Peclat, 2011). Emotion 
perceived / or transmitted through these photographs of them, or can not, is 
related to hidden facts experienced by some of these narrators. 
 
When looking through (a), looking up (to) and look (behind) of these photos, it 
becomes possible to read back to front, allowing back and forth, thus 
performing a transversal reading of these images. These photos are diegesis 
(Pinney, 1997, p. 150), represent temporal experiences - "narratology." And yet, 
can reveal or not, outsourcing senses fixed on character designs identity. 
 
What is known about these people? What you see in these photographs? What 
these workers saw / see in these pictures? Return the categories: being-there 
(memory); coming-to-be (forgetfulness); see yourself there (miss). 
 
I noticed among these workers desires to return this past perhaps longing 
memory. They did not move this farm without resistance, without resentment. 
When recall Descalvados come to light traces of themselves. Trajectories of 
experience kaleidoscope of memories. 
 
It is a memory of continuities as would Woortmann (1998, p.104). I say yet, also 
discontinuities, which reaches deep thought when their perception in memory 
of breakage. 
 
So, for me, in a way, the memory that they built on these place / places is like an 
appliance consisting of a tube containing several mirrors arranged in a manner 
such that small color images, placed inside produce various designs, 
kaleidoscopic (Péclat, 2011, p.181). 
These images are transverse. However, I chose the pictures (02, 07, 13, 18, 19)193 
to talk about the emotional field as proposed interpretation. Why do some of 
these other narrators were not included? 
 
I discuss this issue to refer to the issue of "citationality" - that which is supported 
by ongoing evidence identified in other records, as suggested Pinney (1997).  
 
Here I support the data listed by me through the steps of field research as: 
letters, telegraphs, private diary farm, crafts, book shopping at work and big 
house, death certificate, and especially in oral narratives. 
 
Thus, these narrative threads (visual) interlaced, I chose to work with only five of 
these photographs. It is a matter of method. The choice did not occur randomly. 
The content of these images that I take as a research object came from 
conversations with these employees on these photos. 
In this projection, as noted by Marcus Banks (2001), these social subjects could 
understand my goals with me and why this methodology adopted by me. The 
explanation of this type of method is essential for the proper conduct of 
research. And this relationship that happened between me and them, what 
mattered to me was the emotional meanings expressed by them (words and 
gestures) and sensory senses that these photographs might connote.Realized 
that the number of images 07, 32 and 33 for these narrators was silences. And to 
note that, conjure them insisted on the appearance of something absent as alert 
Berger (1972). 

                                                 
193 As for the numbering of these images, tried here in this text, not number them in order, as part of the method I have adopted in the exercise of 
memory, when I took these photos for these and other storytellers weave the warp me this plot. 

Photo 14: Altar of the Feast of 
St. John (Porto Limão/2008) 

Photo 18: Mr. Benedita P. 
(Cáceres, MT/2009) 

Photo 02: Mr. Rafaela P. 
(Cáceres, MT/2009) 

Photo 04: Seal Grease thin. 
(Collection F. 
Descalvados/2009) 

Photo 07: Farm Descalvados 
(Pantanal Cáceres/2009) 

Photo 38: Mr. Tomaz Aquino e 
Família (Cáceres, MT/2006) 

Photo 13: Mr. Sebastião e Mr. 
Braulio Torres (Porto 
Limão/2008) 

Photo 19: Mr. Libâneo Lima 
(Farm Descalvados/2009) 

Photo 10: Luiz Lacerda (Farm 
Descalvados/s/d) 

Photo 03: Screen Craft Table in 
Etruria (Cáceres, MT/2009) 

Photo 33: Farm Descalvados 
(Álbum Graphico of MT, 1914) 

Photo 32: Farm Descalvados 
(Álbum Graphico do MT, 1914) 
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Photos: Gláucia Péclat. 
However, despite these photographs (07, 32 and 33) represent Descalvados the 
image (07) of all would be for me and for them, a point of reference. This is 
because this photo evokes memories among them, what they experienced, the 
time of Louis Lacerda (photo 10). 
No, I can not see. I'm blind in this eye and the other barely see anything. It was so 
much load on the head manta meat and salt seeping into my eye. It was 
beautiful... Descalvados But not even want to try to force my views (Braulio 
Torres, 67, a retired resident of Port Lemon). 
 

 

     
 
In the above narrative of Mr. Braulio (from right to left - photo 13), he said he could not see the pictures found on the 
album that I took. So I set out to show the computer these same images, but even then he proved reticent despite 

 

 
Photo 13: Mr. Braulio and 
Sebastian Picolomini. Location: 
Porto Limão, MT. Photo: Gláucia 
Peclat (2008). 
 
 
 
Photo 19: Libâneo Lima, 42 
yaers, cowboy. Location: 
Descalvados, MT. Photo: Gláucia 
Péclat (2006). 
 
 
 
 
 
 
 
 
 
Photo 07: Farm Descalvados, 
Pantanal de Cáceres, MT. Former 
Charqueada situated on the right 
bank of the Paraguay River. 
Photo: Gláucia Peclat (2009). 
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pronounce miss. Born in Itacuari, near Corumba current Mato Grosso do Sul Descalvados worked in the "single time" 
and "time of marriage." He married D. Carmen Picolomini ("descalvadiana").194 
 
Projects in almost all memories of these workers - if not all - Descalvados not place order or sense of stillness. It is 
moving, tensions, contradictions. For this reason, some of these narrators opted for oblivion. To Pollak (1989, p. 17), 
even though there is a long silence about the past, this is far from leading to oblivion. 
 
This type of discourse, silences, and also of allusions and metaphors, is shaped by the anguish of not finding a bug, to 
be punished for what they say, or at least to expose themselves to misunderstandings. The "memory is a 
phenomenon built" (Pollak, 1992, p. 05). The methods of construction can be both conscious and unconscious. What 
individual memory writes, represses, excludes recalls,195 is evidently the result of a true labor organization, says the 
author. 
 
I noticed that depending on how certain issues provoked, they react differently. At various times I was with them, 
showed me the difficulties and roadblocks along one interview or another. João Leite da Silva Freire, now 80 years 
old, in casual conversation with me, because it allowed me to linking the recorder and not be photographed, said: 
"not even like to remember Descalvados." And narrated further: "There is where the weeping child and father does 
not listen."196 Pollak (1989) believes that in the face of traumatic memories, silence seems to impose on all those who 
want to avoid blaming the victims. 
 
Nephew of Alice Cavalcante Lacerda, wife of Louis Lacerda, he told me he left this farm "with two boots, one on the 
other foot in the ass." I noticed he had simultaneous desire to witness and forgetting, feeling very close to what 
Pollak (1989, p. 12) discussed when referring to women survivors of the concentration camp Auschwitz-Birkenau. 
 
João Leite expressed during our dialogue, willingness to forget the traumas experienced in this farm, to be 
remembered as the situation left the place without getting what you were promised, like many of these workers, he 
says. 
 
The boundaries of silences, "not-said" in the sense of Pollak (1989), are also expressed in gestures and pauses, as 
there are in the memories of each other zones of shadows and attempts to oblivion. It was noticed that the speech 
and gestures of this narrator. 
 
However, he suggested me to arrange a meeting with all other workers for a "conversation wheel" - a term he used - 
could tell me how they lived in Descalvados. 
 
All this seemed to ease, at present, to return to that past. Experiencing both forms of outpourings of yourself as these 
other workers who supposedly remove breast simultaneous feelings of past and present on this farm: remember / 
forget / miss. 
 
I chose not to meet this group of workers in the city of Caceres as suggested by João Leite. I decided to apply this 
exercise memory, taking these photographs of this farm, so they could tell me their experiences and history of this 
place through these images. 
 
Libâneo (photo 19) refused to talk about their experiences on this farm. When questioned about what was 
bagualhação (form of entrapment ox baguá in the Pantanal), creatively he replied, "you see that there vulture? 
Occasionally, he comes and gets urubuzando to know things, "smiled too. 
 
Vulture? There was no flying overhead. Willing or not narrating, he silenced what interested me and so many other 
issues. I was in a country of the blind, because speaking as Geertz (2003, p.89) who has one eye is king, is a spectator. 
 

                                                 
194 The award "descalvadiano" or "pure descalvadiano" are associated with the senses of identification that most of these workers prepared to 
express one born in Farm Descalvados and consciously or not, it found a way for them to deny the indigenous origins. 
195 Italics mine. 
196 There is a popular saying: "Here is where the child is crying and the mother does not see." Here Mr. João Leite da Silva Freire replaced the 
maternal figure of the father, because his father was a partner of Louis Lacerda this charqueada. 
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Libâneo (after several attempts) decided to narrate about Galera - dwelling place of the Indians - "I helped demolish 
Galera, because I thought that the Indians were to blame for the failure of Descalvados. At the time I felt hatred. It's 
all over. Today, I regret and miss, because that is where I was born. "I noticed that during the interview he appeared 
sad and look very far. This moment was crucial for me to understand his anguish at remembering certain episodes he 
lived at this location. I also noticed, in his silence, some fear in narrating the reasons that led him to comply with the 
order of the boss and demolish Galera. 
 
I welcome here the phrase "Turn off the tracks!" The refrain of the first poem of the booklet for urbanites analyzed by 
Benjamin (1994, p. 118). A Galera, according narrative of Pedro Cardoso, to be the heir, Luiz Antônio, the expression 
of remembrance of his father's involvement with a descending indigenous resident in this place, with whom he had 
four children, which would have led to the separation of the couple Luiz Esteves de Lacerda Pinheiro and Alice 
Cavalcante Lacerda. 
 
The drawing below Galera, sketched by me from the narrative of Mr. Eugenio Batista indicates how he prepares 
readings on this location. While transiting the area with me, told me something that made me aware: 
 
Here was more or less about 40 families lived. After the cemetery, down there by the river had more homes. Lived that 
much people. 
 
That people lived buggy. I went here in passing, but saw that people al. It was the aunt of Libâneo, D. Lydia and her 
husband Zeferino Sanaurio, parents Joe Braz, who planted this tamarind tree. This was the Indian people that lived there 
near the bay Alligator, over there in the cemetery.  
 

 
Source: Interview by Eugenio Batista. 
Location: Farm Descalvados. Date: 18/10/2006. 
 
I noticed in his narrative that Galera was the space relationship between these workers who resided with her pond. 
Located four leagues of Descalvados, lagoon housed the Bororo (Moreira da Costa, 2008, p. 202).197 
 
Along the way he drew, to show me how to operate in every place of this farm related activities jerky, observed that 
self-attributions or not "pure descalvadiano" are also at the same time, related to ways of denying that these workers 
had lived in Galera. Many workers interviewed do not assume that having lived in Galera. This denial they built allows 
me to interpret the memory of this space Galera for some means remembering the condition of being Indian. 
 
Descalvados for these workers is not like a blackboard on which we write, then erase (Halbwachs, 2004, p. 139). This 
place received marks of this group, and it left marks (Magalhães, 1996). 
 

                                                 
197 See also Fonseca (1986). 
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In this direction, among most workers interviewed by me, among the images that they elaborate on this farm 
buildings such as memories appear significant, although other buildings also form Descalvados. 
 
I noticed that these workers elect certain buildings of this farm, excluding others. Even the cowboy, the killer of cattle 
and pedestrians, do little reference to Galera or Galileo, site of much of housing professionals. Is stoppage of thought 
as the philosophical proposal of Benjamin? 
 
When thought to, roughly, a constellation saturated with tensions, he communicates them a shock (Benjamin, 1994, 
p. 231). So, I realized that the spaces for me these photographs are chosen by many of these workers as of greater 
significance, because these other buildings cause them recollections of situations stiff and / or painful (punishment, 
oppression and exclusion). 
 
When thought to, roughly, the constellation saturated with tensions, he communicates them to shock (Benjamin, 
1994, p. 231). So, I realized that the spaces for me these photographs are chosen by many of these workers as of 
greater significance, because these other buildings cause them recollections of situações stiff and / or painful 
(punishment, oppression and exclusion). 
 
D. Benedicta Picolomini (photo 17) seemed lost. It has been shown so strange and moving, it lacked some foothold. 
See Descalvados these photographs was like a few pages of her past, she said. 
 
The feeling I had when observing her behavior, when it saw these photographs, was that he was searching for his 
identity, or rather identify themselves. Insofar as she said she was pictured in these photos, she said not to have seen 
more. That past was no longer the same for her; remained there the graves of his parents and the memory of 
"teaching values" come and go, inheritance he received from his father Genero Picolomini. 
 
After much crying when seeing these pictures, asked me a break in the interview to calm down and be able to 
continue his narrative. While mentioning miss, told me he had a lot to forget about your experience on this farm. 
D. Rafaela Prudente, 83, (pictured above), to grant me an interview, showed up and tried to build sensitive narrative 
modes linked to beef jerky at the barbecue (usually held in Santo parties) as that which caused her feelings of 
homesickness. When sighing always said, "is that descalvadiano descalvadiano misses is meat." 
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The feeling of nostalgia for many of these workers seemed memorioso, melancholy time meat good and easy, the 
family gathered, the right job for them, close to what Bosi (2003) speaks at Time Live Memory to discuss the right to 
nostalgia. 
 
Remembering his experiences in Descalvados preserves them, the best of what was and what could be better (Matos, 
1985, p. 21).  
 
It also projects them, this sense of identification the Brazil / Bolivia. Frees them, yet, even if unconsciously, certain 
strategic concealment of its indigenous descent, because being indigenous descendant could mean receiving the 
generic buggy. 
 
Final Thoughts 
 
This paper tried to interpret a field of possibilities open, as these narrators elaborate senses of emotion when they 
see photographs of finance Descalvados. In this condition, I walked toward the modes of apprehension and how our 

Photo 17: Benedicta 
Picolomini, 67 years. 
Location: Caceres, MT. 
Photo: Gláucia Péclat (2009). 
 

I miss think about going back 
to visit the grave of my family. 
I never thought it would end 
so fast! The boss remodeled 
houses, it was beautiful. I 
remember my father, who 
gave me lessons of values 
(Picolomini Benedicta, 67 
years). 

 
 
Photo 18: Rafaela Prudente, 
83. Location: Caceres, MT. 
Photo: Gláucia Péclat (2009). 
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perception of an image depends also on our own way of seeing. This can mean self-consciousness, in other words, 
worldview (Heidegger, 1977). 
 
Thought so, I raise here some thoughts: why the photographs are not, as often is assumed, a mechanical record? Why 
did not reproduce these workers ready answers? How to realize sensorialidades between these images? And the 
nostalgia? 
 
The beef jerky refers to a feeling of nostalgia in these workers - a possible encounter with the future. Therefore, the 
"end of killing" marks the memory of most of these groups, if not all. The "kill order" means of dispersing large 
portion of these workers. It is their understanding that the record of the labor card was illegal, that the school 'Maria 
Cléria' was fictional. But this meat is also an expression of family time together, the meat in abundance, employment 
and housing. By this: remember / forget / miss. 
 
These narrators thinkers experienced a sequential temporal experiences on this farm: meat meal, meat cans, three 
milestones Rondon, waiting for the bell, but the bell resistance (only worked when it played). Among ears cut off 
some workers as an example, there was one who feared and those who did not fear, for others followed directions 
and did not return. By this: remember / forget / miss. 
 
What mattered most to me in this article was to indicate as alert Edwards (2006), and that objects, in this case in 
particular, I refer to the photographs, they are enganjadas sensuously in time, space and social and cultural 
experience of individuals Here, these social subjects that I dedicate attention. 
 
These photos tell stories and for me and these narrators are social objects, images and power coated semiology. 
Moreover, involved in a field of sounds and gestures, which, these workers expressed through their oral narratives, 
experiences lived by them, which may to some extent be found formulated in nostalgia or not, into oblivion or not. 
 
The photographs presented here represent one of the possible ways of analysis on modes of preparation of oral 
narratives of these individuals, when the case is to see pictures of Descalvados. However, these paths are being 
pinched, considering that these issues are not closed. 
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The constitution and problems of transmission 
of a local canon: Torrão and the legacy of 
Vicente Rodrigues 

Sara Diogo 
 

Abstract: For nearly four decades an author from Torrão named Vicente Rodrigues wrote  several “revue” plays 
which were performed by the amateurs of the collectivity “Sociedade 1º de Janeiro”. A key element for the success of 
these plays was the musical element, also by Vicente Rodrigues, and quite influenced by the traditional song 
heritage, as evidenced by the prevalence of the four-verse strophe, the seven-syllable verse and of some topoi. After 
this author’s death, some of his compositions survived and started being considered popular songs by various “cante” 
groups and, consequently the reference of the author vanished. The vanishing of the author and the assimilation of 
the themes by the traditional song heritage, when known by the community of Torrão, generated a phenomenon of 
enclosure. It shows that the process of transmission of oral literature is not always done consensually. There are some 
dialectics at stake, which are strongly influenced by the identity matrix of a population, who feels that its canon is 
being invaded and, therefore, faces the outsider with suspicion.  
 
This communication, which intends to be a reflection about some problems concerning the transmission of oral 
literature, when it is strongly related to a local reality, will focus on a particular case. So we will refer to the case of 
Torrão, where, for decades, a popular author, Vicente Rodrigues, wrote hundreds of songs that still remain, several 
years after his death. 
 
Vicente Rodrigues lived almost all his life in Torrão, where he had a remarkable intervention, which is still admired, 
thirty years after his death. From the decade of the 1940’s (his assets can’t clear if still during World War II or just after 
it) and till the beginning of the 1980’s, he made happen theatre shows, every year. These shows, which often 
happened around Easter time, were divided into two plays: the first from the “scholarly literature” and the second 
written by Rodrigues himself. He used to write “revistas”, “revues”, deeply related to the local reality, but also to the 
political and social critique. The musical element was so present in these texts that the author called them 
“divertimentos musicais”, “musical entertainment”, giving in the show’s booklet the lyrics that were sung on stage so 
that the audience could sing along and remember them for the rest of the year.  
 
These songs were based on the traditional genres, mainly on the “Cante Alentejano”, but also included “fado” very 
often and other Portuguese types of folklore; therefore it is important to observe which traditional features Vicente 
Rodrigues chose to his songbook.  This author’s compositions are being analyzed in a data base, concerning the 
formal elements and themes.  In this communication  we will show some examples of what is being made, revealing 
the first conclusions and comparing them to the   the characterization of the traditional songbook, by Maria Arminda 
Nunes. By this way, we will judge the approach to the features of traditional folklore.  This data base and the 
applications which analyze it are still being tested, so we will present some examples based on a representative 
sample from the “divertimentos musicais”. We selected twenty six songs from all plays and, within each play, from 
different moments (overture, change of tableau or apotheosis).  
 
According to Maria Arminda Nunes, the Portuguese traditional songbook may be portraited through some essencial 
trends in a formal level: “Relativamente à construção estrófica, tanto nas cantigas simples como nas dialogadas – 
estas com representação máxima nos desafios – a quadra é que impera” (Nunes 1978: 30). The first idea is that the 
most common strophe has four verses. In the works of Vicente Rodrigues, we noticed a wide range of strophes, 
sometimes three or four different types in the same song. However, in the sample, the most frequent strophe is the 
quatrain: it occurs exclusively in eleven of the compositions and, in other three cases, it occurs together with other 
types of strophe, therefore more than half the songs contain quatrains. We must stress that in the songs with mixed 
strophes it is the refrain that differs from the rest. Maybe this is characteristic for this author, so we’ll investigate this 
hypothesis in the data base. 
 
Concerning the prosody, “além da redondilha maior, existem com frequência os seus quebrados de três ou quatro 
sílabas, assim como a redondilha menor” (Nunes 1978: 29): the most frequent verses have seven syllables or between 
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three and five syllables. This aspect’s analyze is still being developed in the data base, but the sample of twenty six 
songs from the various “divertimentos musicais” shows that the seven-syllable verse is the most frequent basis to the 
prosodic structure.  In this sample there are only two songs without this type of verse. The other songs are divided 
into two tendencies: songs entirely composed in the seven-syllable structure, which are eight, or songs where the 
seven-syllable verse is the most frequent, but there are also verses between three and nine syllables. 
 
Nunes also argues that “quanto à rima, domina a consoante, embora seja de uso corrente a toante. O esquema 
rimático mais vulgar é o abcb. O esquema abab, de emprego bem menos vulgar, forma o que na terminologia popular 
é designado por “cantiga quadrada”(Nunes 1978: 33, stressed in the original), the consonance and the scheme  abcb 
are the most frequent situations. Vicente Rodrigues uses this traditional frame: there is only one song in the sample 
without the cross rhyme situation. However, the exclusive adoption of the cross rhyme is rare, being the most 
frequent situation the insertion of the three types of rhyme.  The structure abcb only appears twice, which implies 
that this author makes a slight deviation from the traditional pattern. The consonance reigns: the cases of assonance 
are exceptional. Moreover, it never is exclusively used, it is an occasional alternative. 
 
The most characteristic formal structure in the Portuguese traditional songbook is summarized by Amorim de 
Carvalho: “a quadra, na sua forma popular, em versos de sete sílabas, tem uma só rima cruzada” (Carvalho 1981: 100). 
On the one hand, the quatrain is the dominant strophe in the works of Vicente Rodrigues too. On the other hand, the 
rhyme is quite different from the traditional scheme. Therefore, the sample shows simultaneously an approach and a 
deviation from traditional norms. These are not followed uncritically; instead they are accommodated to Vicente 
Rodrigues’ writing. As we look for “bridges” created by this author between “traditional literature” and “scholar 
literature” we suppose that this pattern may be a form of the conciliation of the two worlds, created by him 
 
Regarding the motifs, they can be divided into the prevailing ones, such as love and “saudade”, secondary like the 
suffering and the death and other themes, according to Marvão198.This way the lyric motifs are predominant, instead 
of the portrait of the rural life or of the work songs, sceneries closer to the context of the execution. So, concerning 
the main subjects, the songbook by Vicente Rodrigues is in line with the traditional one, although it is scarce in 
themes such as death and pain. The context certainly played its role in this difference: the songs were created to be 
sung on stage, as part of comedy sketches, which pulled apart the possibility of writing sad songs. Instead of those, 
there’s a category which is more relevant here than in the traditional songbook: the praise of the workers and of their 
jobs. In his revues we can see a parade of the portrayed and praised professions, from the rural worker, such as the 
“corticeiro”, the ones who obtain the cork from the trees, to the urban jobs, like the dressmaker. Just like in the 
traditional songbook, these occupations are often related to a love context: um “conjunto de considerações sobre 
trabalhos rurais e outros trabalhos e ofícios, evocando mesmo a epopeia do trabalho e a alegria de viver, diversas 
vezes ligadas a um contexto amoroso” (Mendonça 2011, p. 483).  
 
After Vicente Rodrigues’ death, some of his compositions survived and were spread and adapted by folklore groups, 
who integrated them in their heritage. The reference of the author often vanished and these themes were tagged as 
“popular” or “traditional”. Due to the strong link of Torrão to this songbook, there was a feeling of usurpation, when 
the local population noticed this phenomenon and they reacted with a closure. Therefore the adopted strategy for 
the preservation of this canon in its birthplace was the hiding of the written assets and the mistrust towards 
foreigners, seen as possible usurpers.  
 
This clear distinction between us and the others configured different predispositions in the access to the cultural 
heritage of the town, mostly to the works of Vicente Rodrigues. This way the first group, we, the community, had the 
right to play the songs and choose their audience, strongly attending to the relation between the assets and the place 
of their production, whereas the others, the foreigners, depended on the permission of the first group to have the 
access granted. For that reason, underlying the question of constitution of a traditional or popular heritage is the 
problematic of its appropriation: who has the right to listen, read, study and, as a last resort, become a new 
transmitter. 
 
This reaction from the first group community, we, had been described by the first folklore compilers in Portugal. 
Consiglieri Pedroso wrote about this mistrust towards the foreigners in the prologue to his Contos Populares 
Portugueses: “O povo (…) guarda ciosamente o tesouro das suas tradições e, para que revele sem pensamento 

                                                 
198  For a detailed analyze vide A. Marvão, II Congresso sobre o Alentejo – Semeando Novos Rumos, pp. 103-111  
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reservado o que lhe pedem, é mister primeiro ganhar-lhe a confiança, que só com uma larga convivência se adquire” 
(Pedroso, 1985, p. 36).  So, the community considers that its cultural identity is menaced by the prospects of 
usurpation of its “cultural capital” by exterior elements. Consequently, there is a form of closure in the field of 
representations. 
 
In a vision close to the first romantic authors who studied the traditional and oral corpus, a traditional or popular 
cultural would have a scheme of transmission where the receptor would appropriate of the compositions he listened 
and would become himself a new transmitter. Ruth Finnegan briefly indicates some characteristics related to this 
idea of the common heritage: “There are several strands in this still popular view: the idea of communal origin; of 
independence of written transmission; of word-for-word reproduction; and of memorization as the operative factor” 
(Finnigan 1992: 140)  
 
This scheme would correspond to a range of feelings and pre-dispositions where, as Maria Arminda Nunes writes in 
the preface to Cancioneiro, by Leite de Vasconcelos: “é a gente humilde de Portugal que, de norte  a sul, passa a 
cantar os seus trabalhos com a  singeleza que lhe é natural” (Vasconcelos 1975: XXXII). The qualifiers in this sentence 
stress an association between the traditional songbook and an innate and peaceful harmony of the rural society, 
which, in the XIX century, the Grimm brothers claimed have found among the people with whom they worked, 
praising their kindness, “Güte und Freundschaft” (Grimm 2007: p. 18). 
 
These qualities of the people and the texts would come from innate virtues of the rural population, more related to 
the proximity of nature than to social conventions, like in the myth of the Noble Savage by Rousseau. This 
identification between the peasants, tales and nature goes through the whole preface of the collection of tales, 
through comparisons between the texts and the plants that grow in the wild and through the stress on the idea of 
“jene Reinheit” (Grimm 2007: p. 16), a purity of the texts that was conserved by people not corrupted by the urban 
vices. This way we can observe in these romantic authors an idyllic characterization of the population they met, as if 
they were looking for Paradise on Earth.  
 
However, at the moment, we can observe a much more complex reality, which is diversified and possibly influenced 
by economic, organizational and demographic changes of the society during the last decades, which modified it and 
made it more complex in terms of the structures:  
 
“Os repertórios compilados pelos grupos são o seu bem mais valioso e que é susceptível de ser transmitido. 
Constituem capital artístico essencial na negociação da posição no mercado de música e dança tradiconais. Este 
património está sujeito a várias formas de circulação: herança, roubo, cópia” (Castelo-Branco et Branco (org.): 2003, 
p. 16). 
 
This way, and even if we don’t take into consideration the new means of communication related to the mass media, 
the channels conducing to the appropriation of the traditional or popular work have proliferated. The above sentence 
presents three hypotheses, being the first one the inheritance, seen as a legitimate way, which refers to pre-existent 
bonds between the new transmitters and the heritage. We must stress that the romantic scheme implied this affinity, 
due to the smaller mobility of populations, which conditioned the range of the oral transmission. Another way to 
materialize the inheritance is the voluntary loan from a popular author or a community to other community, which is 
exemplified in the letters of Vicente Rodrigues: 
 
“Um rapaz (..) pôs-se há dias a cantar isso na esplanada do café, à mesa onde estava comigo.  Isso é “ Ouvi dizer que a 
Cidade” , que ele não sabe completamente, e tem pena, pois é um apaixonado pelas canções do Alentejo e muito 
particularmente pelas suas. Disse-me que há dias cantarolou essa canção para os do Trio Guadiana, que ficaram 
entusiasmados com a música e a letra e querem ir aí pedir-lha.”199  
 
Through the request, the “cultural good” is transacted without losing the reference and authority of its origin and, 
consequently its control. This testamentary form of transmission enables the creation of bonds and collaborations 
between groups from different villages, causing the establishment of alliances and exchanges of cultural forms. 
 

                                                 
199 Excerpt of a letter from Jaquelino Teles to Vicente Rodrigues, 17 July 1970, from the assets of the author, Torrão. 
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On the other hand the illegitimate channels, theft or copy, are usually associated to the foreigners, without any 
relation to the community, which motivates its closure for the fear of “robbery” or “plagiarism” of its traditions and 
canons. Moreover, in this particular context, that of “cante alentejano”, this has a structuring role in the matrix of 
identity of the communities, being its channels of transmission traditionally under the control of its elements, who 
seek to protect this heritage from a possible usurpation and to control the adequation of the new transmitters to 
their subjective and tight image of tradition, where “a solenidade doutrinal do movimento folclórico contrapõe-se 
aos plebeísmos incessantemente glosados pelos conjuntos típicos” (Silva, 1994: p. 384), there’s a contrast between 
the solenity of the ritual and the songs themselves. This new statute of the folkloric practice, as well as its range, 
obtained by the divulgation on stage and on the mass media, explains that its divulgation may be not consensual and 
we observe a strong resistance from a significant fraction of people, who see it as an act of fragmentation or erosion 
of their cultural heritage. 
 
On other cases, during the multiple processes of transmission, the separation between the work and the author 
eventually happens. As the channels of transmission are frequently dependent on oral communication, submitting to 
its particular dynamics, it is common that variants closer or further to the original text appear. This cleavage, when 
identified, is often seen as a calculated act and a “theft”, a “plagiarism” from one community against the author and, 
consequently, against his community. According to this reason, it was frequent, in the interviews, that the local 
informants felt that they had a chance to denounce those situations and appeal for an intervention from us to 
remember the memory of the author’s identity. 
 
We must emphasize that in the specific case of Vicente Rodrigues’ works we’re not dealing with traditional texts: they 
were composed to be played in the artificial scenery of the theatre, imitating the tradicional context where those 
songbooks were transmitted. So they are recreations, where “the poet may be working with known themes and plots 
and composing within a traditionally accepted system of conventional patterns of various kinds, the composition and 
performance of a uniquely shaped piece meeting the requirements of a specific occasion, audience and performer’s 
personality”(Finnegan 1992: 155). As it was exposed in the first part of this communication, there is a strong attempt 
of approximation of this author’s songs to the traditional ones, reinforced by the recreation of rural sceneries or 
landscapes from the villages of Alentejo. However, both universes remain distinct. 
 
So, considering their recent origin, these texts, although they were a part of the heritage of Torrão, were seen as 
recent songs, which Menéndez Pidal defines as “las variantes escasas, porque el que entona aquella canción tiene 
conciencia de que es invención reciente, y como novedad hay que aprenderla y repetirla” (Ferré, 2011: p. 436). 
However this frontier is ephemeral and, as the studies of Menéndez Pidal about the “romanceiro” show, the existence 
of a base written by the author and distributed among the audience  don’t block this convergence with the traditional 
corpus, unlike what the romantic perspective would think, while looking for an immemorial origin of the thematics: 
“in practice, interaction between oral and written forms is extremely common, and the idea that the use of writing 
automatically deals a death blow to oral literary has nothing to support it” (Finnegan, 1992: 160 – stressed in the 
original). As a matter of fact, when studying the propagation of Vicente Rodrigues’ works, we are possibly studying a 
process of traditionalization in course, where, as the written base is forgotten and the variants appear – often 
unintentionally – the texts belong more and more to the community and not to the single author. 
 
We must also consider that these dynamics don’t occur alone, they are inserted in a historical context of interactions 
among several communities, since over time particular sensibilities and susceptibilities have been formed and 
changed, which made the community form its own “social memory”, related to a feeling of identity: indissociável de 
um sentimento de identidade que permite identificar o grupo e distingui-lo dos demais” (Peralta, 2007: p. 7). So this 
range of representations leads to an attribution of subjective values and meanings that raise the correspondent 
interpretations: the raising of variants isn’t seen as the result of a failure in memory or reception or even as an 
involuntary process of rationalization but as a deliberate act of defiance towards the memory of the author and his 
community. 
 
This range of forms of transmission is intrinsically related to the regulation of folkloric practices, which left their 
spontaneous nature and started being held by groups, on stage. This partial institutionalization of the “cante” leads 
to the modification of the context of execution, being the practice transferred from the simply informal situation to a 
more elaborated context, with a bigger reach as, for example, through the formation of recreational and cultural 
groups who present shows on stage. Often this leads to the “exportation” and reformulation of the original songs. It 
is frequent to see groups dedicated to the “cante” in the suburbs or inside the big cities, but outside of Alentejo. Their 
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elements join to remember the region where they were born and cultivate an idealized memory, which shows their 
lack of contact with their land and makes them sing in a nostalgic way. Frequently these associations are viewed in a 
hostile way by the little rural communities, who consider that their “memory” or legacy has been usurped. This 
consequently affects their relation to the present time and the construction of new shared memories. 
 
However the appropriation of the songs isn’t exclusively a decision of the transmitters: the audience, which may 
contain virtual new transmitters, has also an active role in this relation. It is the audience who selects the information 
it considers relevant in a continual and multidirectional process of filtering, which is strongly related to its cultural 
capital, in other words, to the universe of dominant representations for the community. As Jauss states, the role of 
the audience is essential in the constitution, permanence or modification of a given canon: 
 
“Dans la triade formée par l’auteur, l’œuvre et le public, celui-ci n’est pas un simple élément passif qui ne ferait que 
réagir en chaîne ; il développe à son tour une énergie qui contribue à faire l’histoire. La vie de l’œuvre littéraire dans 
l’histoire est inconcevable sans la participation active de ceux auxquels elle est destinée. C’est leur intervention qui 
fait entrer l’œuvre dans la continuité mouvante de l’expérience littéraire… » (Jauss 1978 : 44-45) 
 
This sentence, though related to the scholarly and written literature, may be transferred to a traditional or popular 
corpus, mainly in a time where the new receptors aren’t a part of the community who shares its local canon anymore 
and they became spectators of regulated practices: they only make the appropriation of what makes sense for them, 
of what relates to their “cultural capital”, being the passage of the compositions to this canon a selective and 
dynamic process, based on the pre-dispositions of the listeners. 
 
So we can observe that the processes of transmission and appropriation of a traditional or popular corpus are put in 
practice in several ways, which have different impacts on the original community, the new receptors and virtual new 
transmitters, interacting with their representations and capitals. Therefore this is a dynamic process, subjected to a 
dialectics between the pre-dispositions of the different agents involved. 
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Language, Orality and Education: reflections 
from the Galician context 

Santiago Prado Conde200 

 

20th Century turned out to be, from its second half onward, a century of accelerated global transformations with 
multiple local adaptation process. Actually, new points of view and distinctive perspective emerged, somewhat 
associated with social fragmentation, End of History, pensée unique (single thought) and perhaps some sense of “lost 
paradises” nostalgia, due to the loss of old traditional markers that would help interpreting new social contexts and, 
above all, facing new social interactions produce by accelerated migratory movements, both inside (rural exodus) and 
between state-nations (from underdeveloped countries to rich ones). 
 
Transformations were mainly prompted by economic globalization, as mentioned migratory tendencies were 
increased, means of productions changed and environmental damage reached levels ever known in History, as well as 
interconnected local and global markets required new adaptive strategies. Within this context, social identities start a 
quick renegotiation process, and local communities began to develop a sense of individualism. Public dimension and 
relations between citizenship-administration are also began to be rethink. 
 
If we considered this above mentioned context along with global crisis, like the ones linked to agriculture collapse, 
petrol supply, war and environment impact, a sense of deep and abrupt change seems to come out, locating XXI 
Century at the crossroads of straighten up several problems and uncertainties inherited from former century, moving 
towards a new model that will boost welfare, gender equality struggle, respect for minority groups, etc. 
 
Although it's true that economic mundialisation brought with it globalization dynamics, it is not less certain that due 
to its inequality nature it did also stimulate a reversal process: a sense of resistance within certain social collectives 
capable of activating their identificatory and ethnical potential, a process that has been described as a “Localization” 
trend (Moreno, 2000).) . Therefore, if we understand culture as a way of adaptation to new contexts, we can consider 
a new comprehension that draws attention to the initiative of certain individuals or groups, and how this has 
repercussion in a local but also global space. 
 
Less commonly spoken or endangered languages communities, with no access to hegemonic power, were not 
isolated of 20th Century turmoil. Therefore, nowadays critically endangered languages (with very few speakers) are 
so many that, unfortunately, we begin considering them in statistical terms in a most dramatically way. This is the 
case of the Galician language, where the decrease in speakers it's almost outrageous while public policies have not 
been able to address any tendency reverse. 
 
In light of what could be seen as a catastrophic (or even doomwatch) situation, it becomes necessary that we look at 
past scenarios through different eyes, in order to avoid burdening our references, analysis and interpretations. Even if 
we consider this thought processes within a scientific construction - besides all negative considerations that this 
implies - we can be identify our objects of study and research problems in a more precisely way. 
 
This new viewpoint raised above entails taking back into account people as individuals, their opinions, the different 
ways in how they look at world, their matters and concerns,  the confrontation between what they say they do and 
what they actually do. Therefore, the new scenario nowadays proclaimed as multicultural turns out to be symbolic 
wealth because of the democratic imaginary and the promises of an information society and global interconnections, 
what has been called Globalization. Without aiming to make a further development of critiques and reviews on these 
proposals, what will go beyond the scope of this essay, the only thing left to us is to move towards systems capable of 
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Transdisciplinary Studies for Development) and a member of UAB’s EMIGRA (Education, Migrations, Childhood (Infància), Group, Research, 
Anthropological) research group. He combines these activities with the management of the Oralities project in Ourense City Council. This report is 
part of his research for CETRAD (www.cetrad.info), a research centre funded by Portuguese Funds through the FCT, within the framework of the 
Pest-OE/SADG/UI4011/2011 project. 
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generating mechanisms of social inclusion and citizen participation as well as encouraging social activism by raising 
critical awareness of our own living conditions. 
 
Actually, within Oralities project, participants from Ourense City Council insists that Galician language should have 
an important presence, as we consider it as one of the most singular mirrors from where we show ourselves to the 
world. This building of awareness is prompted because speakers are continuously decreasing and public policies are 
not matching the ones experts address to actually reverse this process. 
 
Within this panel we'll approach Galician language general context as a starting point from which, by confrontating it 
with concrete experiences based on orality, discover new perspectives about our situation, bringing out new positive 
language-linked (engagement) dynamics that must be taken into consideration not like secondary or subaltern 
issues. 
 
1. Galicia Language current situation: between crossroads and disappointment 
Old Galician–Portuguese was a Romance Language developed from Latin. Medieval lyric tradition accounts for its 
cultural relevance. However, when Portugal obtained its independence and became a State, with the consequent 
establishment of an administrative official language and the homogenization process of the written one, Galician-
Portuguese lost its unity and split in two languages. Portuguese became the official language of the Portuguese 
Chancellery whilst Galician started losing public relevance in its territory, being strongly influenced (and even 
contaminated) by Castilian with the incorporation of many loanwords, until it finally disappear from the public and 
administrative field201. We had to wait for a couple of centuries until public acknowledgement came back and now 
the situation is at a crossroads. For that reason, what this chapter aims is to give us an historical perspective on 
Galician language, although we will mainly focus on last century, otherwise we’ll exceed the length of this work. 
 
When democracy was restored in Spain and the development of the Regional State took place thirty years ago, 
Galician was expected to be in a better position, as it was legally recognized, introduced in schools and defended by 
public language policies, addressing its recognition and dignity 
 
Even though the Statute of Autonomy of Galicia set in 1981 recognized that Galician was Galicia own official 
language and that Public Authorities encouraged language usage by passing a Language Planning Law in 1983, thirty 
years later there are plenty of speeches, arguments and analysis indicating that language situation has not improve 
and a sense of disappointment and pessimism is spreading more and more. This will not change until a significant 
turn in Language Planning policies is made and social agents get more involved. 
 
Current situation cannot be reduced just to the past three decades. Actually, it is in 19th Century that a social process 
of abandonment of use of Galician language began but it’s also when some galician vindication grassroots started 
working to achieve some kind of status and recognition for this language (Monteagudo, 1999); initiatives such as 
Irmandades da Fala (Brotherhoods of Galician Language), Seminario de Estudos Galegos (Galician Research Institute) 
and Xeración Nós (Nós Generation). 
 
It is possible that the time period in the History of Galician language known as “Dark Centuries” (from 16th to 18th 
century) had something to do with the accelerated changes emerged in 19th Century. Although everything indicates 
that after three “dark” centuries Galician number of speakers had not dwindled, its social usage did. That is, Galician 
was confined to home environment and communication and oral expression, while Spanish was gaining ground as 
the only written communication way. Herein, we find what Lorenzo (2009) has depicted as a Spanish language 
diffusion process both horizontal in territory and vertical between social classes. This will result in the need to learn 
this language in order to live in Galicia, as well as its increasing social prestige thereof. A language-linked social 
structure began to be built in a vertical way, where Galician is banished from the upper level and confined to the 
bottom one. This situation is mainly due to a process of nation-state consolidation and centralization, implying some 
language usage changes through mechanisms such as public administration or education system. State official 
language was only and exclusively Spanish and, because of its writing usages, knowing and understanding it became 
essential. That is why Spanish entered into emerging urban bourgeoisies while Galician was downgraded to lower 
social classes. 
 

                                                 
201 For further information: Mariño (1998), Monteagudo (1999) Teyssier (1982). 
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Like in every inequality process based on social classes, measuring this both on economics or social status terms (and 
including any other possible kind of wealth), a negative image is built and stereotypes on disadvantaged groups are 
fed, those regarding, what Eric Wolf (1993) called “People without History”. What happened here was what Pierre 
Bourdieu described as a process of class distinction, where galician speakers are object of social prejudices and 
stigmas: Galician language is associated with a lack of social (thus, public) acknowledgement and success and it’s 
linked to  rural population and those emerging working classes in newborn galician towns. This does not imply that 
micro-level relationships could be established in Galician, but that acknowledgement of prestigious and respected 
social elements (public administration, education, religion, press...) was made in Spanish. Although Labraña (1999) 
states that this situation emerged and started growing before 19th Century, to be precise we need to admit that it 
intensified and accelerated with the nation-state centralization process by means of developing administrative and 
bureaucratic state mechanisms. 
 
This is how we can understand that, within the history of Galicia language, all along the 19th century and the first 
third of 20th Spanish is associated with cities and social success and Galician with rural areas and traditional culture. 
Furthermore, social mobility between non hegemonic classes can only be conceived in terms of transoceanic 
migrations or access to urban areas, what implies learning and using Spanish.  
 
During 19th Century second and first third of 20th one, this accelerated situation was not smooth neither uniform as 
19th Century  is also when language awareness awakes, together with the literary movement that has been named 
Rexurdimento (Resurgence, Renaissance) and the consolidation of literary and writing uses of Galician language 
(Monteagudo, 1999). Also, a  large number of committed social, cultural, political and trade union movements 
emerged addressing a raising of awareness about Galician language: the constitution in 1905 of the Royal Galician 
Academy (Real Academia Galega); the establishment of the Irmandades da Fala (Brotherhoods of the Galician 
language), an organization for the defence, promotion and praise of Galician that gave rise to other political 
movements like Galicianism and modern Galician nationalism; the big number of Galician printed works published, 
both literary compositions and periodic press (journals, magazines, etc); Nós Generation efforts for dignifying 
Galician culture and, at last, the achievement of a Statute of Autonomy of Galicia approved in a referendum held in 
1936, a text that emphasized Galician language acknowledgement. 
 
However, 1936 coup d’etat, the so-called Spanish Civil War and, finally, the establishment of a fear-based regime, 
happened to banish Galician from public  life again,  tearing apart all previous work for acknowledgement and 
dignification made in last decades. Civil liberties’ abolition carried with it a political model exclusively focused on 
establishing and guaranteeing Spanish national homogeneity. Therefore, any spanish cultural diversity not 
considered national emphasizing was repressed, except the folkloric ones.  
 
Within this context, upper classes from rural areas, towns and cities began to use only Spanish for their public 
interactions. In fact, since the end of 19th century social clubs started spreading through towns and villages; clubs 
that played an important role as cultural boosters but, nevertheless, just accessible for emerging bourgeoisie and 
prestige industry workers, well separated from other social groups. That is, these were leisure and social places that 
only a few could gain access to202, in accordance with modern times. In spite of Galician still being used within this 
clubs for interpersonal communications (micro level) and panels and seminars were held with the presence of 
distinguished intellectuals committed with Galicianism, these clubs publicly depict themselves as spaces where 
culture and language from lower classes had no place. 
 
For 40 years Galician language was confined to home and family environment. In cities and towns speakers from all 
social strata began using Spanish as common language quicker and quicker and Galician remained associated with 
rural areas and low social classes. In fact, contradictory situations like parents talking in Galician between them but in 
Spanish to their children were quite common and, furthermore, they are still happening, as the Galician Language 
Observatory has shown in a research (2007) on Galician social uses.  
 
Every social, cultural and political movement referred above could only subsist in exile, while in national territory they 
were destroyed by means of direct prosecution or censorship. Galician was associated to those who were out of 
cultural capital, a capital based on technical and scientific competences acquired in University and that, because of 
being legitimized (Bourdieu & Passeron, 1977), acts as a central element for social reproduction. In other words, 

                                                 
202 For further information, for example, about Ribadavia case, please refer to Prado and Llana (2007) and Prado, Lira and Llana (2007). 
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raising children in Spanish (that is, acquiring cultural capital) was a previous condition for bottom-up social mobility 
of low-middle classes or those with economic capital but without cultural one. Of that way, these technical and 
scientific qualification (understood as academic credentials) acted as central elements to build up social 
differentiation and therefore, discrimination. This explain how civil servants and other well-renowned professionals 
(physicians, lawyers, teachers, etc) completely removed Galician from their social communications and, thus, 
symbolic expressions (Álvarez Cáccamo, 1992).  
 
Galician language reaches Seventies (‘70s) much weakened, suffering from several social stigmas that are still present 
nowadays. Anyway, these social stigmas were not only linguistic ones, but coming from its groups of speakers; that 
is, social classes that are characterized by lacking hegemonic power, not able to define realities. Cores Trasmonte 
(1973) states that in Galicia differences between rural and urban are much more important that those regarding 
socioeconomic classes, being a variable with strong direct impact on language. In fact, sociolinguistic maps of Galiza 
entrusted by Royal Galician Academy (González et al., 2007) are still pointing out that the most spanish-speaking 
area is the Atlantic strip, where five of the seven main galician cities, while most galician-speaking areas are Lugo and 
Ourense, mostly rural. Another significant variable when analysing language behaviors is age. Its study shows that 
whenever we approach more aged groups of speakers Galician becomes more and more commonly used while when 
approaching younger ones Galician speakers number decreases. Anyway, nowadays this overall situation must be 
understood considering other variables like provenance and social class, but also gender, urban neospeakers, new 
ruralities or even social and cultural movements.  
 
For example, Carles Feixa (1997: 87-88) states that an analysis on youth cultures must be done under two 
perspectives: social conditions that possibilitate them, whose structuring elements come from generational identities 
as well and gender, class, ethnic or territorial ones; and social aesthetics, understood as a group of ideological and 
symbolic attributes assigned and appropriated by young people. Due to these social aesthetics, youth cultures are 
translated into visible styles comprising heterogenic material and nonmaterial elements that come from fashion, 
music, language, cultural productions, own customary practices.... We consider that both exposed perspectives are 
quite more complex in order to analyse language usages rather than the simple and inadequate variables of age and 
territory: although they are still interesting for macro and quantitative frameworks, they lack social significance 
nowadays. 
 
The ”Long Night of Stone” depicted by the poet born in Ourense Celso Emilio Ferreiro (1962) made way for the 
coming of Spanish parliamentary democracy at the end of last century Seventies (‘70s). This benchmark boosted 
renewed illusions about Galician language, as language planning actions start being developed by official institutions, 
and Galician language finally achieved co-officiality and proper acknowledgement as national language the territory 
of Galiza.. That is, entities were created in order to protect and promote it, mandatory teaching was introduced in 
schools, language planning policies were implemented, a public television and radio company broadcasting solely in 
Galician was established, Galician Parliament adopted it as exclusive working language; cultural industries began 
doing the same, which means that the publication of books in Galician increased and publishing houses began to 
spread, etc. However, despite of all these actions and measures, it seems that social damage to language was already 
done. Instead of becoming a commonly used language among youth, its presence is decreasing more and more, 
specially in big cities.  
 
Anyway, linguistics and sociolinguistics scholars point out that after thirty years Galician’s got, in general terms, a 
highly positive social value (González et al. 2003), and it has become one the most significant elements in Galician 
Culture; something that even Spanish speakers agree with. But languages do not survive only on positive moods and 
attitudes, they need to be use in different moments and places. At the end of Seventies Galician language had very 
little prestige and no social, or even negative, social value. so language planning policies were urgently need. 
However, these were developed in a wrong sense.  
 
Lorenzo (2005, and quoted in Lorenzo, 2009) describes the “Language Planning” period that took place between 
1983 and 2005 as a low-intensity one, mainly because of been developed with little planification, that means,with 
very few and not professional planning agents, and with poor sociolinguistic intervention: 
 
“[it was]....a language planning policy with no impact in society that, otherwise, would have achieved significant 
changes in Galician society language behaviors. For example, there was a lack of activities encouraging social uses of 
language, specially on informal and interpersonal environments; no actions addressing a restoration of primary 
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transmission mechanisms for the language; very  few activities focused on incorporating Galician to considered social 
environments (mass media, industry and businesses, financial agents, TICs, University,etc.)” (Lorenzo, 2009: 30). 
 
Notwithstanding this situation, Galician reached official areas where it had been banned centuries ago, or never had 
access until this very last decades. What now happens is a funny paradox: Galician language becomes commonly 
used in institutions  but it is continuously losing base ground in society.  Maybe this contradiction can help us 
understanding why today’s youth attitudes and beliefs about Galician language (Galician Language Observatory, 
2007)  are more positive, as prejudices about identifying Galician with rural are disappearing, although new ones 
emerges, like connecting Galician speaking with nationalist political movements or reducing its usage to institutional 
(public administration) and cultural environments. 
 
Three decades of Language Planning policies were not  capable of changing this situation; on the contrary, Galician 
language continues to lose  speakers and at the present it is at a crossroads, a situation that  can be summarize in a 
disappointment attitude about the chances of changing. Language intergenerational transmission has already been 
object of research to Fernández (1991 and 1993), who assert that an agonic situation about Galician was taking place 
in urban areas, while in rural ones it was losing ground alarmingly quickly. Another paradox emerges; whilst citizens 
are more and more skilled in Galician, specially in writing competences, day-to-day speakers are disappearing, and 
most of the young population that has been scholarized in Galician does not have proper skills on oral expression. 
That is, it is quite difficult to transfer to children a language that it is not broadly spoke; even Galician common 
speakers change their language when addressing their children, because many social groups still believes speaking 
Galician could be a handicap for social success or mobility. 
 
In view of this situation, in present-day Galicia there are several social groups in favour of Galician language, many of 
them natural inheritor of those emerged at the beginning of 20th Century. But also, there’ an obvious sense of 
disappointment. It’s now necessary to pay attention to those actions located out of the official and institutional 
sphere, so we could have taken a look at Galician language through other eyes. That is, consider it under positive 
engagement dynamics203 towards it. These dynamics does not correspond with the acquisition of language 
competences neither specific language related dynamization activities, although these does underlie in some way. 
What we are talking about is to focus on those experiences where using Galician language is normal or that are 
fostering linguistic engagement dynamics because of their potential, which allow us to link objective (or susceptible 
of becoming objective) processes and personal experiences by means of relevant and significant indicators like those 
regarding experiences and dynamics on community relationships (parents, family, peer groups, social agents in a 
broad sense, school environment, etc.)  We are now moving within both in an emotional sphere - all the wide and 
heterogeneous range of subjective experiences, expressed both in gestures or oral language) - and relationship one - 
 community members interactions, like those established between children and adults, among peer groups, within 
school, with friends, etc. - . In one word, engagement concept (and its negative inverse, disengagement)  it’s a central 
element when talking about identity building processes among people coming from diverse socio cultural 
environments  and it will help us to evaluate which dynamics does establish and if these are demanding either 
intervention or continuity. About the experience we are going to introduce, continuity perspective is a common 
denominator, because on language positive engagement dynamics, what really matters it’s not if they do or don’t 
increase speakers number, but the positive attitudes and beliefs towards language they foster.  Unlike many other 
activities I will not pay attention within this work, these one don’t produce rejection or contempt. 
 
2. Society and Education: “Bridges of Culture, Bridges of Future” 
In the second part of this report I’m going to introduce a socio-educative experience that, although it was born under 
an institutional environment (school system) breaks that formal learning model emphasizing different dimensions 
where Galician language’s got a leading role. 
 
Cultural and pedagogic association Ponte...nas Ondas! choose the expression “Bridges of Culture, Bridges of Future” 
as a motto for the conference204 organized, resembling a stop on the way after fifty years of activity, in order to 
rethink, reflect and set future guidelines. I believe this was a very suggestive and appropriate title, because it 
connects the concept of culture with the future. That’s the reason why it allow us to approach the experience of 
Ponte...nas Ondas! from different meaning levels, namely the one regarding heritage construction, understanding 

                                                 
203 We refer here “engagement” concept described by Ann Davidson (1996) when adressing dynamics on “academic engagement”. 
204 The Conference was held in April 23th and 24th in Vigo (Galiza) and 25th in Melgaço (Portugal). 
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that who really build it are people and their agency. Within this process Galician language is a starting point, the most 
important support for the its development and, perhaps, its most representative element as long as it play a central 
role. 
 
Ponte...nas Ondas! was released in 1995 as a dynamization initiative to enhance cooperation between primary and 
secondary schools from both sides of the Galician border with Portugal, trying to find “cross-border cultural elements 
and build bridges able to remove the communication barriers these frontiers built up” (Cid, Carita, Veloso and Feijoo, 
2007). As stated in the project website205, this experience emerged when an architectonic bridge connecting 
Salvaterra de Miño (Spain) and Monçao (Portugal) was built and opened to public. Based on this symbolic fact, 
sixteen schools find theirs motivation to build a communication bridge through radio waves. First attempt developed 
between radio studies of Ecos da Raia (Monçao, Portugal) and the one set up in the Culture Centre of Salvaterra 
(Galiza) for the occasion was so successful that ensure the initiative continuity. 
 
From time to time additional learning centres joined the project, which end up covering all the educative system 
range, from infant school to universities. New communication technologies (TICs) and the technical support provided 
by the University of Vigo through their TV channel (Uvigo TV) made possible that also schoolchildren from France, 
Switzerland, Italy or even Brazil or Mozambique to take part in the project. This experience was gaining importance 
day by day and renown broadcasting journalists from Spain and Portugal joined it, as well as professional musicians 
and artists that collaborate to consolidate this newborn bridge.  
 
By that time, Ponte...nas Ondas! had already started a trip of no return, and it was consolidating its labour through 
several activities such as its internationalization, those broadcast programs on the sad shipwreck of the Prestige, its 
entry into the UNESCO network of associated schools, the approach to Galician-Portuguese Orality by means of 
organizing exhibitions and festivals, an audiovisual contest called “Tell us where you live”, traditional games and toys 
events, discussion sessions and meetings, with round tables and conferences, etc. To sum up, a wide range of 
activities where schoolchildren play a leading role, being a part of them in an active and successful way, like 
happened in the research campaign about Galician-Portuguese oralities, where the youngest ones take part since 
2002. 
 
Ponte...nas Ondas! initiative was, and still is, so fruitful , that, at the beginning of 21st century, it result in the idea of 
nominating Galician - Portuguese intangible heritage for  inclusion on UNESCO list. After a lot of work, in 2004 the 
nomination was presented and, although it didn't pass UNESCO recognition in 2005, a sense of renewed aspirations 
and hopes emerged and it’s still being fruitful and productive. 
 
Although the scientific construction of heritage didn't seem to present any problems for school teachers, for the 
anthropologists enrolled in the project it involved many doubts, as they were not sure about how the term “culture” 
could be understood. Nevertheless, quite soon the two advisor anthropologists for the UNESCO nomination, Alvaro 
Campelo and Xose Manuel González Reboredo, started to appreciate this activity, and so they communicate it in the 
above mentioned symposium (2004). They assign it a positive value as it was not only referring to the past neither 
anchored in an essentialist a priori which would have made quite difficult to construct reality. On the contrary, it was 
something based on people’s cultural production through participation. 
 
It’s not the goal of this work to hold a record on the process developed by the pedagogic Association Ponte...nas 
Ondas! and all the huge amount of work they assumed in order to nominate that heritage for becoming UNESCO 
Masterpiece of Humanity, although I will refer to it. Neither are we going to go through all the activities developed 
within this initiative because for that we will need a several days conference.. What does really interest us here is to 
introduce some considerations in order to highlight the importance of Ponte...nas Ondas! and how important was to 
Galician language the experience of collectively rethink ourselves by means of intangible heritage. Some people have 
underscored the value of this experience for intercultural learning and how this new and unknown initiative helps 
breaking mental barriers (Cid, Carita, Veloso and Feijoo, 2007) as well as an heritage for the future, due to its vitality 
and the ability for new contexts adaptation (Veloso, 2006 and 2008), and a heritage education activity (Prado, 2010), 
among others. 
 

                                                 
205  Please check website adress  http://www.pontenasondas.org/gl 
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Additional analysis may be possible too, namely those regarding the importance of spreading a concept like 
“intangible”. At a social level, the nomination of the shared Galician-Portuguese intangible heritage implies, above 
all, increasing awareness on “Intangible Heritage”, making people aware of its existence and contributing to its 
importance and  positive value, avoiding it to be left in a minor position. Oralities are not elements stuck in the past 
but different ways of existence within present society, and therefore they demand their own space. A space they 
always had but never was made public, as they   used to remain out of ordinary despite being an usual element. 
 Spreading intangible heritage through mass media reveals that one of the comprising parts was missing, that our 
heritage, the one that until now we used to consider only in terms of objects, was incomplete. Its dissemination 
shows that its absurd to conceive it only in this way, because behind every object there’s an expression that made it 
 possible. Anyway, it’s necessary to alert that heritage it’s not about the sum of its parts, but an imbrication that 
result in a holistic whole. Therefore, we need to make a little stop here to discuss how intangible heritage idea 
emerges. 
 
When referring to how intangible elements triggers into heritage Quintero (2003) points out that it implies certain 
perspective changes on minority groups considered in a global society. Western’s imposition over other cultures 
affected their chances for building and claiming for their own past. In the West,  past is built up on the values assigned 
to historic and artistics attributes, and this is how  a monument turns out to be a symbol of sociocultural identity, 
either this would be an architectonic building or an object. This assessment of the object as public cultural goods 
needed a place where it could be shown and this was how, as Llull (2005) states, that museums became entities with 
a major social projection, no more being simple warehouses but places where to show country’s heritage wealth. 
 
However, this so representative object in the West doesn’t play the same role within other societies, where past is 
vinculated in some other ways and objects play a secondary role. The problem now is how to define what intangible 
heritage is. If we keep following Quintero (2003), he states that the most recurrent methods are  resorting  to the so 
called “tradition” and connecting intangible heritage with popular folk culture. Resorting to tradition seems to be a 
problem, as longs as this concept refers to how things were made in the past, and that these practices are in a process 
of transformation or they are barely used. Furthermore, many of the elements that we describe as traditionals are 
perfectly allocated in the timeline and had suffer from several changes and transformations due to the dynamic 
nature of Culture. So, what happens with present usages and practices? If we just exclusively resort to what it’s under 
an historic and temporal dimension, those expressions that are still used nowadays, those that really are alive and 
keep themselves dynamics are not considered and, therefore, excluded.  
 
Connecting intangible heritage with popular folk expressions allow us to distinguish between elite (upper class) and 
folk (low class) heritages.  The difference between one and another may prevent us from think about “heritage as a 
plural fact, sometimes contradictory, that answers memories, identities and traditions from many different groups of 
people living in places quite close to each other” (Quintero, 2003:148). Something that would reveal  social inequality 
processes and social structures characteristic of certain time and space; that reflects which heritage is the one 
considered “of everybody” and, finally, which is the role played by minority groups when addressing heritage 
recognition, selection and production. 
 
When referring to intangible heritage, other social groups we used to consider secondary ones, are carving out a 
place for themselves.  Women claim for their inclusion, either because of their own knowledge or because they do 
want to have voice and public presence to make their own decisions; minority groups - for example, indigenous - 
reaffirm their identities, etc. However, if we only resort to tradition and folk expressions when defining heritage, 
what will we have is a selective process  very  similar  to the ones made in the past and so largely criticized by us. For 
example, when talking about Galicia, considering only the expressions from farmers and fishermen implies excluding 
other groups and past realities, as Pereiro e Vilar has alerted (2002) when stating that ethnographic heritage risks 
becoming “something rare and exotic, a product from a non-history time”. To exclusively account for the past means 
jeopardizing present and future, because important elements that may be considered heritage are left out, even they 
are also part of our society. For example; the memories of the immigrant's endless travels by boat or train in search of 
a workplace in a factory are not less important than the Carnival traditions from Laza, Xinzo and Verín. 
 
The nomination of Galician-Portuguese Intangible Heritage for the UNESCO recognition has it most significant 
element on the fact that people become leading players. In other words, we are also considering a social movement 
that, in spite of state borders and all the suffered troubles (which we do not need to detail here), still thinks about 
itself in a collective way. When addressing a shared heritage we are also talking about politics, economy, etc, because 
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if within that supranational entity called European Union the Euroregions act as basic pillars, the one that comprises 
Galiza and North of Portugal Euro Region cannot be described only in terms of economic and political exchange, but 
need to consider other elements. Economic relationships themselves do not generate social bonds, because these are 
more complex (economy bonds are just one part of social one). Therefore, interpersonal bonds need to be fostered, 
as long as they are leading characters and driving forces of the creation and consolidation of the Euro Region.  
 
This way of thinking ourselves in a collective way lead us to some questions: why should we assign added value to 
Galician-Portuguese heritage? Why does it need to be preserved? We are not going to answer the first one, because 
we have already overcome this discussion. On the second one, it’s necessary to state a couple of things. 
 
Would it be possible to rephrase this question and ask instead if what we urgently need is to make this heritage more 
visible? We need to work for its awareness because, as being something build up by people, heritage will never run 
dry, but may  turn into something different: that’s why making it visible, rising its awareness, is exactly what gives it 
value, what allow us to affirm its existence and validity. That is, it’s necessary to connect what we consider intangible 
heritage. Within this connection, we need to pay special attention to both elements coming from the past but with 
continuity, and new elements left for recognition.  
 
So, why is it necessary to reconnect past with present? Because too often when talking about  heritage, whatever we 
pretend it or not, we  used to depict it as something in danger of extinction, something that it’s necessary to place in 
a museum, understanding museums as warehouses. Why does this happen, even everybody is avoiding it and trying 
to consider heritage as something alive? In our opinion this happens because we don’t approach social and cultural 
phenomena in the right way. A suitable concept will be considering it like lying in social bonds, understanding that 
diversity must be the constituent ground for every society, comprising different ways of life built by different groups. 
 
Therefore, it’s our opinion that heritage’s value does not lie in lyrics or legends having similar shapes in one and 
another sides of state borders (although this is also important) but in the fact that connects individuals, groups..., 
talking, sharing spaces, building collectively a way to identify and understand themselves, being active, establishing 
relationships, and, this way, rising their self-awareness. Within this process social acknowledgment and cultural value 
is awarded to something in particular, in this case, what UNESCO coins as intangible heritage. I’m only trying to 
underscore a concept of culture that it’s not confined to common aspects, but a dynamic concept that reveals how, 
once again, human beings create, build and produce culture in a consistent war. Culture it’s not something already 
given: we are continuously reformulating it, what does not prevent us from identifying how we do it. Affirming and 
vindicating ourselves by means of a common heritage means nothing but rising awareness of our common position, 
understanding that we share places and experiences. If people frequently demand what they want to be, awareness 
and visibility on their actions must be sine qua non condition to be taken into consideration. That’s why we highlight 
here a concept of heritage that it’s not only focused on past, but one that looks at the past to think about present and 
future. And because of this, it’s mandatory to pay attention to those accelerated cultural changes we are now living, 
patterns changing and new cultural expressions emerging.  
 
I hereby insist that conceiving Galician-Portuguese intangible heritage in a collective sense means a negotiation 
process that allow us to give it added value. A heritage whose most significant element is, in my opinion, the fact that 
connects people, the real leading players in the construction process of cultural heritage.  
 
Within this connection between individuals, social cohesion and mutual understanding is achieved thanks to a 
regularized and standard use of language, and oralities appear like the most used resources, ones that, even when 
acknowledging them, are getting added value. We are not judging here if this must be done in a way or another, but 
asserting that this is a way of express human relations. Therefore, this experience called Ponte...nas Ondas! confined 
itself to contacts between schoolchildren, let us state that their language, although being a cross curricular theme, 
it’s their common link; the driving force that enables relationships, and it’s also generating engagement dynamics 
towards itself. In the same way, it has got a community development, as schools hold a wide range of social diversity 
and, through language, social inequalities are overcome in favour of a common initiative and it’s gaining more and 
more adepts. An initiative that is making youngsters stop being a simple object that societies need to recruit and 
assimilate within its environment and start being acknowledged as what they actually are: active subjects located in 
socio-cultural places, times and sceneries where they interact with each other and that they somehow are shaping , 
rebuilding, and, at last, transforming. If they have the chance of having experiences like this one within is educational 
process, engagement dynamics towards language will arise powerfully. 
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We are now reaching the end of this essay, and we would like to focus now on what has being said by others about 
this experience called Ponte...nas Ondas!. We are now referring the independent NGO EBLUL (European Bureau for 
Lesser Used Languages),whose main aim is to defend minority cultures and endangered languages in the European 
Union territory and who also acts as a consultative body both for the European Council and UNESCO. 
 
This organization unanimously approved the labour developed by Ponte...nas Ondas! because of the following 
reasons206: 
 
Because of being an experience that contributes to the promotion of a lesser used language, helps restoring and 
recovering Galician culture, traditions, and language and encourages cross-borders cooperation. 
 
Because of developing mutual respect values between youngsters from neighbours territories. 
 
Because of being a good practices example for cooperation and promotion of language diversity 
 
Because of achieving the involvement of children in an educative context, encouraging the use of new technologies 
among them. 
 
This acknowledgement can be sum up in being a perfect and exemplary initiative of social cohesion and community 
development. Because of the reasons exposed above EBLUL General Assembly agreed to encourage official and 
nonofficial entities to support and sponsor this experience, but that it’s, in any case, another history. 
 
Reflexive Conclusion 
All along this essay we were trying to introduce Galician language current situation from a brief historical perspective, 
considering its difficulties and processes for becoming a co-official language in Galicia region. In spite of the fact that 
this process may be seen as an empowerment and legitimacy one, the truth is that when considering social and 
cultural fields, Galician language finds itself at a crossroads situation, quickly tending to fall into a decline getting 
more and more pronounced, and losing more and more speakers, specially those that are the future, the younger 
ones. We also tried to explain how regularization dynamics on language kept having a vertical structure, specially 
those developed in the way of official government initiatives, which barely considered the involvement of civil 
society. 
 
Therefore, in view of the current situation of Galician language, we tried to approach other experiences that, 
although they may remain unknown, they are actually capable of having an strong and deep impact, fostering, at 
least, positive engagement dynamics towards language, as they imply common and standard relationships between 
it and its speakers. We especially focused on the initiative Ponte...nas Ondas! and what it did mean. We will now 
finish this work trying to elaborate several reflective conclusions that will allow us to introduce theoretical elements 
of global nature within the field of linguistic resistance and learning methods. 
 
When speaking about Ponte...nas Ondas! we are trying to put into context how some initiatives can go unnoticed 
when considering its capacity favoring the use of Galician language,  although they actually are fostering social 
cohesion and positive engagement dynamics towards language, as its use is feel like something normal. This 
initiatives are also having an impact in society, turning people coming from different socio cultural background into 
active participants.  
 
Although Ponte...nas Ondas! was an initiative developed within an institutional environment (official school system) 
it did overcome the regular formal learning model and structure. What is important here is that it’s holding 
experiences that connect individuals, comprising relationships and exchanges. In other words, in this project day to 
day life is lived using Galician language, and so, this connection with the language also resembles social cohesion 
around it. In addition, as within schools and learning centres there are students coming from very different social 
backgrounds, the relations established with Galician language as a main feature are something known and 
acknowledged by everyone. 
 

                                                 
206 See: http://www.pontenasondas.org/gl 
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Teachers become now, as Giroux (1990) highlights, real intellectual transformers, as they are able to objectify 
relations that were confined to individuals’ sociability until now and, also, to encourage the construction of socio 
educative relationships where individuals play leading roles. 
 
An experience like Ponte...nas Ondas! allow us to estate that we are now approaching a case of linguistic resistance, 
as the social dynamics here aroused are not only working in an clear cut and explicit way.  We are now talking about 
passive resistance, a persuasive and silent one, all of them concepts  that were coined in order to define those actions 
developed by minority groups, those  that now are making old determinisms stop working or, at least, being 
questioned. Coronado (1986) states that considering resistance only as a mechanism for fighting impositions and 
commands, is not enough to distinguish the different strategies ethnic groups develop when facing domination and 
subjugation processes. To avoid this, he establishes a distinct concept of linguistic survival now understood as 
persistence: one without a collective consideration about the connections with language and culture. This does not 
imply that the internalization of the value of native language in contrast with other hegemonic ones is not working 
any more. What this concept is addressing is some sort of continuity in the social role of languages, not considering 
this as a tool for confrontation between groups, but just one more element of the way this group works. This 
persistence makes Coronado depict it like a passive resistance, reminding us that not because of being implicit is less 
efficient and successful. this kind of resistance is quite similar to the one that James Scott (1985) describes in his book 
“Weapons of the Weak: Everyday Forms of Peasant Resistance” or the “passive” resistance Reed-Danahay (1993, 
1996) identifies in rural France, or even the silent opposition practice we depicted in our research (Prado, 2007) on the 
schoolchildren from rural and urban background coming from the area of Melide.  
 
Coronado (1995) had also defined linguistic resistance as a phenomenon of the use of vernacular languages and its 
reproduction with political intentions; that is, a language reproduction which is one more element  in the range of 
practices and behaviours of a group, now considered as an specific unit among many other social ones, and not only a 
linguistic behaviour. In addition to the  explicit expressions this author considers as conjunctural ones, it’s necessary 
to take into account social uses commonly associated to any language considered alive, those that can be found in 
different cases of social interaction reproducing linguistic continuity. Resistance can be linked both to ways of social 
organization that legitimate language usages and to a whole continuity of cultural practices and expression where 
language plays a leading role a tool for transmission and dissemination.  
 
Within this approach, we can now state clear that Ponte..nas Ondas! can be associated with a model of resistance 
that generates social cohesion through engagement dynamics. If we are able to make this dynamics overcome the 
way we consider its existence, we can also think about its development as coming from the community. 
 
We now end this essay quoting those always suggestive words from Carballo Calero, which could be a perfect 
summary of what we tried to explain with this work:  
 
“A language cannot survive if not used, a language cannot come true if not in the real world” (Carballo Calero, quoted 
in García Negro, 2009:43).  
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No photo tells its own story… - The importance 
of orality to the polysemic study of a 
photographic collection 

Carmem Almeida / Bernardina Sebastião [ABSTRACT] 
 
[abstract] 
The capacity of photography to preserve in time, instants and events, gives it the possibility to evoke the cultural 
memory of peoples, the collective or social memory of a community. 
 
Contemporary historians have been considering increasingly important, the study of images, considering them as a 
visual text with its own discursive strategies. 
 
The practical use of photography as a tool for historical knowledge, involves establishing a methodology that goes 
beyond, the submission of the images, to mere illustrations of the written text, thereby analyzing them as texts that 
recount social facts, hence, no longer being regarded exclusively as a form of artistic expression and as a support to 
the written word. Therefore, recent studies point to a fundamental methodological principle. Each image should be 
regarded as a "map of meanings" that should be listened to carefully in order to interrogate the images beyond its 
mere visual appearance. 
 
One of the most important characteristics of photography is that its meaning changes over time. 
 
The relationship between the object and the photography, between the interpreter and the referent, changes: An 
1870 family portrait becomes a social document through which is possible to study uses and customs of an epoch. 
About this issue, let us quote Susan Sontag: since each photography is only a fragment, its moral and emotional 
weight depends on where it´ s inserted. A photography changes according to the context in which it is viewed.  
 
So when it comes to documentary analysis of photography, one must be aware that it means three different things, 
in three different moments, to consider: 
 
- At the time of its creation, photography is fraught with subjectivity: the photographer looks through a viewfinder of 
a camera (technical constraint) and projects his intentionality, his view, over the photographed object; 
 
- At the time of documental treatment, the image can be considered neutral, objective, divested of its original 
orientation, or its first meaning may remain exclusive, avoiding any interpretation; 
 
- At the time of its reuse, the photography regains its univocal meaning, intentionality, without this being necessarily 
the recovery of its original meaning. 
 
It is certain that photography has multiple readings, and therefore cannot be properly interpreted without 
considering these variables.  
 
The social product which is photography is a reflection of the reality of its author. Therefore, one of the first questions 
that the analyst should ask is about the motivations for a photographer to make a concrete image with a precise 
view. 
 
Although the photographic analysis, as singular subject, has some epistemological problems - captures the instant 
freezes the moment while ignoring the idea of the process - the content analysis of complete series, allows detecting 
messages, meanings and ideas that have a new significance as a whole, passing unrecognized or diffuse in a 
particularized analysis. 
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To discover its multiple meanings it is necessary to perform a meta reading that goes beyond its mere visual 
appearance, and is indissociable from the historical frame, cultural, scientific and even ideological, of the analyst. 
 
We are than talking about a denotative approach and, a connotative approach. While, the denotative meaning of 
photography can change reality itself - pose, composition, etc.., the code of connotation, is essentially cultural - the 
reading of a photograph always depends largely upon the mind of the reader. 
 
The analysis of the denotation is carried out through descriptive reading of the image (character roles in the picture, 
the action that is being described, where the action takes place, when the fact was recorded ...).  
 
The answers to these questions should not be inferred exclusively from the visual text, because some data can not be 
transmitted by analogical image. The images not only do not make clear the when, where and why, nor explains the 
consequences of events which narrate (no picture tells its own story ...) Thus, information that are not in the 
photography, may provide the main reading keys. Therefore, it is necessary not to overlook external sources, in order 
to accomplish its exegesis. 
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Abstract: 
Algarve, 1630’. The Inquisition puts pressure on New Christians living in the region. In the court, forced to confess 
alleged guilts of Judaism, defendants are asked about the faith that they would profess secretly – beliefs, rituals, 
prayers. Judaism had been officially abolished in Portugal more than a century before. Actually, Judaism had been 
confined to a life in hiding. The Judaizers preserved a forbidden cult that they secretly kept inside their homes or 
among restricted circles. The transmission of this faith demanded maximum secrecy. The possession of any kind of 
written fixation of the liturgy was an excessive risk. Orally, the contents were corrupted, rituality changed, the 
prayers lost elements and took others. 
 
In this communication, I will analyse these transformations. I will focus mainly on the Jewish prayers that persisted 
among New Christian communities in Algarve, during the first half of the seventeenth century, and how they were 
adapted to a context of secrecy and persecution. 
 
Passing Branca Dias in the morning of June the 13th, 1632, on the way to Saint Anthony convent, in Faro, would think 
that her purpose was none other than worshiping the saint in his holiday. However, this assumption was wrong; the 
reasons for this young woman, a new Christian, born and residing in Faro, to go to the convent were quite different.  
 
A year had passed since Branca Dias had introduced herself before D. Francisco de Meneses, at the time Bishop of 
Algarve, to profess her faith to the “Law of Moses” and to accuse her relatives and neighbours who kept the same 
faith. This was a sensitive subject. As many New Christians resided in Faro, where the Holy Office was yet to be 
enforced, this was a different scenario to what occurred in Vila Nova de Portimão and Tavira some decades before. 
Besides, the border was not too far… In the event of being threatened with incarceration, one could escape by sea or 
land, beyond the river Guadiana. The Bishop had taken precautions and asked the opinion of the Grand Inquisitor, D. 
Francisco de Castro. After all, the jurisdiction over “Jewish crimes” belonged to the Holy Office and not to the 
Episcopate. D. Francisco de Castro advised him to keep a complete secrecy when dealing with the case. The trial was 
lengthy and only in 1632, during the Saint Anthony holiday did Branca Dias returned to testify. 
 
During that moment, D. Francisco de Meneses listened to her confession, than when she lived “away from the Holy 
Mother Church” (“apartada da Santa Madre Igreja”), she used to recite some prayers in honor of the “Law of Moses” 
(IE, proc. 3739: 23-23v). One prayer goes: 
 
“Adonai Lord is your name, as it is declared, whom all men must believe in you, and say, cry, for have you created this 
forsaken world. Heed my prayer so I will not die miserable. This soul that you have created, it is not meant for 
disconsolation, nor for my perdition, but because you have created it.” 
 
[“Adonai Senhor es tu nombre, segundo tens declarado, a quien deve todo el hombre de crer en si, afirmando, lhorando 
porque hiseste este mundo de perdicion. Oye my oracion por que yo no muera triste. Esta alma que hesiste no el 
desconsolacion, no por mia perdicion, si no porque tu la hesiste.”] 
 
Another went like this: 
“Have mercy upon me, Lord, in your great mercy and in your multitude of mercies, expunge my evil, cleanse my 
wickedness and clean me my sins, for I know my wickedness and my sins are ever against me.” 
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[“Tem misericórdia de mim, Senhor, segundo tua grande misericórdia e segundo a multidão de tuas misericórdias apaga 
minha maldade, mas me lava a maldade minha e me limpa de meu pecado, porque eu conheço a minha maldade e meu 
pecado está sempre contra mim.”] 
 
Branca Dias perished in late August, in the year 1633, but her confession generated a series of arrests in Faro that, in 
subsequent years, reached other regions of Algarve, mainly Loulé (Magalhães 1981). Joana Jorge, Branca Dias’s 
cousin, lived in this village and, in October 1633, travelled to Faro to introduce herself before the Bishop and, like her 
cousin, to profess herself as a judaizer. 
 
During her childhood, her mother taught her a prayer and Joana Jorge still remembered how it began: 
“Adonai is your name, as it is declared. To be more hallowed, I will call and I will worship your name, release me from 
my sins. Blessed are the men that trust in you. You rescued them from the King Pharaoh, from so great tribulations. 
And under your spear, the twelve tribes marched blissfully, healthy and alive, for you showed vengeance when they 
approached the sea. Pursued by the Pharaoh, Moses called to you, so [the sea] was divided into two. Great is your 
power with no match, nor comparison, nor one to write or enumerate it. You have provided sustenance, sun, moon, 
sky and stars, and only God knows how many exist because He possesses them all.” (IE, proc. 824: 25) 
 
[“Adonai é o teu nome, segundo é declarado, pera mais santificado vosso nome chamarei e em ti adorarei, livrai-me do 
meu pecado, bem dito seia el varon que en ti tiene confiança, sacaste el Rei Faraó de tan grande tribulança, por debaixo 
de tu lança passaram as doze tribos alegres, sanos e vivos, pues has mostrado vingança, cerca de mar allegaron, Farao 
ha perseguido, tan de vozes apellido a Moises, logo se lhe abriu como a dous ha pedido. Grande he teu poderio que não 
tem conto, nem par, nem quem possa escrevê-lo, nem quem possa enumerá-lo. Deu-lhe certo alimento, sol, luna, céu e 
estrelas, só Deus sabe o conto delas pois as tem a seu contento”] 
 
Her mother also instructed that, henceforth, she should never pray the Hail Mary. So, as an alternative for this prayer, 
when she counted the rosary beads, she would say: “From East to West, the name of Adonai is praised”. When was 
she finished, she would count the beads again, repeating: “Blessed and praised be the beauty of Adonai”, until she 
reach 140 beads (IE, proc. 824: 25v). 
 
Branca Dias and Joana Jorge are two of the rare surviving testimonies of the Crypto-Jewish prayers found in Algarve 
in 1630. If we go a few decades earlier, it is possible to find other references to prayers from the “Old Law” (Lei Velha) 
during the trials of New-Christians on Algarve, and during the two Inquisition arrests in the said region, in 1550’-1560’ 
and 1580’-1590’. Some of them are similar to the prayers recited by Branca Dias and Joana Jorge. 
 
Maria Lopes, a New Christian from Loulé, who was arrested in 1559, spoke of an occurrence that had occurred about 
eight years before. Then, on a journey to Lagos, she spent one night in a widow’s home in Vila Nova de Portimão. The 
woman’s daughter, Grácia Mendes, asked her to teach some “Jewish prayers”. One of them started like this:  
“Adonai is your name, as it is declared to us, whom every man must incline to be most glorified. I will worship only 
you, I will declare myself to you and you will deliver me from sin.” 
 
[“Adonai é o teu nome, segundo nos é declarado, a quem deve todo hombre ser bem inclinado por mais glorificado, em ti 
solo adorarei, em ti me afirmarei e livrar-me-ás de pecado.”] 
 
Maria Lopes advised Grácia Mendes to ask her mother to teach her these prayers, because she also knew them (IL, 
proc. 3845: 22). 
 
In Tavira, around the same time, we came across the same prayer. In 1554, Mor Mendes, known as the Buena Vida 
(Good Life), accommodated in her home a New Christian from Santarém who was running from the Inquisition to 
Tavira. Her name was Maria Rodrigues and she had served the Countess of Castanheira as her maid, according what 
she told Mor Mendes. In fact, her name was Isabel Fernandes and she was a baker (IL, proc. 3114). For two months, 
they lived together and, in that time, the girl taught Mor Mendes that she would only find salvation in the Law of 
Moses. Therefore, she was advised to learn some prayers, and one started like this:  
“Adonai is your name, as it is declared to me, whom every man must be inclined to believe. I will worship your name, 
you shall forgive my sins.” (IL, proc. 13280: 51-51v) 
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[“Adonai es tu nombre que assim mo hão declarado, onde deve todo hombre de crer bem inclinado, en tu nombre 
adorarei, perdonar me as mi pecado”] 
 
But according to her confession, it was possible that Mor Mendes already knew those prayers, since her mother had 
taught them. According these passages, this prayer matches almost entirely with the one Grácia Mendes had asked 
Maria Lopes to teach her. 
 
Even though the two women did not reside in the same city, there was a bond between them, as Mor Mendes was 
Grácia Mendes’s paternal aunt. And this only served to reinforce the theory that prayers were originally passed to 
Mor Mendes through her family and not through a woman from Setubal. 
 
On one hand, Maria Lopes had a remote relation with Joana Jorge from Faro – she was her husband’s (Manuel 
Camacho) great-grandmother. But Joana already told that she had learned the “Adonai is your name” prayer through 
her mother, and not through her mother-in-law, nor husband. However, the friendship and kinship bonds that usually 
precede the matrimonial bonds allowed us to deduce that Manuel Camacho’s and Joana Jorge’s families were already 
close even before they married.  
 
So was this prayer passed orally through four generations? It is a possibility but let us analyze its contents. 
 
On Maria Lopes and Mor Mendes’s reports, we encounter the first few sentences of a prayer. Might be they could not 
remember the rest or the scrivener did not register the entirety of their statement. It is clear that the two versions are 
very similar, with a flow and rhyme that makes it easier to memorize it. Those characteristics are more noticeable in 
Joana Jorge’s prayer, than in Branca Dias’s. Incidentally, Branca Dias’s version shows a less regular structure, and it 
can also be said that this is a more corrupted version, even a little improvised. While the three women’s prayers 
expressed the affirmation and exhortation of their faith, Branca Dias’s resembled a lamentation – the perdition, the 
disconsolation, of a miserable death. 
 
However, the common point between Branca Dias’s “Adonai is your name” and Joana Jorge’s and Mor Mendes’s 
prayers (but not Maria Lopes’ prayer) is the language; blending several elements from the Portuguese and Spanish 
languages. Curiously, the reason for it lies not on an oral, but on a writing level and outside the Iberian Peninsula. 
 
The ban to practice Judaism and the forced baptisms drove part of the Portuguese Jewish community from the 
country to settle in other places where their faith could be freely professed, and as a result, the Portuguese Jewish 
communities in the Diaspora were born. Simultaneously, the inquisitorial repression forced many New Christians, 
who secretly followed the faith of their ancestors, to abandon Portugal, with some afraid of being incarcerated. Once 
in their final destination, they would fully convert to Judaism and attempt to integrate their local Sephardic 
congregations. Unfortunately, during the time when everyone was forced to hide their Jewish faith for a Christian 
faith, much information was lost. For instance, the Hebrew language was one of the many first things to be 
forgotten.  
 
Aware of this situation, the religious leaders soon understood the need to translate the main Jewish liturgical texts to 
the vernacular language, so the newcomers would be able to understand the rituals preached in the synagogue. In 
1552, the first Jewish prayer book translated into Spanish was printed in Ferrara – Libro de Oracyones de todo el 
anno...; Sedur de Oraciones de mes...; e Orden de Silhot el qual comienxa en la luna nueva de Elul..., printed by Yom Tob 
Atias (Kayserling 1971: 81-86). In the next year, Abrãao Usque printed the Bíblia de Ferrara. The translation was literal, 
word for word, keeping the syntactic construction of the Hebrew language (Sephiha 1986; Alvar 2000). Moreover, the 
translation kept some original Hebrew sentences, but transliterated into Latin characters, in order to make it easier 
to understand the Hebrew language during the ceremony. Concerning the Sephardic synagogue of Ferrara, Aron de 
Leone Leoni advances the hypothesis that the hazzan raised his voice in the beginning of a section in each rite so the 
Portuguese Jews, who were not able to understand the ritual in Hebrew language, could follow it through their 
translated prayer books (Leoni 2006: 100). 
 
This fact would also be reflected in some prayers that remained in the memory of Iberian New Christians. The most 
popular of them was the Shema Israel. The translated prayer books kept its first sentence in Hebrew, but with Latin 
characters – “Semah Israel A[donai] Elohenu A[donai] Ehad Baruch Sem Kebod Malchuto Leholam Vahed” (Ben Israel 
1650: 10), corresponding to Deuteronomy 6:4: “Hear, O Israel, The Lord our God is one Lord”. In Portugal, the 
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Judaizers still said the first words in Hebrew, even having many mistakes. One example is the case of Violante 
Francesa, a young New Christian from Lisbon, arrested by the Inquisition in 1606, when she was only 13 years old. 
During her confession, she said some prayers, including the Shema Israel by heart: 
“Samá Israel Adonay eloy eloy Adonay ehá Baro sen quebó malcutó Leolá vaer, you shall love Adonay as your God 
with all your heart, soul, and with all your might and these words which I trust you today, shall be upon your heart and 
your soul [...]” (IL, proc. 6096: 39)207. 
 
[“Samá Israel Adonay eloy eloy Adonay ehá Baro sen quebó malcutó Leolá vaer, e amaras Adonay tu Dio con todo tu 
coraçon y con toda tu alma y con todo tu aver, e serão as palavras estas yo te encommendo, oy, sobre tu coraçon y sobre 
tu alma [...]”] 
 
Violante Francesa did not know the Hebrew language, so her first words of the Shema were far from perfect, 
probably with some minor mistakes. But, the scrivener, who did not understand the Hebrew language, remarked that 
her rendition of this basilar prayer of the Jewish religion was, in fact, corrupted.  
 
Back to Algarve, the references to the Shema Israel in the analyzed reports are just coincidental and refer only to the 
first decades of inquisitorial repression in the region. Unfortunately, none of them had the same proficiency of 
Violante Francesa. Still, Francisco Nunes, incarcerated in 1560 in Lagos, admitted that he used to pray the “Shama 
Israel Adonai Aloeno” with other New Christians (IL, proc. 2601: 22v). By that time, a blacksmith from Tavira, Gaspar 
Fernandes, incarcerated in the Inquisition’s cells in Lisbon, continued to pray the Shema Israel (IL, proc. 2486: 86v). 
 
The Hebrew origins of this prayer were not forgotten and continued to be passed, not just orally, but from generation 
to generation. It was arduous, if not impossible, to know how wide the Jewish liturgical texts, handwritten or printed, 
were spread in Portugal. 
 
Among the large number of inquisitorial trials, we came upon rare testimonies – the wife of a merchant who tried to 
hide from Holy Office an handwritten copy of the Tefillah Quotidiano (prayers of the daily liturgical service) (IL proc. 
4099: 24-55; Vieira 2011: 537-568); a trader from Celorico da Beira who had a handwritten notebook with the Selichot 
(a repertory of penitential prayers) (IL, proc. 11560: 61-80v); or another merchant who, when arrested by the 
Inquisition, hid in his cap’s lining some torn pages of a printed prayer book (IL, proc. 1843). But these were only the 
cases that the Inquisition was able to detect, just a small sample of a much broader reality. After all, it was an 
impossible task to keep an eye on everyone. Back then, there was a large gap between what the inquisitors knew 
(what we know nowadays) and what really happened in the privacy of their homes to those who kept the faith of their 
ancestors alive. Here lies the great frustration of one’s historiographical work and, in particular, of those individuals 
whose voice only survived thanks to their tormentors’ quill… 
 
In Algarve, the references to Jewish prayer books are even rarer, something that contrasts with the fact of its coastal 
towns and villages being frequented by foreign merchants, some of them from places where Judaism was freely 
professed. Not even in the documentation concerning the Inquisitorial inspections to ships ported in Faro mentioned 
any religious books (Rau 1954). 
 
The sparse allusions to Jewish liturgical texts are full of inaccuracies. In 1633, the inventory of Afonso Pinto Duarte’s 
property, shopkeeper from Faro, included “[...] six small golden clay cows from Estremoz, with their horns, 
resembling a cow [...]”(“[...] seis touras pequenas de barro de Estremoz borrifadas de ouro, com seus cornos, assim e 
da maneira de uma vaca [...]”), all covered in paper and stored in a drawer. The familiar of the Inquisition, responsible 
for the confiscation, thought it was wrong to find “so many cows together” (“tanta toura junta”) and sent them to the 
Inquisition of Évora (Magalhães 1981: 44). Around the same time, some witnesses accused Grácia Mendes, Branca 
Dias’s niece, of saying some prayers “to the golden little ox” (“ao boizinho de ouro”) which she had learned from her 
mother. “Is the Law of Moses an ox?” (“É a Lei de Moisés um boi?”) – The girl asked when questioned if she believed in 
the Law of Christ or in the Law of Moses (IE, liv. 213: 419-422v; Coelho 2002: 423-424).  
 
In one hand, the answer to that question is yes: the ox or the cow (“toura”) was the Torah. In 1630, the recollection 
of what the Torah actually was had already faded from many New Christians’ memories. And the Torah became a 

                                                 
207 These are only the first few sentences of the prayer. Before the inquisitors, Violante Francesa said almost everything. Thanks to Maria Fernanda 
Guimarães for information about this trial and its transcription. 
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toura (cow), and the cow became an ox, bull, or calf. What is the relation between that? It could be an allusion to 
the Exodus chapter which recounts the episode where the Hebrews, feeling abandoned by Moses, built a golden 
calf and began to worship it (Garcia 1996: 71). There is also, the obvious homophonic similarity between the two 
words, liable to induce in error, as the process of teaching and communicating religious doctrines was done orally; 
usually without any written support to help. Even if the Jewish liturgy spread was larger, its reception would face 
another obstacle – the high levels of illiteracy, especially among the female population. 
 
Besides, even Christian teachings were passed orally; the priest remained the intermediary between the sacred texts 
and the congregation, many of them illiterate and the vast majority not versed in Latin. People listened to the Bible 
instead of reading it. So, the Church was able to filter its access and monopolized its interpretations. This was a key 
element to safeguard its orthodoxy. (Buescu 2000; Sánchez Lora 2002) 
 
During the years of religious oppression, possessing any Jewish liturgical work was a risk taken by only a few 
Judaizers. So, the Bible, particularly the Old Testament, was one of the rare sources available to anyone who wished 
to learn more about the foundations of the Jewish religion. In the 1550’ and 1560’, some New Christians from Algarve 
admitted how they used to meet at each other’s homes to read a translated Bible from Latin, as someone would read 
it aloud for rest. The Pentateuch and the prophetic books were among the chosen passages, particularly at a time 
when messianism emerged from the New Christian communities. The Psalms were also recited and memorized and, 
for many judaizers, they were the only prayers said “in compliance to the Law of Moses”.  
 
There were two features that could tell apart this ritual from a common orthodox behavior: the first one was the 
absence of the Gloria Patri at the end – this prayer supports the faith in the Trinity and by being omitted, it was 
rejecting the Christian dogma – and the second one, was the selection of the psalms, opting to choose the Seven 
Penitential Psalms, i.e., psalms 6, 31, 37, 50, 101, 129 and 142 (Salomon 1982a: 65). In fact, the “psalms without Gloria 
Patri” are one of the Judaizing practices listed in monitions and edicts of faith. The “crimes” that should be reported 
and/or confessed to the Inquisition were also listed in these documents (Monitório 1536; Édito de fé de 1611 in TSO, 
CG, liv. 256: 247-249; Salomon 1982b).  
 
It was noticed that one other prayer recited by Branca Dias in her confession seemed to be an adaptation of the first 
versicle of Psalm 50 (“Have mercy upon me, O God, according to thy loving kindness: according unto the multitude of 
thy tender mercies blot out my transgressions.  Wash me thoroughly from mine iniquity, and cleanse me from my sin. 
For I acknowledge my transgressions: and my sin is ever before me.”). Unlike “Adonai is your name”, Branca Dias told 
it in a perfect Portuguese. All in all, both prayers were not transmitted in an equal form. “Have mercy upon me” 
adapted a psalm and it had a written support, although not available to everyone. However, among relatives or in a 
circle of acquaintances, there would be always someone versed in Latin that could translate and transmit the Psalms’ 
meaning. But this would not happen with “Adonai is your name”. 
 
In Joana Jorge’s version, the longest of the four, the prayer narrates the Jewish people escaping from Egypt. This 
episode is also mentioned in the Shema Israel and is often the topic to many Crypto-Jewish prayers, like the one 
recited by Tomás Gomes, a merchant from Silves, in 1560:  
“Oh God of Abraham, Isaac and Jacob, you rescued the children of Israel from captivity in Egypt, parted the sea in 
twelve paths and they crossed it without harm, and witnessed their revenge upon the Egyptians and then you 
brought them to the desert and from hence to the Promise Land. You provided them with manna and delicate 
sustenance for forty years; for this is the truth, I believe that you are the God of Truth and not of lies, I devote myself 
to you and I entrust you my hope and not in others, because you will free me from every peril and you will save me 
and forgive all my sins.” (IL, proc. 9445: 15v-16) 
 
[“Oh Deus de Abraão, Isaac e Jacob, tu tiraste os filhos de Israel da catividade do Egipto e lhes fizeste o mar em doze 
carreiras e os passastes em salvo e os filhos de Israel viram vingança dos egípcios e os passaste ao deserto e dali os 
pusestes na terra de promissão e os mantivestes quarenta anos ao maná e a manjares delicados, assim como isto é 
verdade, assim creio que sois o Deus de Verdade e não das mentiras, a vós me encomendo e em vós ponho minha 
esperança e não em outras coisas, porque vós me haveis de livrar de todos os perigos e me haveis de salvar e perdoar 
todos meus pecados”]. 
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Just as God saved the Jews from slavery in Egypt, he would also free anyone who remained loyal to the “True Law” 
from harm, (i.e. inquisitorial persecution), and he would forgive all their sins (i.e. public profession of another religion) 
– this is the core of Tomás Gomes’s prayer. 
 
The status of Jewish secrecy, that forced many Jews to renounce their faith in public, generated a moral dilemma, a 
remorse that came to justify the popularity of contrition prayers among New Christians. Branca Dias’s prayer “Have 
mercy upon me” and her version of “Adonai is your name” alludes to it. 
 
Eventually, the references to Crypto-Jewish prayers during the Inquisitorial oppression became even sparser. 
Reports, such as Branca Dias and Joana Jorge’s were almost an exception, however, it is vital to consider the 
circumstances in which this women testified – they appeared voluntarily before an ecclesiastic authority in order to 
confess Judaizing practices, which was not common. 
 
A century separates Branca Dias and Joana Jorge’s testimonies and the Inquisition establishment in Portugal. During 
this century, the New Christians from Algarve had suffered two waves of arrests. The imprisonment was not 
something new, nor the interrogation audiences or the Inquisition procedures. So, in the 1630, the vast majority 
already knew that the secret to shorten the prison time or to receive a more lenient judgment was to provide a 
fabricated confession, whose contents were based on the accusations gathered by the court. The defendant was not 
allowed to know who accused him, but the prova de justiça (summary of the testimony), published at the request of 
the prosecutor clarified the accusation. If the accusations did not mention any Crypto-Jewish prayers, why confess 
them at all? Branca Dias and Joana Jorge were not accused, and for that, they manage not to confess anything. Both 
women went to D. Francisco de Meneses, and decided on their own accord to convey the prayers they learned during 
childhood; claiming the need to ease their consciences (there could be other reasons, such as family feuds or personal 
vendettas).  
 
During the first half of the seventeenth century, apart from Branca Dias and Joana Jorge, Crypto-Jewish prayers 
references in the reports of New Christians from Algarve were vague and confusing. Sebastião Dias, a merchant from 
Faro, said to have heard in his cousin’s home, someone reciting a prayer “[...] these are some of the words: ‘Blessed 
and praised are you, People of Israel, Adonai forever’ [...]” (“[...] que entre outras palavras dizia: «Bendito e louvado 
sejais, Povo de Israel, Adonai para sempre» [...]”) (IE, proc. 2719: 147-147v). Isabel Pinta, also from Faro, learned a 
prayer whose first words were: “The tribes of Israel on that red and salty sea” (“As tribos de Israel por aquele mar 
vermelho e mar salgado”) (IE, proc. 3749: 76). Sebastião Dias was Branca Dias’s uncle and Isabel Pinta’s brother-in-law. 
Once again, Crypto-Jewish prayers were common in the family. 
 
Isabel Pinta confessed that she had learned the prayer from Francisca Duarte, Branca Dias’s sister. She was told that 
this was a prayer to “Saint Moses”; and there were still other judaizers who prayed to “Saint Queen Esther”. By the 
way, the invocation of  “Saint Moses” (or “Saint Little Moses” [Santo Moisésinho]) e and also of  “Saint Queen Esther” 
remained until the twentieth century, inside the marrano community of Belmonte, where many homes had a picture 
of the two “saints” (Paulo 1970: 80).  
 
Morover, we have learned how Joana Jorge was taught a prayer of the “Old Law” to recite while she counted the 
rosary beads. 
 
According to Miriam Bodian, the behavioral patterns of the converts would also reflect “[...] the mobilization of social 
strategies to deal with the conflict, stigma, and survival [...]”(Bodian 1994: 50). The importance of keeping an 
absolute secrecy in the Crypto-Jewish faith and rituals resulted in a doctrinal vulgarization, and some elements from 
the only authorized religion, Christianity, infected the Judaizer’s beliefs. This phenomenon became more evident as 
time went by; and people would perish leaving no traces of their memories or faiths. 
 
In Algarve, during the New Christians trials in 1630’and 1640’, one of the most mentioned Judaizing practices, besides 
the Sabbath and the diet restrictions (not consuming pork, hare, rabbit, or fish without scales), is the offering of the 
prayer “Holy Father” to Moses (“Padre Nosso a Moisés”). Furthermore, according to David Gitlitz, “[...] Holy Father 
was an amalgam of several common Jewish prayers [...] (Gitlitz 2002: 468). 
 
During the first wave of arrests in Algarve (1550-1560), this practice was not reported. In fact, the Monitório of 1536 
does not even mention it, which leads us to believe that this is a later practice, due to the increase of the inquisitorial 



[ 166 ] 

 

oppression. A New Christian could recite the Holy Father in public without any scandal; it would even be a proof of 
true Christianity but, on the unfathomable territory of his conscience, he would not devote it to Christ, but to the 
“God of Heaven” (“Deus dos Céus”) or to Moses. He would keep the “Old Law” to himself while he was not allowed to 
it in practice. Sources point out that this gradual effort to minimize the external signs of the forbidden faith coexists 
with a gradual proximity to the dominant religion.  
 
Before the inquisitors, the overwhelming majority of captives who confessed to be judaizers also claimed to have 
done “Christian deeds for the benefit of the world”; they went to church, they commuted, confessed during 
Christmas and Easter, and fasted during Lent. António Francisco, a violist from Faro, testified that his grandmother 
had taught him, that when he went to church, he should receive the holy water but say to himself: “I take you for the 
sake of the people, and not because I need you” (“Tomo-te por amor da gente e não por te haver mister”). Whenever he 
would receive the communion wafer, he would say to himself: “I shall receive you, not because I believe in you, nor I 
adore you, but because I believe solely in the Law of Moses” (“Venho-te receber, não por te crer, nem te adorar, senão 
por crer na lei de Moisés bem e verdadeiramente”) (IE, proc. 5519: 1v-2).  
 
Thus, a disordered Judaism was born, with a combination of Biblical precepts and Catholic rites, a sort of religious 
syncretism that was turning into a new ritual, according to Elias Lipiner (Lipiner 1998: 397). It was the Crypto-Judaism, 
whose essence resided precisely in these combinations, leading to religious behavioral heterogeneity, on a complex 
reality full of nuances. Nathan Wachtel defined it as a wide spectrum between two poles – the fervent Judaizers and the 
sincere Christians –, with a whole series of intermediate cases and syncretic combinations, a set of practices and faiths 
composed by elements that may contradict but, at the same time, agree, sustaining in the memory of a common past: 
the faith of their ancestors (Wachtel 2003: 15).  
 
In the end, some believed in the Law of Moses, others believed in the Law of Christ. And, perhaps the majority didn’t 
even know what they believed in. 
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Memory and photography: “I am from 
Mouraria” or seven ways to tell and save stories 

Catarina Laranjeiro / Catarina Vasconcelos 
 
Abstract 
This article results from a research about the memories of a neighborhood named Mouraria, in Lisbon, carried out on 
Grupo Desportivo da Mouraria, an association supported by Estado Novo and used as a way of ideological 
propaganda. Departing from the idea of microhistory of Ginzburg (1989), we analyzed the rituals and activities 
promoted by this association in Mouraria, through the memories of the people who performed and supported them. 
Assuming that photographs have an unique contribution in the maintenance of our memories, we let ourselves be 
guided by them on the collection of the life history of each of the interviewees, through the technique of photo-
elicitation. The stories and photographs collected intersect with each other, building the history of Mouraria, its 
march and Fado singers.  
 
Key-words: Memory, Mouraria, Photography, Photo-Elicitation, Micro-History 
 
This research was a final project of a pos-graduation course about Digital Visual Culture by the Anthropological 
Department at ISCTE-UL. The fieldwork elapsed between March and June 2011. 
Our main goal was to collect memories of people who belong to Grupo Desportivo da Mouraria (GDM), through their 
personal photos. We started from the idea that all images are first of all memories and behind each image there is 
always a history. With all material collected, we created a Documentary Film named “ I am from Mouraria or Seven 
Different Ways to Tell and Save Histories”, which represents our own way to recount this memories.  
 
So, it started: we met Amália and she introduced us into Mouraria. Mouraria is an old quarter in Lisbon center, which 
was given by D. Afonso Henriques to the Moors when Lisbon was conquered, as it was/is an area in the shadow. Since 
then, Mouraria is a place where the ones who are apart have a place, being currently known as an Indian and Chinese 
migration quarter. However, it is also a popular place, with great traditions, where the mythical Fado founder, Severa 
was born.   
 
In the highest part of Mouraria, we can find Grupo Desportivo da Mouraria (GDM), a Sports Union which was 
supported by Estado Novo: name given to the corporatist and totalitarian regime which took place in Portugal during 
48 years, which combined the followed ideological phases: the authoritarian nationalism, conservative catholicism, 
and the fascist doctrine (Daniel Melo, 2010:14). 
 
These associations were supported by Estado Novo, as they engaged in activities that allowed the regime to prevent 
the emergence of opposition activities. These activities were incorporated in the famous formula of the three Fs 
(Fado208, Football and Fátima209) to which the GDM joined boxing, wrestling and popular marches210 (Daniel de Melo, 
2010: 18).  
 
GDM is a classic example of popular associations, i.e. "That which is created and maintained by the poorer sections of 
the population" (Melo de Carvalho, 2001:26). As Felismino told us in our first conversation: "This group comes from the 
people and for the people, here some people did not know even how to read (...) and that the group (GDM) has made 
these people citizens." 
 
Our conversations with people from GDM, trying to place GDM in the political history of Portugal, lead us to reach a 
conclusion: most of people who belonged to these associations had no intention of serving the fascist regime, neither 
to face it. Currently, they do not feel this historical weight. All they wanted was an association to serve their needs. 
But Estado Novo had used them as a symbol of the regime, and therefore they had been connected with fascism by 
sectors linked to the opposition.  

                                                 
208 Portuguese typical song; 
209 A portuguese sanctuary 
210 The popular marches were one of the most controversial Estado Novo cultural practices, since they were created in order to promote identity 
competition between the districts, and the link between the local and political power (Daniel de Melo, 2010). 
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And because of that, we still don’t know the History of those, who belonged and supported GDM. Their life stories do 
not appear in our historical books. They are undoubtedly a subordinate group: “neighborhoods such as Mouraria (...) 
are naturally missing and nonexistent in the political and administrative structure of the city, in the district statistics, in 
written records and documentation of various kinds” (Cordeiro, 2001:126). So, the collection of their stories is 
important to understand not only the GDM and Mouraria, but also the History of our country. To us, it seemed 
essential and urgent to rescue those memories. The concept of micro-history proved to be crucial, once this approach 
is based on the micro-analysis of particular case stories, which the intensive analysis reveals general problems, which 
challenge preconceived ideas about historical facts (Ginzburg, 1989:8). 
 
We thought photography would be a good starting point, or rather the memories that the GDM members fixed in 
photographs. Photography has an unique contribution in the maintenance of our memories. They are first of all 
memories. Moments that belong to the past and which we decided to preserve, once “all photographs are there to 
remind ourselves of what we forget ” (John Berger, 2004: 22). 
 
The purpose of the images is to be maps of the world (Flusser, 1998:22). And throughout this work, we let ourselves 
be guided by the photographs, calling its role as an instrument of representation of people and their biographies in 
the creation and accumulation of knowledge about themselves. As we said muddling to Felismino:  
"We look forward to work on the memories of GDM. With old photos that Felismino may have and that narrate a little of 
your history here... but we want to know your personal stories ... because it is the individuals stories that makes the 
stories of the group…” 
 
We were interested in private and almost intimate photographs. Would be these personal histories that would 
intersect with other photographs and memories of others and last, with the GDM history, the umbrella of all these 
memories.  
 
So we asked people to choose some photos and talk about them. This technique is called photo-elicitation and was 
developed in order to get answers that would be enriched by the intensity caused by viewing the photograph and the 
sharpness of the memories there documented (Prosser, 1998). 
 
According to Edwards (2006:39), photographs “literally unlock memories and emerge in multiple soundscapes, alowing 
the sounds to be heard and thus enabling knowledge to be passed down, validated, absorbed and refigured in the 
present”. Douglas Harper (2002:1) suggests that “images evoke deeper elements of human consciousness (...)” given the 
extraordinary capacity of photography to recover a "person gone" or an "event past". As Edgar Morin wrote (1980:24) 
"the photographs are covered by an atmosphere of mystery that force their viewers to participate in a resuscitation which 
is almost mystical”. It is the "air" that, according to Barthes (1990:119) is an impression that emanates from the 
images, which touches on and projects into a particular past or leads to an existential question; it is what is latent and 
waiting for the spectator's gaze to manifest. 
 
And we all become brilliant storytellers in the presence of photographs because: “Photographs operate not only simply 
as visual history but are performed, I shall argue, as a form of oral history, linked to sound, gesture and thus relationships 
in which and through which these practices are embedded” (Edwards, 2006:29). 
 
And how to choose the people? Inside a neighborhood, the snowballing method appear as the most suitable, since it 
allow to know and locate others elements of the community. We started with Amália that led us to Florinda. Florinda 
led us to Dália and Miguel, who brought us to Jaime, that led us to Mr. Pina. And Amália also took us to the Ana 
Pereira, that led us to Mr. Victor where Baguinho already had taken us. Mr. Victor led us to Cristina and Vanessa, who 
introduces us Paulo and Zé. And Amália is married with Felismino, who presented us Gomes and Toni Loretti. 
 
We had gone from person to person, asking for photographs and old newspapers, looking for and accepting 
suggestions: "Oh, about that talk with… " and we would do it. From all histories that we collect, we choose six to 
present in this paper.  
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Image 1- Snowballing framework 
 
Amália 
“Through photographs, each family constructs a portrait-chronicle of itself" (Sontag, 1977:8). But Amália’s albums are 
much more than that: it is a chronicle of a particular class in a given historical period (50s-70s). Amália represents the 
migration from the rural areas to the great Lisbon (she migrated from Algarve with her mother and brother to 
Lisbon), the Portuguese immigration to France (she went with her husband to France, where the first daughter born), 
the Colonial War (Felismino went to Mozambique as a soldier during two years). 
 
Concerning the Colonial War period, we can see something extremely significant in the picture role: “(…) it is an 
engagement with the whole social dynamic of photographs over space and time, in which photographs become entities 
acting and mediating between peoples” (Edwards, 2006: 31). Amália told: “(...) this album was mine, with photos he had 
sent (...)... and vice versa as I was sending him”.  
 

 
 
Image 2- Frame from the film “I am from Mouraria or Seven Different Ways to Tell and Save Histories” 
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In addition to family genealogy evoked by Amália’s albums, it is also evoked a chronic of Lisbon and its traditions: 
photographs of all the members of a family, while children, feeding the pigeons, in Rossio; photographs at Estefânia 
Hospital, photographs in photo studios with exotic landscapes, and photographs in the popular marches, common 
memory to all Mouraria.  
 
The interview with Amália, was the one with the more clear and visible thread, due to the organization that albums 
embody: if loose photographs lead us to a free narrative, the albums structured time and space. 
 
We have understood with Amália, that creating an album is similar to film editing process: once the juxtaposition of 
plans sequence is replaced by juxtaposing photographic narrative that makes sense. And in Amália specific case that 
narrative is not spatio-temporal, but exclusively emotional: “this is him and that one is the motorbike which killed 
him”. 
 

 
Image 3- Photographs from Amália’s albums 
 
Toni Loretti 
Toni Loretti is an informal Fado manager. He does not show us a photo album, but a package of photographs, which 
we have labeled as the sticker album of Fado singers. From something so impersonal at first glance, he tells us his 
childhood story which is the cause of his current dedication to GDM: “photographs do more than redefine the stuff of 
ordinary experience (...) and add vast amounts of material that we never see at all” (Sontag: 1977:156).  
He told us: "You know why I like so much GDM...I had 21 siblings and GDM really helped me and my siblings (...) so today 
I have to help the GDM." It continues with the story of his mother and the difficulties she had to raising 21 children. 
 

 
Image 4- Frame from the film “ I am from Mouraria or Seven Different Ways to Tell and Save Histories” 
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Still, Toni Loretti photographs show us one of Mouraria’s biggest cult: "I always prepare a tribute to Maurício, for 
people do not forget." Fernando Maurício personifies the Mouraria that he sang of, with which each of them strongly 
identify. It is a kind of myth that they are creating. They call him “King without a crown”, since they do not bother with 
his career, despite being considered one of the best voices ever.  
 

 Image 5- Frame 
from the film “ I am from Mouraria or Seven Different Ways to Tell and Save Histories” 
 
Baguinho 
Baguinho was difficult. He spoke little. But we could not give up on someone who spents hours in a cobbler workshop 
with walls lined with a sort of reliquary images he creates using collages and different craft materials. The subjects of 
the images are invariably related to the History of Mouraria: the Fado singers who died, the glories of GDM sports, 
the popular Marches, pictures of the neighborhood as it was before. “Photograph collections can be used to make a 
substitute world” (Sontag, 1977:162). Baguinho collects his world, a Mouraria that no longer exists, but remains in his 
cobbler workshop. 
 
Vítor Pereira 
Vitor Pereira is 92 years old, an incredible memory and is extremely lucid. It was one of the founders of GDM, and 
nowadays he is the partner nº2. He told us one of the biggest misery stories we have heard during this project: "We 
were fined for not wearing shoes, but we had no money to buy them, so when passing the police station, we would run 
away". His photos, almost all black and white, lead us to a Mouraria that no longer exist (but seeks to persist through 
these 92 years old memories): a dictatorship, in the metaphor of his State leader, in a Sports Union, which was at its 
peak with a new headquarters.  
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Image 6 – Photograph of GDM inauguration with the President of Republic Américo Tomáz (at the center).  
 
In his photographs, we find out what Daniel de Melo (2010:98) refers to as "activities that allowed the State to impose 
an adverse political demobilization": Fado events, football games, popular Marches, etc…But Mr. Victor jinks any 
historical book and tells us how these activities were important to the development of the neighborhood: the sports 
where young men were champions, the tours they organized, allowing people to get out of Lisbon, the singers who 
emerged there, the popular Marches through which them appear in the newspapers... 
 
Mr. Vitor makes no reference to the relationship between GDM and the Estado Novo. All he wanted was to show that 
he was part of the History of Mouraria. Through his photographs we understood how his family was build, among 
marches and marchers. He met Mrs. Alice, his wife, for over 60 years when he was the march’s water bearer, and she 
was a marcher. Their daughters also met their pairs on the march. And now their grandchildren are going… 
 

 
Image 7- Photographs of Mr. Victor’s youngest children on the march  
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Florinda 
The popular Marches are undoubtedly one of the main activities there. It is a collective ritual performance that 
produces strong feelings of identity and a sense of belonging among its inhabitants (Cordeiro, 2001). It was with 
Florinda that we have entered into marches amazing world, of the newspaper’s clippings, and the fate almost 
conditioning that marcher’s children have. In Florinda’s story, the march set her future: joined in the march single and 
got married there, and her children follow her footsteps.  

 
Image 8- “Frame from the film “I am from Mouraria or Seven Different Ways to Tell and Save Histories” 
 
By the end of our conversation, she talked about the ones who have died: people who are no longer here, whom she 
always remember when she is performing: "it is in the March that we get the past". Amália and Florinda were the 
persons who offered less resistance to talk about their memories. Usually, in families, it is women who organize 
photos into albums and visit them more times, functioning as a sort of guardians of family histories (Moreira Leite, 
1993:138). Throughout our work they have always been the key to the door where we could enter. If women gave us a 
most private and intimate point of view, about the march’s romance and dating, the men (most of them) provide us a 
more historical and factual vision, being authentic masters of ceremonies of the quarter.  
 

 
Image 9- Frame from the film “I am from Mouraria or Seven Different Ways to Tell and Save Histories” 
 
Paulo 
Paulo amazed us because we were always looking for analog material and his mobile phone was one of the major 
ethnographic sources of our project, revealing us how he captures and regards the traditions and events of the place 
where he always lived. Films after films, which showed us the march’s rehearsals, with kids playing around, Fados at 
Largo do Jasmim, honor parties to the biggest Fado singer of the quarter, which all of them worship, the remarkable 
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Fernando Maurício, Nossa Senhora da Saúde procession, the birthdays lunch at the Union Sports, and the marches 
performing and everybody claiming “ié, ié, iéééé! Mouraria is the one!” 
 
Paulo opened us a door to a part of GDM that we were still unaware: the wrestling team, which fulfilled with trophies 
one of the Union Sports room. Paulo was a wrestling fighter, who traveled all around the World combating. He was 
the only one who showed us photographs outside Mouraria, but not out of it: Paulo in Morocco, Paulo in Spain, Paulo 
in Paris, Paulo in combat, Paulo’s trophies. And Paulo is always with the same position, only the scenario changes, 
which metaphorically is true:  Paulo traveled a lot, but have never really left Mouraria. 
 
When the first wrestling team photograph appeared, Paulo speech was about the ones who have already died: “This 
one died, this one died, this one also”. And beyond the death of the people who were portrayed, Paulo adds a new 
death: the death of a Mouraria that no longer exist: “here where we are taking this photo, nowadays is the shopping 
center”.  
 
The disappearance of the old Mouraria is also presented in Mr.Victor’s photos and Baguinho’s frames. Mouraria has a 
history of recent death, physical death which started with the major state public works of the 30s and is still alive in 
the memories of the people with whom we talked: “From 1900, begins the martyrdom of the old buildings of Mouraria. 
But what, until 1940, was only a succession more or less disordered of cleaning operations, became, in the last 45 years, 
the destruction and total mischaracterization of that singular urban testimony of the oldest traditions of the popular 
Lisbon (...)” (Tavares Dias, 1987:10). 
 
And we always find an inherent relationship between photography and death. “Photography is the only way to kill 
death”, as wrote Jean Cocteau.211. When viewing a particular photo, there is a tendency to talk about who is there, 
but is no longer here. Amália told us about her child who died and how it is good to her to see those pictures: “whose 
presence in photographs exercises some anxiety and remorse prompted by their disappearance” (Sontag, 1977: 16). 
Florinda told us about marchers who have died. Paulo about his wrestling trainer, and Mr. Víctor and Baguinho about 
many friends. 
 
And they all have pictures of each other. We found Paulo in Florinda´s pictures; Amália in Toni´s pictures; Baguinho 
(how young he was!) in Mr. Víctor´s pictures. Victor e Ana Pereira´s pictures on Baguinho cobershop wall: 
“Photographs are not merely a result of social relations but active within them, maintaining, reproducing and articulating 
shifting relations” (Edwards, 2006: 29). 
 
Appadurai (1996:185) argues that, embedded in History contingencies, individuals replicate their own quarter (which 
he names locality) as a result of the interaction with the environment where the individuals are embedded. In his 
personal opinion, this means, "the way history individuals become historical individuals...". In a world where the state-
nation faces particular ways of destabilization, Appadurai defends that locality is, primarily relational and contextual, 
more than scalar or spatial. In a quarter as Mouraria, which suffered a huge social and urban restructuring, 
photographs are a way of production and maintenance of locality, by creating and keeping the collective memory of 
the quarter. These photos and the memories evoked by them play a crucial role in the continuity of GDM. According 
to Halbwachs (1990), the primary function of memory, while shared image of the past, is to promote a bond of 
kinship between members of a group based on their collective past (cited by Peralta, 2007). This is very clear at GDM. 
Their memories make the individual collective stand. It is the memory of times when the GDM helped his mother 
raising 21 children that makes Toni Loretti to continue to organize Fado events; it is the memory of times when the 
GDM has made Paulo a champion of wrestling that motivates him to currently be a member of the Direction; and it is 
the memory of the love story that made her Queen of the Marches, that makes Florinda return every year. These 
memories create a sense of belonging because memory is “the site of the social practices that make us” (Gell 1992:12 
cited by Edwards, 2006:30).  
 
It is important to underline that our goal wasn't to underestimate GDM's role as an ideological propaganda 
instrument. Actually, we could have drawn a research, which corroborated the idea that these rituals, were 
distractions created by the regime to hide the illiteracy and ignorance in which the Portuguese society lived in. 
However, the rituals that perpetuates in Mouraria, told by those who lived those stories, showed and assumed details 
and characteristics that, the History generalization have lost. When collecting the memories of each person we met, 

                                                 
211 http://www.pedromeyer.com/galleries/i-photograph/work.html 
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we understood that the GDM's activities were beyond any ideological box where they wanted to fit it. Because, we 
talked about poor people, whose joy, were: to win the popular marches conquest, to shine in the Fado evenings or 
being the wrestling champion. And they were, because GDM allowed it, being, for those who lived it, much more 
than a simple Estado Novo instrument. 
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Abstract 
The oral tradition’s Songbook of Reguengos de Monsaraz county is an expression of their popular soul and contrasts. 
 
The research and collection may arise as an opportunity of conservation and dissemination of this poetic. Its 
importance lies in the desire to preserve a collection that belongs to a county that still contains experiences and 
traditions consolidated over time and that has persisted, mostly, in memory of their elders. Moreover, the reflection 
on the value of collecting and on how reconciles tradition and innovation contributes to the knowledge and 
appreciation of that collection. 
 
Thus, we propose to present the results of the collection that we have been doing in recente years, with the aim of 
contributing to the knowledge of the popular identity of the county Reguengos Monsaraz, clarifying experiences of a 
peculiar behavior on the everyday living and traditional celebrations. 
 

     Este património cultural imaterial, que se transmite de geração em geração, é 
constantemente recriado pelas comunidades e grupos em função do seu 
ambiente, da sua interacção com a natureza e de sua história, gerando um 
sentimento de identidade e continuidade e contribuindo assim para promover o 
respeito à diversidade cultural e à criatividade humana. 
“Convenção para a Salvaguarda do Património  
Cultural Imaterial”, Paris, 17 de Outubro de 2003 
 

 
The Songbook of Portuguese oral tradition has a value indisputable. Maria Arminda Zaluar Nunes recognizes its 
importance: “As cantigas são valiosas nos seus aspectos literário, filológico e etnográfico. É o cancioneiro 
importantíssimo documento para a revelação do povo português, encarado tanto na sua vida psíquica como na 
material e na evolução do meio em que habita. Conceitos de vida, usos e costumes tradicionais, frequentemente já 
obliterados nas classes evoluídas, tudo aí se espelha” (Nunes 1978,XXXVIII-XXXIX). 
 
Besides considering the Songbook as depositary number of values, we agree with Manuel Viegas Guerreiro, when it 
adds a little more about its importance: “Buscam-na, para se distrair, as pessoas de todas as idades e especialmente a 
infância e a juventude. E, com o divertimento vem a moralidade, o ensino da experiência, que nos vão modelando o 
carácter e enriquecendo o saber” (Guerreiro 1978,31). 
 
It is in this context that the collection and study of Songbook oral tradition of the county Reguengos de Monsaraz 
(Évora district). Opportunity arises as conservation and dissemination of a poetic and artistic heritage that just 
received some attention by the scientific community in the early decades of the last century, with the collections of 
José Leite de Vasconcelos and J. A. Pombinho Junior. However, it was not done yet systematized work, favoring the 
preservation of a body of a county that still contains experiences and traditions consolidated over time and that has 
persisted, mostly, in memory of their elders. Also, the reflection on the documentary value of the corpus collected 
and about how reconciles tradition and innovation contributes to the knowledge and appreciation of that legacy. 
 
The nature of the corpus collected is vast. A large number of compositions relate to the feeling, affection, and even to 
denominational practices that have much to do with the beliefs and superstitions, thus touching the sacred and the 
profane. 
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Main circumstances of collection, transmission and reception 
 
The fieldwork was done through interviews in the five parishes of the county (Campinho, Campo, Corval, Monsaraz 
and Reguengos de Monsaraz) and their agglomerates (Campinho, São Marcos do Campo, Cumeada, Carrapatelo, 
Corval, Santo António do Baldio Monsaraz, Barrada, Ferragudo, Motrinos, Telheiro, Reguengos de Monsaraz, 
Caridade, Gafanhoeiras  and Perolivas). 
 
The collection process involved contact with a large number of people from various localities of the county - from 
family, neighbors and friends the locals we met on the streets, plazas, cafes and with whom we spoke, explaining the 
purpose of our work - that helped us generously phase of search and selection of our informants (men and older 
women holders of knowledge transmitted orally from generation to generation). Their input was very valuable as 
intermediaries for successful collection, since, through them, we know some of our informants. On the other hand, 
the remaining informants arose from our initiative of the challenge, in its environment, without any prior contact. In 
this first contact, after the explanation of our purpose, matched up the time of the interview (almost always the same 
time, after a brief introductory talk and conquest of attention, comfortable and reliable informant). 
 
The formal interviews were done almost a hundred and informants were recorded on audio-video support. Some 
were held in places where we know the informants, streets, parks, grocery stores, in the field, while pasturing the 
flock. But most took place in your own home, by invitation of the same. Whatever the length of the interview, our 
initiative was always welcomed and informants proved to be full of willingness to actively participate in our project 
and full of pride in his knowledge gained from experience, to realize its value. 
 
Several times they established a very close human relationship between the researcher and the informant, by sharing 
what happened. The collection is not limited to placing a recorder or camcorder to the front of the informant and ask 
him to sing or recite what you know, it's much more than that, it is a time of sharing and intense human contact, 
difficult to define the complexity of its nature (all persons are different, unique, and therefore no two interviews 
equal). Moreover, the content of an ethnographic interview does not reside in those parts of the texts written 
transcript that focus on what mattered to investigate before the development of the field work, but the whole culture 
that is released before the investigator on human encounter. 
 
Therefore, we understand the words of Idália Farinho Custodio to reveal the relationship between interviewer and 
respondent (informant): “Os informantes são hoje uma grande saudade para quem sempre os ouviu. E reflectem, na 
actualidade, uma experiência de séculos, onde ainda há mulheres e homens sábios que receberam, por transmissão 
oral, através de gerações, um conhecimento profundo e vasto, de tradições de costumes, de conceitos sociais, de 
práticas religiosas, e que constituem um esplêndido manancial de saberes” (Custódio, 2008,19). 
 
 
        The transcript, selection and classification 
 
After the interviews and their recording, you need a transcript of the compositions collected without major delays, so 
as not to miss any detail that mark the difference. It is a lengthy process and a lot of patience. The transcript follows 
three successive operations: listen, understand, write. 
 
We believe that the transcript should be reliable and accurate, always careful not to destroy the originality and 
authenticity of the compositions. The transcriber is between two requirements: fidelity to what he heard and who will 
write the illegibility. So it should not be tainted with bias natured scholarly approach to the spoken language of the 
statement writing instrument. 
 
In the transcript, were respected all the particularities of the regional lexicon, morphology and syntax. As for 
phonetics, even though that loyalty has been quite low in order to not hinder the reading of the texts, we tried to 
write the sounds faithfully, without using the phonetic alphabet (allows the reader to have an image next to the 
original, preserving readability for those who speak do not know the area / region where the collection was made). 
 
Then complete the transcription, we performed a selection of compositions. We have found that the material is 
variable in nature. Although the collection was oriented lyrical genre Oral Literature Traditional, it is natural that the 
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informants have referred to other compositions and practices that were not overlooked during the interview. Finally, 
it is necessary to classify, organize and systematize the compositions. 
 
The constitution of the corpus was the result of collection, transcription, classification and systematization of various 
compositions. This corpus was ordained according to the type of compositions collected, among other criteria. 
 
To increase awareness of this corpus, it is necessary to know the circumstances of transmission and reception of it, 
with regard to informants' reactions, comments on his own compositions and their context of utterance, possible 
amendments at the time of recitation, or singing, performance, learning the composition and know the elements 
that have favored or hindered the collection, and other elements that can contribute to the study of the same. All 
these factors favor the study of compositions allow evidence collected and enlightening aspects of behavior and 
definers of popular sentiment, as well as demonstrate and justify the integration of some cultural phenomena, 
Reguengos de Monsaraz community. 
 
he corpus collected and its study 
In our collection, Songbook is represented by the compositions / practical-practical utility (intention magical practices 
and religious practices and wisdom) and playful nature of the compositions according to the classification of John 
David Pinto Correia (Correia Pinto 1993). 
 
Compositions / practical-practical utility consist of two groups: the compositions of nature and magical intent 
(prayers, prayers parallel, ensalmos, benzeduras, exorcisms and songs to pack) and the compositions / practical 
wisdom (proverbs and expressions stereotypical) 
 
In turn, the compositions / practices comprise the playful nature nursery rhymes, songs whole, etc. 
 
In the present work, there is no room to treat the entire corpus collected due to the high number of compositions that 
comprise (are hundreds of texts). Just present some examples to show their diversity and variety, as well as to 
document some customs, beliefs and traditions that have lived and still live in the county of Reguengos de Monsaraz 
In the treatment of compositions, we wish to address here primarily its content, with the identifying some themes, 
sub-themes and motifs in order to make known the identity of the people of the county Reguengos de Monsaraz, 
exposing and clarifying experiences a peculiar behavior before the everyday and traditional celebrations, for 
example. 
 
In everyday life of the people of Reguengos, the sacred is quite present. Easily, are manifestations of religious poetry 
popular in their daily routines, the housework and the celebrations of the religious calendar. 
 
In some interviews, the collection of religious poetry was more fruitful than the collection of profane poetry because 
it never ceased to be present in the lives of informants, especially in women. Praying, as an individual act and 
repeated, allowed to remain in the memory of the texts of older, since never lost their functionality and relevance, 
unlike the songs of weeding and harvesting of the olive crop of fashions, the songs of Wheel, among others, that 
faded with the passage of years. 
 
From morning to night, we found popular piety, manifested in devotion to God, Jesus Christ and the Saints, almost 
always transmitted within the family, from parents to children and from grandparents to grandchildren was kind to 
"shield", which took shape with the power of spoken word. 
 
Pray is to wake up, at mealtimes, to close the door at bedtime: 
 
Ao lavar a cara 
Minhas mãos molho, 
Minha cara vou lavar, 
Vou fazer a vontade à Virgem, 
Para o Demónio não m’atentar.212 

                                                 
212 Informante: Maria do Carmo Valadas Amieira, 67 anos, reformada, 4º ano de escolaridade, natural de Campo, residente em Reguengos de 
Monsaraz. Local da recolha: Reguengos de Monsaraz. Data da recolha : 05/03/2011 
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Depois de comer 
Obrigado, Senhor, 
Pelo pão que me deu 
Sem eu o merecer. 
Dai-me assim o céu, 
Quando eu morrer.213 
 
Ao fechar a porta 
Minha porta fecho, 
Minha porta vou fechar, 
Saia quem sair, 
Entre quem entrar, 
Nossa Senhora me venha acompanhar 
E o divino espírito me venha salvar.214 
 
Oração da noite 
Vou-me deitar. 
Não tenho por quem esperar. 
Espero por Nossa Senhora 
Que me venha acompanhar.215 
  
Oração da noite 
Na minha cama me deito, 
Na sepultura da vida. 
Se a morte me vier buscar 
E eu não puder falar, 
O meu coração que diga 
A Jesus para me salvar.216 
 
Pray to hear Mass, unrolling a set of prayers to be recited in parallel with the rituals of the liturgy: 
 
Ao pôr o pé no portado da Igreja 
Pecados meus, 
Fiquem cá fora, 
Que eu vou ouvir missa 
Ao reino da glória.217 
 
Ao molhar a mão na água benta 
Água benta tomarei, 
Por intenção dos meus pecados, 
Que à hora da minha morte 
Sejam todos perdoados.218 
 
Ao ajoelhar 

                                                 
213 Informante: Josefa Rodrigues Godinho, 88 anos, 3º ano de escolaridade, reformada, natural da Luz (Mourão), residente em Reguengos de 
Monsaraz. Local da recolha: Reguengos de Monsaraz. Data da Recolha: 05/10/09 
214 Informante: Maria do Carmo Valadas Amieira, 65 anos, reformada, 4º ano de escolaridade, natural de Campo, residente em Reguengos de 
Monsaraz. Local da recolha: Reguengos de Monsaraz. Data da recolha : 12/06/09 
215 Informante: Josefa Rodrigues Godinho, 88 anos, 3º ano de escolaridade, reformada, natural da Luz (Mourão), residente em Reguengos de 
Monsaraz. Local da recolha: Reguengos de Monsaraz. Data da Recolha: 05/10/09 
216 Informante: Rosa Marques Cardoso, 76 anos, 3º ano de escolaridade, reformada, natural de Motrinos, residente em Motrinos. Local da recolha: 
Motrinos. Data da recolha: 29/09/2011 
217 Informante: Isménia Moleiro Ramalho, 80 anos, 2º ano de escolaridade, reformada, natural de Campo, residente em Reguengos de Monsaraz. 
Local da recolha: Reguengos de Monsaraz. Data da recolha: 11/06/09 
218 Informante: Isménia Moleiro Ramalho, 80 anos, 2º ano de escolaridade, reformada, natural de Campo, residente em Reguengos de Monsaraz. 
Local da recolha: Reguengos de Monsaraz. Data da recolha: 11/06/09 
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Aqui me joelho 
Aqui m’ apresento, 
À vista do Santíssimo Sacramento.219 
 
Ao terminar a missa 
Graças a Deus que ouvi missa,             
Graças a Deus que missa ouvi, 
Bendita seja a hora 
Em que ê aqui chegui.220 
 
There are also prayers that are said when he sees the church and the cemetery: 
 
Quando se avista a Igreja 
Deus te salve Casa Santa, 
Por Deus foste ordenada, 
Onde está o Cáles bento 
Mais a hóst ia consagrada.221 
 
Quando se avista o cemitério 
Deus te salve, irmão mortos, 
Já foram vivos como nós, 
Peçam lá a Deus por mim, 
Que eu cá peço a Deus por vós.222 
 
In their housework, women also had some practices that involved a moment of prayer, so that his work was 
successful. Thus, for example, make bread the whole family was a ritualized task, since it is kneaded until it is put in 
the oven to bake (made by putting the bread in the oven, making the gesture of the cross three times). 
Deus te acrescente 
E as almas do céu para sempre. 
Deus te deia virtude 
Que eu já f iz o que pude.223 
 
In thunderstorm days, the most fearful spent their time in prayer, in separate prayers in an attempt to calm fears and 
prevent natural disasters arise from them, possibly, with the invocations to the divine. 
Valha-me a Virgem 
E Flor que dela nasceu, 
E hóst ia consagrada, 
E a cruz em Deus morreu. 
Ó voz do céu, ouvi-me, 
Vossa Santa Majestade. 
A cruz de Cristo valei-me 
E a Mãe Santíssima Trindade.224 
 
A minha alma é magnifca, 
Engrandeço-a ao Senhor. 

                                                 
219 Informante: Isménia Moleiro Ramalho, 80 anos, 2º ano de escolaridade, reformada, natural de Campo, residente em Reguengos de Monsaraz. 
Local da recolha: Reguengos de Monsaraz. Data da recolha: 11/06/09 
220 Informante: Isménia Moleiro Ramalho, 80 anos, 2º ano de escolaridade, reformada, natural de Campo, residente em Reguengos de Monsaraz. 
Local da recolha: Reguengos de Monsaraz. Data da recolha: 11/06/09 
221 Informante: Isménia Moleiro Ramalho, 80 anos, 2º ano de escolaridade, reformada, natural de Campo, residente em Reguengos de Monsaraz. 
Local da recolha: Reguengos de Monsaraz. Data da recolha: 11/06/09 
222 Informante: Isménia Moleiro Ramalho, 80 anos, 2º ano de escolaridade, reformada, natural de Campo, residente em Reguengos de Monsaraz. 
Local da recolha: Reguengos de Monsaraz. Data da recolha: 11/06/09 
223 Informante: Joaquina Ferreira Valadas, 83 anos, analfabeta, reformada (foi comerciante), natural de Monsaraz, residente em Reguengos de 
Monsaraz. Local da recolha: Reguengos de Monsaraz. Data da Recolha: 11/09/2010 
224 Informante: Maria do Carmo Valadas Amieira, 65 anos, reformada, 4º ano de escolaridade, natural de Campo, residente em Reguengos de 
Monsaraz. Local da recolha: Reguengos de Monsaraz. Data da recolha : 12/06/09 
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Meu espirito se alegrou, 
Ó meu Deus, meu Salvador.225 
 
Fear also meant that, when you see a dog, if begged helps Santa Madalena, firmly believing that thus avoided a 
possible attack of the animal: 
Tó cão, tó cadela, 
Entre mim e de t i 
Está Santa Madanela 
Com uma espada na mão 
Que atravessa o coração.226 
 
In the religious calendar, there are some dates that people wishes to celebrate. The Christmas season is marked by 
singing to the Jesus: 
Ó meu menino Jesus, 
Ó meu menino tão belo, 
Só tu quiseste nascer, 
Na noite do caramelo.227 
  
Then comes the New Year, with Janeiras and a few days later, Three Kings Day, marked with both the public 
collection of the most humble by the house of the farmers, who in exchange for a piece of bread, sausages, or dried 
fruit, sang few songs. The memory of our informants retained better Cantigas de Reis, whose songs also sang in 
public collection of Janeiras. 
Estas casas são mui altas 
Forradas de papelão 
Esta gente que aqui mora 
Deus lhe deia a salvação.228 
 
Venho aqui cantar os Reis 
Colhendo um malvarisco 
Venha-me dar a esmola 
O senhor D. Francisco.229 
 
Popular piety extends even to the celebration of the day of the Invention of the Santa Cruz (May three) in the 
liturgical calendar. Currently, the Festa da Santa Cruz only takes place in Barrada. But as we can ascertain, in the first 
half of the twentieth century, this celebration has spread to almost all the cities of the county. While in some villages 
have only done once or twice, still find people who remembered her as a party where the feeling of faith prevailed 
throughout the attending audience. It is this faith that is always remembered the testimonies we collected in five 
parishes, who wistfully recall the entire ceremony and sing some of the songs sung in celebration (these songs are the 
text of the Cântico no Horto das Oliveiras). Although the aim is not to deepen the tradition that, with your description, 
we can only register some of the blocks that were sung as an important vestige of religious sentiment that united the 
people, over the years, and still today show of his spirituality. 
 
The first song was sung on the Festa da Santa Cruz at Campinho, in the following two Barrada and the rest in 
Monsaraz. 
Andando, vamos andando, 
Andando também voi eu, 
Levar a cruz ao calvário 

                                                 
225 Informante: Isménia Moleiro Ramalho, 80 anos, 2º ano de escolaridade, reformada, natural de Campo, residente em Reguengos de Monsaraz. 
Local da recolha: Reguengos de Monsaraz. Data da recolha: 11/06/09 
226 Informante: Isménia Moleiro Ramalho, 80 anos, 2º ano de escolaridade, reformada, natural de Campo, residente em Reguengos de Monsaraz. 
Local da recolha: Reguengos de Monsaraz. Data da recolha: 11/06/09 
227 Informante: Josefa Rodrigues Godinho, 88 anos, 3º ano de escolaridade, reformada, natural da Luz (Mourão), residente em Reguengos de 
Monsaraz. Local da recolha: Reguengos de Monsaraz. Data da Recolha: 05/10/09 
228 Informante: Rosa Marques Cardoso, 76 anos, 3º ano de escolaridade, reformada, natural de Motrinos, residente em Motrinos. Local da recolha: 
Motrinos. Data da recolha: 29 de Agosto de 2011 
229 Informante: Josefa Rodrigues Godinho, 88 anos, 3º ano de escolaridade, reformada, natural da Luz (Mourão), residente em Reguengos de 
Monsaraz. Local da recolha: Reguengos de Monsaraz. Data da Recolha: 05/10/09 
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Onde Cristo faleceu.230 
 
Saia já a Madalena, 
Saia já que tempo é, 
À busca da Santa Cruz 
Do Jesus de Nazaré.231 
 
A Santa Cruz levantada 
Sobre o alto a vejo eu 
Mas não vejo lá estar 
Quem por nós morreu.232 
 
Já lá gritam no calvário, 
Madalena, o que seria? 
Morreu Cristo, Senhor Nosso, 
Filho da Virgem Maria.233 
 
Triste vai a Madalena, 
Descalcinha pelo chão, 
Fazendo vénias à cruz 
A pedir a salvação.234 
  
Much of our collection was conducted in late 2011 and the first months of 2012. In a very dry winter, almost no rain, 
we saw the people who live above the ground (this is a primarily agricultural county, cultivating cereals, olive groves 
and vineyards), desolate and very worried about the consequences. Thus, in this context, as before, in years past, had 
happened, some people got together and made the call Procissão de Seca in Motrinos (Motrinos of the people are 
devoted to Nossa Senhora do Carmo) and Knoll (here only if gathered in the church to sing and ask for rain to Nossa 
Senhora da Orada, her patroness). Previously, according to the testimony of informants, the Procissão de Seca 
performed whenever it was not raining for too long and when crops were already being compromised in several 
locations in the county (a part of the procession arose in the field), addressing prayers to their patron Saint. 
 
We still recover many of the texts that were sung. Some only survived, more fully, the passage of time because some 
older people wrote or dictated the order not to lose. But many were collected by us directly from oral tradition. 
 
Here are some examples of Prayers Monsaraz collected the voice of the people: 
  
Ouvi o nosso rogo, 
Ó bom senhor Jesus, 
Pra sermos socorridos 
Pra sempre. Amem. Jesus.235 
 
Com a corda ao pescoço 
Meu divino redentor 
Carregado com a cruz 
Pra empulso de amor.236 

                                                 
230 Informante: Maria Inácia Parreira Borrego, 83 anos, 3º ano de escolaridade, reformada, natural de Campo, residente em Reguengos de 
Monsaraz. Local da recolha: Reguengos de Monsaraz. Data da recolha: 07/03/2011 
231 Informante: Teodosa de Jesus Ganhão Valada, 70 anos, analfabeta, reformada, natural de Barrada, residente em Barrada. Local da recolha: 
Barrada. Data da recolha: 30 de Agosto de 2011 
232 Informante: Teodosa de Jesus Ganhão Valada, 70 anos, analfabeta, reformada, natural de Barrada, residente em Barrada. Local da recolha: 
Barrada. Data da recolha: 30 de Agosto de 2011 
233 Informante: Rosa Maria Morais Ramalho Cardoso, 73 anos, analfabeta, Trabalhadora Rural e Doméstica, natural de Monsaraz, residente em 
Telheiro. Local da recolha: Telheiro. Data da recolha: 22/09/2011 
234 Informante: Rosa Maria Morais Ramalho Cardoso, 73 anos, analfabeta, Trabalhadora Rural e Doméstica, natural de Monsaraz, residente em 
Telheiro. Local da recolha: Telheiro. Data da recolha: 22/09/2011 
235 Informante: António Joaquim Morais Cardoso, 74 anos, 2º ano de escolaridade, Trabalhador Rural, natural de Monsaraz, residente em Telheiro. 
Local da recolha: Telheiro. Data da recolha: 22/09/2011 
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Ouvi-nos nossos rogos 
Ó Senhor Jesus, 
Para sermos secorridos 
Pra sempre. Amem. Jesus.237 
 
The contexts in which popular piety is externalized through the spoken word, not exhausted in the examples 
presented. Challenges to the deity in prayer against the enemy, to wish bon voyage to find lost objects, among 
others. There are prayers and rituals that are followed annually Lenten and Paschal cycle and there is a set of parallel 
sentences in relation to officers of the Church, as the Pai Nosso Pequenino and the Salve Rainha. Then there are 
countless prayers and benzeduras that serve to protect and heal (eg, erysipelas, belly down, the end, twisted nerve, 
inflammation in the eyes, the evil eye, etc.). These underscore the connection between man and the sacred world 
and reveal its connection with a folk medicine, and “nestas composições (…) pretendem os seus utentes actuar sobre 
a realidade, com base no poder da palavra” (Pinto Correia 1993,63). 
 
We can say that the Songbook is rich in expressions of popular religious sentiment. However, his wealth also extends 
to the other side of man's life, which we may call profane. 
 
The song appeared both at work and during leisure time, both served to relieve the hard work of day-to-day, how to 
occupy the leisure time, at home, at parties and revelry in the streets and in the taverns. Sometimes the singing was 
associated with dancing (in the Carnival, Day of Comadres and Compadres, on Thursday of the Ascension, on the 
Baile da Pinha, Baile do Cortiço, in Popular Saints, etc..), in times of particular pleasure. 
 
As for themes in the songs, which they sing is the very life of the people. Thus, among many issues, nature, love, 
work, and daily life satire. 
 
But love is the dominant theme in the different types of compositions, as illustrated by the following texts: 
A flor da oliveira, 
Quando cai no lume, estrala. 
Assim faz o meu coração 
Quando ouve a tua fala.238 
 
 
Já não quero mais amar, 
Que eu do amar tenho medo. 
Eu não quero arriscar 
A pagar aquilo que eu não devo.239 
 
 
Manjerico de a janela, 
Dá-me a mão, quero subir. 
Eu queria falar com ela 
Mas à porta não posso ir. 
 
Mas à porta não posso ir 
E eu queria falar com ela. 
Dá-me a mão, quero subir, 
Manjerico de a janela.240 

                                                                                                                                                                  
236 Informante: Rosa Maria Morais Ramalho Cardoso, 73 anos, analfabeta, Trabalhadora Rural e Doméstica, natural de Monsaraz, residente em 
Telheiro. Local da recolha: Telheiro. Data da recolha: 25/09/2011 
237 Informante: Rosa Maria Morais Ramalho Cardoso, 73 anos, analfabeta, Trabalhadora Rural e Doméstica, natural de Monsaraz, residente em 
Telheiro. Local da recolha: Telheiro. Data da recolha: 25/09/2011 
238 Informante: Rosa Marques Cardoso, 76 anos, 3º ano de escolaridade, reformada, natural de Motrinos, residente em Motrinos. Local da recolha: 
Motrinos. Data da recolha: 29/09/ 2011 
239 Informante: Serafim Capucho dos Santos Amieira, 69 anos, 4º ano de escolaridade, reformado, natural de Campo, residente em Reguengos de 
Monsaraz. Local da recolha: Reguengos de Monsaraz. Data da recolha: 12/06/09 
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Some songs even denote a thorough knowledge of the state of the soul of the Portuguese people: “A lírica popular 
não deixa de cantar o sofrimento amoroso, suscitado pelo amor não correspondido, pela oposição de terceiros, pelo 
sent imento de saudade, ou por qualquer outras das inúmeras formas de que se reveste” (Nogueira 1996,9). José Leite 
de Vasconcelos summarizes as follows: “A poesia é uma necessidade da alma” (Leite de Vasconcelos 1890, 9). The 
poetic inspiration is to translate the feelings that are trapped and who eagerly await its release. How important factor 
in people's lives, is subject to outbursts, is anything that puts all the faculties of man in action, predisposing it to 
poetry. 
 
With regard to the profane side of the Oral Tradition of Songbook Reguengos de  Monsaraz, we have chosen to 
present essentially a selection of compositions that are related to the toponymy of the county and to some traditions. 
 
The presentation of toponymic songs proves to be more relevant in a work that is required to inform a county and its 
people and how it builds its own identity, its own voice and art. Therefore, we sing the old desire to become 
Reguengos city241, alludes to the geographical location of some localities and some character traits and behavior of 
the inhabitants of Campinho, S. Marcos do Campo, Cumeada and Reguengos. 
 
Já Reguengos não é vila, 
Querem-lhe pôr cidade, 
Por ter uma igreja nova, 
Na Praça da Liberdade.242 
 
Monsaraz está num outeiro, 
Reguengos numa chapada,        
S. Marcos está num ribeiro, 
Campinho numa assentada.243 
 
Campinho terra de bruxas, 
S. Marcos das feit iceiras, 
Cumeada das manhosas, 
Reguengos das borracheiras.244 
 
And the proverb A chover e a fazer sol e as bruxas do Campinho a fazer pão mole  shows the interest for witchcraft 
pract ices, conducted in secret, women assigned to the Campinho, by some inhabitants of the village itself and the 
people of the surrounding villages, including São Marcos do Campo and Cumeada. This proverb is usually stated in 
the context meteorological said, almost in a humorous and sat irical, without having any intent ion offensive. 
 
From an informant born in the village of Motrinos, collect two songs of praise and worship that demonstrate love and 
attachment to the homeland. Also, complimentary content, it is the court that extols Monsaraz and its people. 
 
Minha aldeia é Motrinos, 
Minha terra muito amada. 
Foi aqui que eu nasci, 
Foi aqui que fui criada.245 
 
Minha terra é Motrinos, 

                                                                                                                                                                  
240 Informante: António Joaquim Lopes Rodrigues, 74 anos, analfabeto, reformado, natural de Monsaraz, residente em Monsaraz. Local da recolha: 
Monsaraz. Data da recolha: 29/09/2011 
241 A vila de Reguengos de Monsaraz foi elevada à categoria administrativa de cidade no dia 9 de Dezembro de 2004. 
242 Informante: Serafim Capucho dos Santos Amieira, 69 anos, 4º ano de escolaridade, reformado, natural de Campo, residente em Reguengos de 
Monsaraz. Local da recolha: Reguengos de Monsaraz. Data da recolha: 12/06/09 
243 Informante: Serafim Capucho dos Santos Amieira, 69 anos, 4º ano de escolaridade, reformado, natural de Campo, residente em Reguengos de 
Monsaraz. Local da recolha: Reguengos de Monsaraz. Data da recolha: 12/06/09 
244 Informante: Serafim Capucho dos Santos Amieira, 69 anos, 4º ano de escolaridade, reformado, natural de Campo, residente em Reguengos de 
Monsaraz. Local da recolha: Reguengos de Monsaraz. Data da recolha: 12/06/09 
245 Informante: Rosa Marques Cardoso, 76 anos, 3º ano de escolaridade, reformada, natural de Motrinos, residente em Motrinos. Local da recolha: 
Motrinos. Data da recolha: 29/09/2011 
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É terra onde eu nasci. 
Esteja longe ou esteja perto 
Nunca me esqueço de t i.246 
 
Monsaraz é boa terra, 
Boa terra, melhor gente. 
Dá de comer a quem passa 
E leva dinheiro corrente.247 
 
In a county always connected to agriculture, once sang a few professions, missing today, and sang a lot in the work of 
the field (the tilling of the land, weeding, harvesting olives, for example), whether they were male or female, and 
return home after a long hard day of work, sometimes done in the most adverse weather conditions for humans. 
 
There are many jobs in that parade and crafts Songbook, some are still part of our lives today, others have not. We 
selected some of those that were lost in the memory of our grandparents, and no longer will be part of the memory 
of our children, as the ganhão and the almocreve, for example. The interest, currently, is indisputable. We consider 
the compositions that treat them as true documents, an agricultural context. 
 
The next song refers to the work of ganhão. The ganhão was the one who worked with oxen or beasts, and he 
received orders from the foreman or boss to give to co-workers, or was in charge of the work activity of the day.  
 
Às vezes lá no monte 
Faço vazas de ganhão, 
Trabalho com dois bois valentes 
Que fazem tremer o chão. 
 
Que fazem tremer o chão, 
Quando vão beber à fonte. 
Faço vazas de ganhão 
Às vezes lá no meu monte.248 
 
The farmer and almocreve arise in working its traditional lyrical work, wrapped in a joyful spirit. The almocreve was a 
conductor beasts of burden - goods, luggage (traveling periodic or not). In the Alentejo, was also called mantieiro and 
carrying lunch and / or dinner, when peasants worked away from the place where they cooked the meal at the 
expense of the employer. 
 
É bonito ver o lavrador 
Deitar a mão à semente 
Seja alta ou baixinha, 
Passa a vida alegremente. 
 
É bonito ver nos campos 
Pachorrentos bois lavrando, 
Atrás vem o almocreve, 
Alegremente, cantando.249 
 
With respect to traditions, is enormous range covered by Songbook Reguengos. In it we find the presence of the 
following traditions, vividly conveyed the feeling and simplicity of expression: the descantes dos noivos, Carnival, Day 

                                                 
246 Informante: Rosa Marques Cardoso, 76 anos, 3º ano de escolaridade, reformada, natural de Motrinos, residente em Motrinos. Local da recolha: 
Motrinos. Data da recolha: 29/09/2011 
247 Informante: Rosa Marques Cardoso, 76 anos, 3º ano de escolaridade, reformada, natural de Motrinos, residente em Motrinos. Local da recolha: 
Motrinos. Data da recolha: 29/09/2011 
248 Informante: Serafim Capucho dos Santos Amieira, 69 anos, 4º ano de escolaridade, reformado, natural de Campo, residente em Reguengos de 
Monsaraz. Local da recolha: Reguengos de Monsaraz. Data da recolha: 01/12/09 
249 Informante: António Joaquim Morais Cardoso, 74 anos, 2º ano de escolaridade, Trabalhador Rural, natural de Monsaraz, residente em Telheiro. 
Local da recolha: Telheiro. Data da recolha: 22/09/2011  
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of Comadres and Compadres Day, the  Serração da Velha, the Thursday of Ascension, the Baile do Cortiço, the Popular 
Saints, S. Martinho. 
 
We illustrate these two traditions, still alive, Carnival and Ascension Thursday. Today, the celebration of Carnival 
assumed distinct outlines. Once, besides the typical dances that were made since Domingo Gordo on Tuesday of 
Carnival, organized marches to appear in the streets, in which she danced a choreography performed by girls and 
boys and sang a few songs. Many songs were purposely written to this point, some of them fell so in popular taste, 
being sung later by the news of losing his own, and being well received and absorbed by tradition. This applies to the 
following song, heard by the informant, in his youth, in Campinho: 
 
Ó minha verde caninha, 
Ó minha caninha verde, 
Salpiscadinda de amores, 
Bem há pouco casadinha. 
 
Ó i ó ai, bem há pouco casadinha, 
Ó i ó ai, bem há pouco casadinha.250 
 
On Thursday the Ascension, there are st ill those who cult ivate the habit of going to the field harvest ing some plants 
virtuous towards them prepare teas and home remedies. It is believed that this day herbs are due. Previously, joined 
ranches girls and together they went to the f ield to catch the virtuous herbs: 
 
Quinta-feira da Ascensão, 
Vão as moças à marcela, 
Umas de blusa encarnada 
E outras de saia amarela.251 
 
Sometimes, the girls took advantage of the occasion to sing and dance. It was also on this day that enjoyed the trip to 
the field to prepare a small branch consist ing of sheaves of wheat and oats by an olive branch and poppies, to bring 
good luck and abundance. The branch was kept in the house for one year, unt il the next Thursday the Ascension. 
 
In short, the work done on the collect ion of Reguengos de Monsaraz county here trying to submit, so synthesized, 
shows that, through singing popular, we can know not only the sensit ivity and popular mind (spirit and matter), but 
also their cultural ident ity, habits, beliefs and tradit ions, even though the thought translated texts is very simple as 
the soul that expresses. 
 
So, here are a alarm: we must cont inue to be collected, the collect ion work can never be totally f inished by giving, 
not gett ing lost in t ime, without any registrat ion, a heritage which belongs to all. Many texts of the Oral Tradit ion 
Songbook that have since disappeared in Reguengos de Monsaraz or not because disappeared rites or pract ices that 
just ified their movement, and those who persist only live in the memory of older. 
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The Roots that speak 
Luísa Maria Serrano de Carvalho252 

 
Abstract 
Illiteracy is still in Portugal, a reality, assuming in the Alentejo region, a relevant dimension. In a research conducted 
in the University of Évora, we sought to understand how non-literate individuals learned, in Alandroal municipality 
(Alentejo). 
 
The value of the word in its oral form, was evident itself as the main vehicle for conducting a series of learning 
relating to various domains in the in the interviewed lives. 
The non-literate individual is not devoid of culture, however, the knowledge circulation realized in the form written is 
increasing, so the secular learning, which passed from mouth to mouth, are in danger of being lost in the voices of the 
generations that be extinguished upon. 
 
Starting Point 
When in July 2008, it initiated the development of a Ph.D. research in the University of Évora, we found that, in 
Portugal, and especially in the Alentejo region, illiteracy rates were still very highs. With effect, in the European 
context, Portugal continued to be in a fragility position as regards the qualificacional deficit. Of countries belonging 
to European Union, only in Portugal makes still sense equate indicators such as illiteracy. With a long history of 
permanence in our country (Nico et al 2008), the illiteracy rate in Portugal was according to the Census of Population 
conducted by the National Statistics Institute, in 1991, 11% and in 2001 9%. It was in this sense that it was considered 
relevant research develop a around the illiterate individuals, by circumscribing our study to six localities of Alandroal 
municipality (Ferreira de Capelins; Hortinhas; Juromenha; Montejuntos; São Brás dos Matos e Terena), belonging to 
Alandroal parishes where they were evidenced in 2001, the highest illiteracy rates. Conscious that the study 
individuals had not acquired the skills of reading and writing, we left, however, to the field research with the 
conscience that they would have done a lot of learning, even outside the formal institution that is school. 
 
Meeting culture 
As Melo and Benavente (1978:23) state, «o analfabetismo não é sinónimo de ausência de cultura. As regiões de 
Portugal em que há mais analfabetos não devem ser consideradas necessariamente como as mais “atrasadas”»253. 
António Quadros (1990:34) even emphasizes that illiteracy should hot viewed 
 
(…) como palavra sinónima de incultura. Há uma cultura popular, que não se exprime talvez pela instrução segundo 
os cânones didácticos, mas que sem embargo constitui uma sabedoria tradicional. O povo, mesmo o povo 
analfabeto, recebe por via familiar e tradicional uma educação: sabe do tempo, da natureza das colheitas, são-lhe 
transmitidos princípios religiosos e morais, conhece e segue as regras cívicas de convívio – aprende desde a infância 
um conjunto de valores éticos que se exprimem por exemplo no extraordinário acervo dos nossos anexins, contos e 
provérbios, herda toda uma literatura oral e uma estética, com reflexos nas artes, na poesia, na arquitectura ou no 
urbanismo.254  
 
In fact, it would be wrong to restrict the idea of education/training to the formal environments and moments and, 
more specifically, to the school context. Learning takes place in a wider and plural framework. Gaspar (2002:172-173) 
remembers that there is much more to learn and since very early, giving as examples, «a língua materna, tarefas 
domésticas, normas de comportamento, rezar, pescar, cantar e dançar – sobreviver, enfim. E, para tanto, sempre 
existiu, também desde muito cedo, uma educação informal, a escola da vida, de mil milénios de existência»255.  

                                                 
252 Escola Superior de Educação do Instituto Politécnico de Portalegre. 
253 illiteracy is not synonymous of lack of culture. The regions of Portugal where there are more illiterates should not necessarily be viewed as the 
most "retarded” 
254 (…) as a synonymous of lack of culture. There is a popular culture that is not expressed perhaps by the instruction according to the canons of 
teaching, but it nevertheless constitutes a traditional wisdom. The people, even the illiterate people, get education through a familiar and 
traditional way: they know about the weather, the nature of the harvests, religious and moral principles are transmitted to them, they know and 
follow the rules of civil coexistence – they learn from childhood a set of ethical values that are expressed for example through the extraordinary 
collection of our nick names, tales and proverbs, they inherit an entire oral literature and aesthetics, reflecting on the arts, poetry, architecture or 
urbanism.  
255 «the mother tongue, housekeeping, behavior rules, praying, fishing, singing and dancing – in short, surviving. And for that, an informal 
education always existed, also since very early, the school of life, with a thousand millennia of existence» 
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These are learning acquired (many of them) outside the doors of any institution in the activities of daily life, daily 
work, in the repetition of routines, with someone who "knew how to do". Many of learning took place as a result of 
cultural heritage. In that regard, one can consider arts and crafts as diverse as cork extraction, pottery, embroidery, 
but also the continuation of gastronomic traditions as the pig slaughter and manufacture of sausages. The 
community is one of the privileged contexts where this kind of learning process, spontaneously throughout life. They 
are almost always the result of local initiatives more or less spontaneous, but simultaneously very contextualised and 
derived, in the majority of cases, of very specific situations, arising out of a whole way of being and living in 
community. In that regard, Telles (1982:225-226) remembers that 
 
A maneira de estar, no espaço físico e no espaço-tempo de uma comunidade resulta da experiência acumulada, 
traduzida em regras e costumes, que constituem parte daquilo a que chamamos “cultura”. (…) Nasceu, portanto, do 
encontro dos homens com o meio e resulta de um conjunto de experiências bem conseguidas a partir da observação 
e interpretação dos fenómenos da Natureza.256  
 
The same author (1982) emphasizes that the culture of each community can’t and should not be disregarded, 
because, on the one hand, it is the expression of that territory, on the other hand, it should be developed in order to, 
in the broadest sense, contribute to national and universal culture. 
 
A segurança e o futuro de uma nação e de um povo são, portanto, consequência da permanente troca de relações 
entre a “ruralidade” e a “cultura”. (…) O “costume” é a “norma” da “ruralidade”, isto é, o conjunto de experiências 
bem sucedidas nascidas da observação dos factos. O “costume” é, ainda, a raiz de onde nascem as leis da 
comunidade.257 (Telles 1982:226)   
 
Following this line of ideas, Benavente (1996:114) maintains that 
 
as pessoas arranjam maneiras de ir resolvendo os problemas da sobrevivência e, mais latamente, de ir construindo, 
no plano individual, os seus percursos de vida e, no plano colectivo, o próprio tecido social258.  
 
The contexts in which individuals are inserted and the activities that are developed in them can contribute to the 
explanation of certain environments and learning situations. As Jean Berbaum (1993) mentions, experience shows 
that everyday life (professional, family, social, etc. dimension) contributes to the development of new ways of 
behavior and it plays therefore the role of a learning situation. In this sense, it seems likely that learning derives from 
situations that life offers. The communities where there are high levels of illiteracy should be, in this context, studied 
rigorously, trying to understand the complexity of the learning processes developed by individuals who inhabit it. 
 
Orality's role 
Amélia Frazão-Moreira (Teixeira and Fontes 1996) emphasizes the importance of orality, stressing that learning  by 
orality takes place in context, establishing a strong connection with the action and occurring in specific situations. 
Almeida (2004:10) reinforces that, in orality, it is not only the voice that enters by the ear; in orality also includes «(…) 
os gestos, a cor, os cheiros, enfim, tudo o que pode ser visto e percebido. A oralidade assim configurada tem uma 
força de realidade (…)»259. 
 
The information transmitted from "ear to ear" and learning that is developed this way present itself as learning 
activities based in doing, in the practice and in a strong oral component. «Em todas as culturas orais, a aprendizagem 
(…) nova (…) faz-se numa situação face-a-face, de contacto pessoal entre um indivíduo e outro»260 (Goody 1988:159). 
Corroborating this idea, Cavaco (2002:24) mentions that 
 

                                                 
256 Behaviour in physical space and space-time results from a community experience, translated into rules and customs that are part of what we call 
"culture." (...) It was thus born, from the meeting of men with the environment and results of a set of successful experiences obtained from the 
observation and interpretation of natural phenomena. 
257 The safety and future of a nation and a people are therefore a consequence of the ongoing exchange relations between "rurality" and "culture." 
(...) The "customl" is the "norm" of "rurality", ie the set of successful experiences born of the observation of the facts. The "custom" is also the root 
from which arise the laws of the community.  
258 people find ways to progressively solve problems of survival and, more widely, to build, at the individual level, their life trajectories and, at the 
collective level, the social fabric itself 
259 «(...) the gestures, the color, the smells, everything that can be seen and perceived. Orality thus configured has a force of reality (...)» 
260 «In all oral cultures, the new (…) learning (...) happens face-to-face, in personal contact between an individual and another» 



[ 191 ] 

 

nos grupos sociais onde se regista a ausência de competências de leitura e escrita, a construção e comunicação do 
saber é contextualizado, intrinsecamente ligado à acção e muito pragmático, na medida em que está 
necessariamente associado a uma utilidade prática, onde a imitação e a repetição se apresentam como mecanismos 
fundamentais.261   
 
By way of example, let us recall that «o artesanato ou arte popular, como também, por vezes, é designado, faz parte 
integrante da cultura de um povo, transmitindo de geração em geração um conjunto de tradições e saberes, de 
técnicas e formas de representar o seu Mundo»262 (Pereira 2004:71). 
In this context, Teixeira and Fontes (1996:313), reporting Goody's investigation, mention that «(…) nos grupos sociais 
onde se denota ausência ou menor domínio da escrita, estabelece-se um conjunto de vias alternativas orais, como 
meio de construção e transmissão de um saber local»263. 
Moreover, and as Lord (Goody 1988:37) reinforces, orality is not a mere reproduction/memorization. 
 
(…) Se (…) pensa que aprender oralmente é ouvir qualquer coisa repetidas vezes sem conta exactamente da mesma 
maneira, e se equipara isso a uma memorização oral, então nunca será capaz de captar o processo peculiar que a 
aprendizagem da epopeia oral envolve (…). Estamos perante um processo distintivo e particular, no qual a 
aprendizagem oral, composição oral e transmissão oral se misturam quase por completo (…).264  
 
This way, many of this learning despite occurring in non-formal or informal contexts, are highly elaborated, according 
to well-defined precepts, clearly delimited processes, in which “steps can’t be ignored”, and to rituals, e.g. of 
assessment, to check whether the learner is able to perform them. Lord (Goody 1988:37) exemplifies that «o poeta 
oral aprende as suas canções oralmente, compõe-as oralmente e transmite-as aos outros oralmente. (…) A narrativa 
é composta durante a execução»265.  
Goody (Teixeira and Fontes 1996:351) even states that «qualquer sociedade, começando pelas iletradas, conhece 
actividades intelectuais criativas e elabora culturas complexas e dinâmicas (…)»266. 
 
Some of these knowledge/dynamics tend, however, to be blurred over time. They are learning and learning processes 
that are at risk of being lost with the passing of years, in the voices of the generations that are extinguished and 
where there is no one else to give them continuity. 
 
We live in a society where the circulation of knowledge tends to take the writing form, often at distance of just one 
"click". For the illiterate individuals, the learning and knowledge are sustained mainly on the spoken word, hence they 
constitute themselves into learning that if they do not have "followers" or the learning is not "etched in time" by 
means of records, they may be lost from generation to generation and, soon, may just be part of a distant memory, 
that no one will know reconstitute. Basically, «(…) as coisas belas e importantes [tendem a sofrer] dos esquecimentos 
e desprezos que as apagam da memória que as populações mantêm da sua própria cultura»267 (Pacheco 1987:8). 
 
In this regard, Parajuli (Canário 2000: 56) remember that it is essential «a capacidade de “escuta” destes saberes 
locais (…)»268. If one does not have this "capacity for listening", a whole heritage and an entire cultural legacy and in 
some cases, a pillar in the cultural identity of communities, will depart for the "no man's land" and will be lost 
irreversibly. The persons responsible will not be those who are illiterate, but those that being not, aren't able to give 
value to such learning. In this respect, Cláudio Torres (IEFP 2000:9) remembers that 

                                                 
261 in social groups where the absence of reading and writing skills is noticed, construction and communication of knowledge is contextualized, 
intrinsically linked to action and very pragmatic, insofar as is necessarily associated with a practical utility, where the imitation and repetition 
present themselves as fundamental mechanisms.  
262 «crafts or popular art, as also sometimes is called, is an integral part of the people’s culture, transmitting from generation to generation a set of 
traditions and knowledge, techniques and ways of representing their world» 
263 «(...) in social groups where the absence or minor mastery of writing is noted, a set of alternative oral routes is established, as a way of 
construction and transmission of local knowledge» 
264 (…) If (...) thinks that learning orally is hearing something repeated over and over again exactly the same way, and this equates to an oral 
memorization, then one will never be able to capture the peculiar process of learning that oral epic involves (…).We are facing a distinctive and 
particular process in which oral learning, oral composition and oral transmission mingle almost completely (...). 
265 «The oral poet learns their songs orally, composes them orally and transmits them to others orally. (…) The narrative is composed during the 
execution» 
266 «any society, starting with the illiterate, knows creative intellectual activities and prepares complex and dynamic cultures (…)». 
267 «(...)  beautiful and important things [tend to suffer] from forgetfulness and contempt that erase from the memory that people keep of their 
own culture»  
268 «the capacity “listening” to this local knowledge (...)» 
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artes e tradições populares, tanto ou mais que o voo de uma águia, o salto felino de uma gineta, ou as ruínas de uma 
azenha, estão ligadas a um mundo rural fragilizado, prestes a desaparecer. A sua falta ou as cópias tristonhas hoje 
apresentadas como alternativa, começam a ser dolorosas para a nossa geração.269  
 
 
Some results 
In the communities studied, the activities of the primary sector assumed a leading role. The overwhelming majority 
of respondents lived together with these practices and cultural patterns from childhood. They had to learn the labors 
of the field early and help the family, which made it impossible to opportunity to learn to read and write, because the 
desire to go to school, overlapped almost always the family's financial difficulties. Nico (2009:21) emphasizes that «a 
necessidade de trabalhar e ajudar ao sustento da família era bem mais importante que a frequência da Escola 
Primária»270. Already adults, the living conditions, the hard work in agricultural fields, in quarries or in other contexts, 
did not make it possible, then, to learn to read and write. The time was scarce and fatigue always overrode the desire 
to integrate the world of letters. Survival issues "speak louder" than the desire to learn. 
 
The fact of not knowing read/write affected, nevertheless, the life of all respondents in its different dimensions. 
 
Regardless of the locality, all respondents made, however, a significant number of learning throughout their lives. It 
was in the individuals' residence parish that they developed the most of the learning, especially in family, professional 
or convivial contexts, therefore in non-formal and essentially informal contexts. 
 
Despite the wide range of learning performed in the six localities three forms learning stood out: 
(1) learn to work in the field (mowing, paring, sowing, plowing, treating the animals, ...); 
 
(2) learning about euros; 
 
(3) learning related embroidery, lacing and/or sewing. 
 
This way, one can consider that the first learning is closely tied to professional life, the second to the personal and 
social life, and the third, to leisure and socializing activities. According to Pedreira (1999:47), «os conhecimentos e as 
práticas agrícolas transmitiam-se de geração em geração, no seio das famílias ou de comunidades rurais muito 
estáveis»271. Remember also that «(…) as populações rurais não deixam de produzir localmente, muitas vezes, nas 
suas próprias casas, o seu vestuário, grosseiro, e os utensílios de uso quotidiano. Também aqui as técnicas se 
transmitem nas famílias e nas comunidades»272 (Pedreira 1999:48). 
It is nevertheless worth remembering the diversity of areas relating to learning performed throughout life, in the six 
localities considered (see Figure 1). 
 
 
 
 
 
 
 
 
 
 
 
 
 

                                                 
269 arts and popular traditions, as much or more than the flight of an eagle, the feline leap of a ginete, or the ruins of a watermill, are connected to a 
fragile rural world, about to disappear. Their lack or copies without quality today presented as an alternative begin to be painful to our generation.  
270 «the need to work and help support the family was far more important than the frequency of the Primary School».  
271 «knowledge and agricultural practices transmitted from generation to generation within very stable families or rural communities.»  
272 «(...) rural populations do not stop producing locally, often in their own homes, their clothing, coarse, and utensils of daily use. Also here the 
techniques are transmitted in families and communities»  
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Figure 1 − Learning areas performed by 
locality 
 
 
Regarding the strategies used in learning 
various "ways of learning" were equated and 
most individuals have combined more than 
one strategy. 
One of the strategies that individuals have 
resorted more frequently to perform learning, 
was the use of observation. 
 

One of the respondents who learned to produce the embroideries, said that she observed the neighbors to do the 
embroidery, "memorized and soon was able to do it". Another about the same learning, said that she "took off the idea 
"/invented/experimented, "sometimes I see in the magazine and then do with my idea (...) sometimes it's just my idea". 

 

In this strategy, one respondent confessed that he began "making socks" (task typically associated with women), 
because he saw his mother and wife doing and to entertain himself decided to try! 

 
The observation of people with experience, especially by illiterate individuals, tends to be crucial in the learning 
process, both in work and family, and in social situations. «Nos mecanismos de aprendizagem por observação 
podemos incluir dois tipos de processos: o de observação mais sistematizada, que compreende uma componente de 
explicação e acompanhamento [por nós designado de “demonstração”] e o de observação fortuita, por vezes, não 
intencional enquanto modalidade de observação»273 (Cavaco 2002:69).     
 
The demonstration, i.e. the observation process where they who know simultaneously proceed to exemplification 
and orally, to explaining, was one of the resources often used by individuals interviewed to learn. Is important to bear 
first and foremost in mind that many of our respondents started their professional activity when they were still 
children. 
 
In this way, «as primeiras experiências profissionais apresentaram-se quase como rituais de iniciação, em que eram 
acompanhados de perto por alguém que efectuava as tarefas – servindo de exemplo e dava indicações muito 
precisas»274 (Cavaco 2002:70). Therefore, in the process of observation/demonstration emerges almost always the 
orality. 
 

Regarding the demonstration, an individual reported that when he learned to drive a tractor, first there was a 
colleague who "made a demonstration (...) I saw and I tried until I managed". 

 
From reading the testimony already provided, and the one that follows it is also possible to assess that associated to 
these observation/demonstration processes emerges, almost always, experimentation associated. 
 

                                                 
273 «In observational learning mechanisms we can include two types of processes: more systematic observation, comprising an explaining and 
monitoring component [that we called "demonstration"] and fortuitous observation sometimes unintentionally while modality observation»  
274 «the first professional experiences were presented almost like initiation rituals, which were closely monitored by someone who performed the 
tasks - setting an example and gave very precise directions»  
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Regarding experimentation, one respondent said that the first time she tailored clothes, she unmade a shirt and a 
pair of trousers. "I put on top and cut (...) when my grandmother came she said it was okay". 

 

Out of curiosity, we mention that a lady who learned the craft of hairdressing, to train at home, guarded pieces of 
hair, from the parlour, to do different related tasks. 

 
Regarding experimentation, Cavaco (2002:70) also says that «as exigências profissionais e familiares tornavam 
imprescindíveis determinados saberes e competências que os indivíduos foram adquirindo por via da observação e 
que posteriormente aperfeiçoaram através da experimentação»275. Following the reasoning, «o processo de 
observação foi complementado pela experimentação (…) [permitindo] perceber os resultados da sua acção, corrigir 
os erros registados e introduzir eventuais alterações. Trata-se de um processo de experimentação por tentativa e 
erro, que após algum tempo de experimentação e ajustamentos (…) encaminha para o aperfeiçoamento na 
realização das tarefas, atingindo o grau de eficácia desejada»276 (Cavaco 2002: 70-71). 
Memorization was another of the strategies that individuals have resorted to. 
 

One respondent said precisely that she liked to see lace and embroideries that were displayed in Vila Viçosa and 
Badajoz in the windows of stores, to get ideas. She observed, memorized, and when she came home, tried to do the 
same. 

 
In the conversations that took place with the respondents we perceived the amount of information that they 
retained. Differently from literate individuals, the use of writing as a means of recording information does not occur. 
The non-competency in reading/writing originates that the memorization becomes one of the key channels for 
retaining information. 
 
In the case of some individuals that used records, it is important to stress that these were records that did not involve 
knowing how to read/write. Here are some examples. 
 

Regarding the phone numbers, one respondent explained that the strategy was as follows: "I record numbers in 
different places to distinguish, for example, the phone number of my daughter is written on the inside of a lamp box". 
Another lady, concerning the same learning, said she memorized the letters that form the names that are next to 
phone numbers (she recognizes the names or initials, by way of registration, observation and memorization thereof). 

 

Concerning recording one respondent said that, in making cork handicrafts, he has the idea, passes it to paper, then 
so makes it. Out of curiosity, it is worth emphasizing that the individual said: "I do not do better, because I do not have 
the proper instruments". 

 

Regarding diagrams of car mechanical parts it is worth mentioning that one respondent (mechanic) noted that 
"initially I drew parts and the way of arranging them - for example, to replace spark plugs, I drew the plugs and the place 
where they were to be placed ". 

 
Lastly, but as it was realized, across all other strategies, the recourse to orality was always present. In the community 
learning, «quem sabe construir (…) aprende com quem já sabia, da mesma maneira que disponibiliza essa mesma 

                                                 
275 «the demands of work and family made obligatory certain essential knowledge and skills that individuals have acquired through observation 
and later perfected through experimentation» 
276 «the observation process was complemented by experimentation (...) [allowing] to perceive the results of their actions, correct errors recorded 
and possible amendments. It is a process of experimentation by trial and error, that after some time of experimentation and adjustments (...) 
refers to the improvement in the tasks, achieving the desired degree of effectiveness» 
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aprendizagem a quem ainda não sabe»277 (Nico 2004: 50). It is this way that learning tends to take place. They focus, 
therefore, in a strong oral component, based on the power of the word and interpersonal relationships. 
Still regarding orality, it is worth mentioning that respondent individuals often asked for help, to others, to learn. 
 

As one respondent pointed out, "when a person is leading the way, it's always different." 

 
The request for help can be understood in a perspective of "coaching." Coaching can turn out to be a technique of 
personal development, supporting the development of behaviors, attitudes and skills, particularly in the form of 
dialogue - orality once again brought to the fore. 
 
Not losing sight of the diversity of areas in which individuals have learned, it is worth referring especially to one of the 
learning areas: the crafts (works in wood, cork, lace, embroidery, etc.).  
 
In almost all of these learning ways related with handicrafts, the orality has assumed a predominant weight, 
engaging in a process of socialization. The ladies soon learned the "workmanship", but it was in the course of their 
lives, in conviviality with the neighbors/friends, between a conversation and another, that they exchanged 
knowledge, including learning "new points". 
 
We can’t, however, fail to emphasize the sadness that many individuals reported that "the younger" are not 
interested in those "arts", they did not want to learn. One respondent pointed out that: "I never taught anyone to do, 
but I would enjoy to" if only there was anyone who wanted to learn. 
 
In the words of another respondent, "life is a wheel that can’t stop". Sadly, many of ancestral knowledge, particularly 
held by illiterate individuals, seem to be in risk of losing in this live wheel that apparently renders, for example, more 
attractive the use of new technologies, than the tale of a legend/tradition around a fireplace, where the conviviality 
and the word in their oral expression, take an immeasurable value. 
 
By way of conclusion 
Being in itself not a conclusion, but essentially a topic for reflection, we make reference to a tribe and, in particular to 
the thought of the chief of that Indian tribe: Xeramoi. 
 
Xeramoi, chief of the Guarani Mbya tribe questions the relationships between orality and writing, as well as the 
relevance of one and the other. Xeramoi (Testa 2008:293) asserts that the words of the books last only a short time. 
The “juruá” (non-indigenous people) can write their books, but one day all this will end. The paper rips, burns or wets 
in the water and "melts", whereas the word that is spoken of within each one, does not die. «Ela passa por dentro de 
mim e passa por dentro dos outros e, mesmo quando eu morrer, as palavras que forem verdadeiras continuarão a 
circular entre os meus filhos e netos»278 .  
 
As Xeramoi, not belittling the importance of the written word, we recall the importance of not letting the knowledge, 
habits, skills be lost (...) that are present only in the field of orality in this particular case, in the voice and manner of 
know-how of illiterate individuals. 
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Forms of transmission and problems of 
“preserving” live oral cultural forms: digital 
mediation spaces 

Mauren Pavão Przybylski [ABSTRACT] 
 
As recentes tecnologias trouxeram para os estudos literários um novo locus de legitimação. Narrativas ditas não 
literárias podem ser vistas a partir desses estudos contemporâneos e do diálogo com outras disciplinas, linguagens e 
espaços sociais. A Restinga, bairro localizado ao sul da cidade de Porto Alegre, Brasil, é uma comunidade portadora 
de subjetividades plurais e seus moradores são autores de produções culturais e literárias. Apesar da dificuldade dos 
setores intelectualizados e privilegiados socialmente em reconhecer a periferia como produtora de cultura, seja ela 
em papel ou mídia digital, esses setores vêm desempenhando um papel de mediação em seus espaços e mesmo fora 
deles. Da mesma forma, como acadêmicos, a criação de espaços virtuais e físicos de compartilhamento e divulgação 
dos conhecimentos produzidos por esses atores em nossa intervenção nos torna também mediadores que 
empregam as novas tecnologias como uma poderosa ferramenta para o crescimento social e intelectual. 
 
Recent technologies have brought to literary studies a new locus of legitimacy. Narratives known as non literary can 
be found in these contemporary studies and in dialogue with other disciplines, languages and social spaces. Restinga, 
which is a neighborhood located south of the city of Porto Alegre, Brazil, is a community bearer of plural 
subjectivities and its residents are authors of literary and cultural productions. Despite the difficulty of 
intellectualized and socially privileged sectors to recognize the periphery as producers of culture, be it on paper or 
digital media, these sectors have played a mediating role in the spaces and even outside them. Likewise, as 
academics, the creation of virtual and physical spaces of sharing and dissemination of knowledge produced by these 
actors in our intervention make us mediators also employing new technology as a powerful tool for social and 
intellectual growth. 
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"The war I did not know " - stories from the 
Portuguese Colonial War 

Raquel Macedo [ABSTRACT] 
 
(ii) Memória em crise: oralidades e memória traumática 
A dinâmica global de progressiva utilização das novas tecnologias no processo de educação e formação ao longo da 
vida é o principal impulsionador do projecto que estamos a desenvolver. Assim, numa lógica de promoção do 
conhecimento, através da disseminação da cultura dos falantes de língua portuguesa, iniciamos a criação de 
conteúdos digitais, através dos quais os participantes conhecem as histórias de vida e o ambiente cultural, social, 
económico e político dos combatentes da Guerra colonial portuguesa e protagonistas (mães, madrinhas de guerras, 
esposas e filhos) deste momento da História portuguesa. Paralelamente usamos os recursos cooperativos que a 
plataforma que estamos a desenvolver oferece para trabalhar a informação e dinamiza-la para a promoção do 
trabalho cooperativo intergeracional. 
A recolha das histórias de vida é feita em parceria com organismos públicos e privados, tais como Associação 
Portuguesa de Veteranos de Guerra, Juntas de Freguesias, Câmaras Municipais, Universidades Séniores, lares e várias 
pessoas singulares que queiram partilhar a sua história. 
 
(ii) Memory in crise: oralities and traumatic memory 
The global dynamic of the progressive utilization of the new technologies at education process through lifelong 
learning is the goal of this project. 
In a logic of knowledge promotion though dissemination of Portuguese culture we started the creation of digital 
contents where the participants be familiar with the life stories, cultural, social, economical and political environment 
of the protagonists of Portuguese colonial war. At same time we use a cooperative resource that a wiki platform 
offers to work the information to involve the intergenerational cooperative work. 
This colect of history life is a partnership with public institutions: APVG – Associação Portuguesa de Veteranos de 
Guerra, Town Hall, parish, senior university, home care centers and singular person that want to share is history. 
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So that we can build memory – Archive of Oral 
Fountains | Palmela Municipality Museum 

Teresa Sampaio 
 
So that we can build memory- Archive of Oral Fountains 
Teresa Sampaio / Palmela Municipality Museum 
 
Abstract 
Palmela Municipality Museum creates, in 2003, the Oral History Archive. The goal of this communication is to present 
this Archive, since its inception, talking about what moves us in a project of this nature, but also identified the 
difficulties and issues that we have encountered, over almost a decade.  
 
More recently, in 2009 to 2011, the project Conversas de Poial, took place in the Historic Centre of Palmela village. In 
2012 we started a new cycle called Conversas na Aldeia, in the parish of Quinta do Anjo. Through both projects we 
want to call the local community to participate, and make her understand their importance in the history. This 
communication will speak of this step of the municipal museum, and will present the outcome of the Conversas de 
Poial with digital publishing: «Conversas de Poial. Quando a memória é a várias vozes» (CMP: 2012). 
 
Communication 
The Palmela Municipality Museum had already carried out work in the context of the collection of memories, 
particularly in research on the railway in the parish of Pinhal Novo (late 90 's of the last century), whose history is 
deeply marked by the arrival of the train at the beginning of the 20th century.279 But was in 2003, that a technical 
team of history and anthropology considered using the methodology of oral sources in a systematic manner, 
introducing it definitively in the dynamics of the Museum's research. The creation of the file of Oral Sources (AFO) 
corresponded to the implementation of a solution for various technical imperatives: audiovisual materials and 
respective file records; standardization of sampling methodologies; creation of a glossary of words and methods; 
creation of support instruments. 
 
We define the project and, at the same time, we have contacted the Museu da Pessoa of Brazil whose technique, by 
happy coincidence, was at the time in Portugal having volunteered to provide training in the area, which allowed us 
to open new horizons, and consolidate others.  
 
Motivated by this process, following the training we consider imperative to share the acquired knowledge and by 
defining the educational community has our target, we have created a pedagogical document: «How to build 
memory: a resource for school»(2003). With this document we provide to the educational community tools for 
understanding oral sources, by means of small exercises. It seemed to us that was not enough and, in continuity, we 
have designed the pedagogic project (with a duration of two academic years) directed to the first cycle of basic 
education, to which we attach the same name. This project had two training actions (of two sessions each) for 
teachers, and several visits to the classroom for activities with students.  
 
For the team, it was absolutely fundamental pass that memory not worth only by the knowledge that broadcasts, but 
also by the importance with which each person is, understanding that we are all agents of history. This message 
made more sense in the dynamics that we held in schools in rural areas, where it was actually comforting power 
forward the idea that we all contribute to the world around us, and that not only are the personalities listed in books 
that promote change in society. And this is a value that drives us, permanently, in the work that we develop in the 
AFO.  
 
Over almost a decade, the file has grown exponentially with conducting interviews under various themes. These 
interviews, apart from providing knowledge to Museum, let us also underline the importance of the participation of 

                                                 
279 AAVV (Coord. Maria Teresa Rosendo) 
2003. Memórias dos Ferroviários em Pinhal Novo – Para a História da Vila e da Comunidade Ferroviária. Palmela: Câmara Municipal / Divisão de 
Património Cultural. 
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citizens in cultural heritage management, to enable a close relationship between the Museum and the community, 
without which this relationship may seem forced.  
 
The result of the interviews is, whenever possible, presented in exhibitions, as well as made available on the sites: 
Câmara Municipal de Palmela (http://www.cm-palmela.pt); Historic Centre of Palmela (http://centrohistorico.cm-
palmela.pt) and memoriamedia (http://www.memoriamedia.net), through a partnership between the two entities. 
 
The public materialization of AFO is vital because it enables people to trust and believe in the work we do, and also 
enables them do belief in to the importance of their own participation in the processes of knowledge of the Museum 
and the community.  
 
As for the Museum, this project allows see behind the mirror. Allows that it can be defined in the territory and from 
the territory. Through the creation of instruments of proximity with the population, like the realization of interviews, 
the museum entity allowed itself to penetrate in the flows of life of the citizens, being impregnated of his visions, 
necessities, interests. Brito affirms that the museum must go out of his walls, include the territory. «(…) We 
[museums] belong to this territory that we analysed and discussed and in that we share the irrationality for that we 
looked to decode. It means that we speak about where we belong and participate, and also, builds us.» (2006: 48) 
 
Nevertheless we continue to believe in this work, we are aware of the technical fragility that we do. In 2003, we 
considered that to this date we have a file, so literal. But we do not have. From the variety of materials that require 
storage conditions that we have no way of responding-here it should be noted that the physical file is housed in a 
cupboard in the Palmela castel, where are the facilities of the Museum; copy of audiovisual records that, over these 
years, has been the subject of different solutions but none of them truly capable of ensuring, with accuracy, the 
existence and preservation of information; the technical equipment of collection does not meet the needs of the 
team, and having come to deteriorate with use, it is not possible for us to this date replace with a new one.  
 
In fact, the technicians who work directly with the AFO are permanently confronted with these difficulties and live 
daily with the certainty that they are building memory that is, effectively, perishable, we fear that on a day like any 
other, we will be able to watch the fast and massive destruction of the file – given the current conditions, and have 
above all, say it to people.  
 
However, we believe in what we are building - and here we turn once again to use the word believe, that is a matter of 
want - and we are convinced that we should not give up or wait until the context is better. A Municipality Museum, as 
we conceive, must define intervention strategies and awareness towards the community. Must act strategically 
closer to people and, in the context of intangible heritage, review us in the words of Carvalho: «we must understand 
the integration of intangible dimension in the strategy of the Museum as a way to respond to his social function, 
which is only possible through participatory strategies. It can be said that a pragmatic and some common sense are 
some of the ingredients needed for the success of this company, which requires a back-end work, requires time and 
preparation and that has to be continuously stimulated. But above all requires change in attitude.»(Carvalho, 2009: 
89)  
 
So, in addition to the thematic interviews collected, we created, in 2009, the project «Conversas de Poial» directed to 
the population of the Palmela historic center. Having as a motor, one exhibition dedicated to this place, we have 
launched a call for people to integrate the concept of the exhibition itself.  
 
We tried to gather empirical indicators of the collective memory - knowing that this result of a process of negotiation 
between the collective and the individual memory (Pollak: 1989) - what was allowing to us to draw the expositive 
speech and meeting the significations that the persons find in fact important in the history of this historical center. «It 
was also mattering identified the logical that lead determined group of individuals to identify and to categorize 
determined inheritance, and of which form this operation prosecutes.» (Peralta: 2006. p.3), and this objective prevails 
for there of the exhibition itself, which ended in 2010. 
 
We reschedule a set of initiatives in different places of the old town - cafes, association’s house, gardens – selected 
given the underlying informality, which we wanted to preserve. The population was convened through personal 
invitation (present / telephone) to which we resort to the list of contacts, which we had; through the dissemination of 
a flyer distributed in mailboxes and local trade; and word of mouth as discharge current. Each conversation was 
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subject to different themes: architecture, sociability, arts, archeology, religious heritage, cinema; although the mold 
is similar: was made a short presentation of the project for who came for the first time; were presented pieces or 
photographs of the topic to be treated, and were launched some questions. From there the conversation flowed, 
without requiring that the technicians intervene profusely.  
 
In 2012 we felt it was time to stop, breathe, to be able to take new collaborations that allow us, when we return to the 
Talks, to draw a new format. Not that we have observed a decrease in participation, on the contrary, but in fact felt 
that the model was exhausted. So we finish what we considered to be the first phase of the project, through the 
publication of a document.  
 
«Poial conversations: multiple memory voices», only available in digital format - what is bookmark the difficulties 
inherent in this day and age - it aims to present the result of the project; to demonstrate the importance that the 
population has in the materialization of the memory in the process of knowledge; and thanks, everyone certainly 
gave of themselves so that memory begins to gain shape.  
 
Also this year, and following the previous project, the Museum fulfilled another of his goals to make this model 
elsewhere in the municipality area. In May, as part of celebrations of the international day of life stories, we 
organized, in the parish of Quinta do Anjo, the first session of «Talks in the village». Subordinate to the theme of 
water, we occupied an ancient tank of washing clothes, musealized recently by the Parish Council in partnership with 
the Museum. In September, we have let us infect by moonlight, and above the artificial Caves of Couple of Pardo 
spoke of funeral rites, as well as the appropriation of that national monument by the population.  
 
Soon we will be holding a new conversation where we will continue to deepen the relationship between the Museum 
and the community. We want that this link through the embodiment of memory, is based on closeness lasting 
relationships. We want to continue to share more than the silence and than the smiles of everyday life. In an action 
against the erosion of the time, we want to keep the memory 
 
Teresa Sampaio 
Antropóloga, Museu Municipal de Palmela 
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Conclusion 
Rui Arimateia –  

Closure of the II International Conference on Oral Tradtion 

Évora, 10 November 2012. 

Dear Partners and Friends: 

 

We have reached the end of the 2nd International Conference of Oral Tradition within the Project ORALITIES. 

This event signifies the turning of a page of the Project and a time of reflection on what the Oralities can be after its 
official conclusion in May 2013. 

 

The 1st International Conference of Oral Tradition was held in Ourense in November 2010 hence resulting three days 
of proposals and discussion of technical and scientific problems of Oral Traditions. Back then we had the participation 
of tens of technicians and experts not only from the partner cities, but also and mainly from Galicia and Portugal. Two 
volumes of Minutes were edited and distributed, and also published on the website of the Project – www.oralities.eu. 

Meanwhile the 2nd International Conference was prepared and scheduled for Évora for 8, 9 and 10 November 2012. 
The expectations were high and the registrations were not slow in coming. The outcome is there to be seen - 7 
Plenary Lectures and about 40 face to face communications of high technical and scientific quality, distributed by six 
panels, caught our eye for three days from 9:30 am until about 6:00 pm every day. It’s amazing! 

 

During these three days we have considered the issue of Oral Traditions and Traditional Knowledge, particularly 
bearing in mind   its collection, its preservation, its systematization and publication and dissemination. Reflections, 
experiences and methodologies were shared and discussed, to the extent possible. 

It was a constructive dialogue between the  project partners and among the dozens of researchers present there and 
that will enhance the consolidation of the Resource Center of the  Oralities project, which has been proposed since 
the beginning of the project with the purpose to work in  continuity of time and space ,  this area of sociocultural 
intervention. I mean, the Resource Center of Oral Tradition is what will prevail after the official closure of the Oralities 
Project, next May 2013. 

The materials and critical mass resulting from the two International Conferences will be the sinew of this Resource 
Center, so that it may have its continuity not only in Évora but likewise in the cities of the different partners, if some 
logistical and financial resources are available. 

The role of local authorities in pursuing the Oralities project was to frame the performers and technicians to share 
experiences with their partners. After the end of project and in the absence, in the present national and european 
juncture, of conditions for the construction of a proposed continuity, will be however possible, for each partner in 
each city to continue working and developing small projects in these areas so attractive, as are the Intangible Cultural 
Heritage / Oral Tradition / Oralities. 

A lot of intangible wealth is yet to be remembered, collect and systematize among older residents, Libraries and 
Archives, Associations often centennial, involved in  projects whose characteristics are likely to be associated, in a 
common collecting and study, and enrich a regional resource center, that continuous and dynamically will be under 
construction. Not forgetting of course the very important role of universities and its research centers in the areas of 
Social Sciences and Humanities (Anthropology, Sociology, History and Literature) that are fundamental with its 
indispensable contribution and scientific framework. 

To the deepening of practices and techniques, we used tools indicated and supplied by UNESCO, particularly through 
the Convention text for the safeguarding of intangible cultural heritage, published in Paris on 17 October 2003. 

The text of this Convention states that the Intangible Cultural Heritage comprises the "practices, representations and 
expressions, consonance and know - how that communities and groups and, in some cases, individuals recognize as 
part of their cultural heritage.” 
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I would also point that, and quoting the same Convention, "the aforementioned heritage, sometimes referred to as" 
alive cultural heritage ", concerns the following areas: 

• traditions and oral expressions, here including, the language as a vehicle for the intangible 
cultural heritage;  

• performing arts; 

• social practices, rituals and festive events; 

• knowledge and practices concerning the nature and the universe; 

• Know-how related to traditional crafts. 

 

The intangible cultural heritage is transmitted from generation to generation, and permanently recreated by 
communities and groups depending on the environment in which they live, the relations that they establish with 
nature and their history. 

The intangible cultural heritage confers the populations and groups a sentiment of identity and continuity; the 
safeguard of this heritage promotes nurtures and favours the development of cultural diversity and creativity. " 

 

The objectives of the Oralities Project were subsumed into the assumptions of this Unesco Convention, as we come 
to refer: 

• enhancement of Traditional Culture in a framework of innovation; 

• enhancement  of cultural cooperation between territories, communities and cultural and 
artistic agents; 

• sociocultural intervention, based on promoting the dialogue between cultures. 

 

In turn, these cultural objectives that we promoted and developed throughout the ORALITIES project were and are 
ambitious, challenging our creativity. 

 

Plus, the sociocultural intervention stated above, is intended to act on the specific reality of each of the partner cities, 
based on three operative fundamental concepts: Memory, Identity and Sharing. 

 

Only from here can we actually realize what we expect with the establishment of a Resource Center of oral tradition, 
structural goal of the Project itself. 

 

This is a project and challenge both demanding and ambitious, demanding, because it’s not unprecedented and 
ambitious because we face its development in the light of a municipal intervention and not according to strict 
academic and university rules. Although regarding to this last aspect, we had had, the great competency of the 
President of the Scientific Committee, Professor José Rodrigues dos Santos as well as the co-organizing institutions - 
CIDHEUS, University of Évora and FCT, in the building up of this second conference. 

 

We are aware of the complexity of the Oralities project. Being a project that requires the use of the word, the first 
hurdle we had was the difference between the partners' languages - Portuguese, Galician, Italian, Maltese and 
Bulgarian. Hence, the common language chosen was english which somehow, has conditioned the true and deep 
understanding, of the cultural specificities of each cultural region involved.  

Throughout the four-year duration of the Oralities project, there were visits and contacts on both sides and dialogue 
began to emerge more fluently, as the project was progressing, regardless of the ever-present constraint of the 
languages. However in this fourth year of the project, we feel closeness and affection, increasing among all. 
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And are this knowledge / recognition of partners that will allow us a balanced construction of a Resource Center 
simultaneously common and diverse. 

Only now, after these years of team work, we begin to know and call by their first names, Mónica, Svetlana, Christine, 
John, Bárbara, Paulo, Maria, Matteo, Anxo, Santiago and the many other new friends, who have shared with us, the 
space and European  time, of the Oralities. 

Only now we begin to know the cultural and ethnological wealth of   Malta, the specificity of the Maltese language, 
because we were there listening to it live, and interacting with the people of Malta. 

We know that Maltese researchers have been concerned about the evolution and cultural development of their native 
language; we know that there are other researchers working on traditional tales, ballads, and folk tales. We must 
bring to the common Resource Center, all the wealth, all the cultural difference, but also all the similarities we can 
find between our cultures and our languages. 

Sliven was another surprise that little by little, we have been unveiling, in particular through the full availability of our 
partners on personal contact, in resolving the problems, and so on. With the visits to Sliven, we became aware of the 
immense wealth and potential of this partner for the qualification of the project itself. We learned about the very 
interesting cultural institutes they have - National Museum of Têxtil Industry, “Stefan Kirov” Dramatic Theatre, State 
Puppet Theatre, The Historical Museum of Sliven, etc. We came closer to the reality of the Carnival Mascarades (the 
Kukeri), so similar to our Brincas in Évora and to our Caretos in Tras-os-Montes. What can be its pragmatic 
participation in the Oralities project? In what way can this knowledge be shared by all? 

These are two examples of why the importance of these European projects. The real possibility of technicians, 
performers, musicians and researchers to visit each other and share diverse cultural realities (not "different"), 
providing an extraordinary added value to the construction of a European identity, this one made of a multitude of 
aspects, that will constitute a common fund where each of us will find a small but important and unique contribution 
to the establishment, of an luminous European spectrum. 

I could also speak of Ourense and Ravenna and Mértola and Idanha-a-Nova and of the importance of knowing more 
thoroughly, their cultural peculiarities that will surely contribute to the consolidation of the future development of 
the project. 

Tradition as Communication is deep down, the main leitmotif of this project of ours. We are sharing, ancestral 
traditions, but we are mostly communicating, placing together our cultural wealth, that will shine brightly, each time 
it’s shared and offered, because it will return to us with an blazing brightness and often more clear and richer than 
that which, one day left selflessly our hands  into the hands of our  partners. 

The Resource Center ultimately will resemble the alchemist's crucible where different metals are mixed cold and 
heated red-hot so that the gold might emerge at the end of the Work. 

 

In times of deep economic and financial crisis, with which Portugal and most countries of southern Europe are 
struggling, - but also a crisis of values and constructive feelings, such as Liberty, Equality and Fraternity, conceptual 
bases of construction / invention of Modern Europe post French Revolution - the role of these cultural projects is 
essential. 

Common projects of men and women concerned with the involvement and the assumption of the word is becoming 
increasingly important. A strong feeling begins to raise, when we reflect together on these areas of the Humanities - 
the fact that we feel that the power of speech (of dialogue) more and more will have to be enforced before the word 
of power… 

We can not, deep within ourselves and in the praxis of our knowledge and of our interventions, allow the returning of 
a culture of silence, inquisitorial, dictatorial and castrating of our freedoms while human beings endowed with 
speech, free and liberator. 

We know, and from one’s own experience that, Democracy, Freedom of thought and expression and civic 
participation, have no place in this type of, obsolete policy proposals... 

If word is well used, understood and shared, is truly liberating. 

I do not want to end without leaving emotive and sincere thanks to all who made possible this 2nd International 
Conference of Oral Tradition. 
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First, to the Councillor and also lecturer Prof. Cláudia Sousa Pereira for her commitment in the city Hall so that the 
Oralities Project could organize this event without major constraints. 

To Professor José Rodrigues dos Santos that since the first hour, took over the Scientific Direction of the Project and 
set up the necessary and very important bridges with the University of Évora and CIDEHUS / FCT. Tireless and 
available to participate throughout the complexity of building up the Conference. 

My gratitude to the Scientific Committee that enabled the recognition before their peers and the Academy, of the 
merit of the project. 

My appreciation to the partner cities for its active participation through their representatives, in the conferences. 

I could not fail to make a heartfelt recognition to the Foundation Eugénio de Almeida through its interlocutor Dr ª 
Ana Cristina Baptista and to the remaining technical staff, tireless and permanently available in monitoring these 
three-day Conferences: to Dr.ª  Fátima Murteira and to the Audiovisual Technician Hugo, a sincere word of gratitude. 

I also wanted to thank all the moderators of the panels, which enabled the dynamic development of the works, 
sometimes assuming the painful role of remembering, the short time required for the full presentation, of ideas and 
knowledge transmitted during the communications. 

I want also to thank Antonio Roque, for the layout of printed materials of the Conference, as well as the translations 
attached to them. 

To the unwearying translators of Sintraweb - Informática e Serviços, L.da  (Translation Department) that enabled the 
understanding among all participants. 

Last but not least the staff of the Division of Cultural Affairs, namely colleague Cidolina Amaro, backbone of the 
entire complex logistic, associated to the production of the Conference, and to the colleagues: Fatima Cabecinha, 
Margarida Branco and Rosa Paes for the reception of the participants of the three-day Conferences. 

One final thanks to the Executive Education Agency, Audiovisual and Culture of the European Culture Program 
(2007-2013), based in Brussels, that through funding, made possible the existence and availability of the Oralities 
project as designed and implemented. 

 Until next time. 

 
Évora, 10 November 2012. 
 
 
Technical Director of the Oralities project 
 
Rui Arimateia 


