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You were telling us why do you speak so fast…
It has to do with the fact that when I was younger there was a lot of police violence. The police would always harass the dances we would go to, which were a very big thing.  So whenever the police were coming the word would spread very fast. My generation was one of being out in the street, we were always there. 

What generation is that? Which years?
Brazil in the 80s, which is a very different place from now; there was a lot of unemployment. I was born in 1970, I’m 44 years old now. Until 1990 that was an unemployed generation. Men in the street, a masculine city and masculine streets, which was also very different. It’s what happens with the film’s crew.

It was surprising to see so few women.
It’s a hard thing to talk about, it wasn’t like today when women are also in the street, arguing. In our generation, there was a big distinction. Women stayed at home, it was a very sexist generation. It isn’t that simple, though. We can’t say that those men were simply sexist, but that they were part of a culture, a learning structure that allowed this to happen. Men started arguing at 12 or 13, while women stayed at home. 

The pictures of the parties that you show in the film, how were those parties?
In the 80s a movement started in Brasilia called Rock Brasilia, some bands that you might know like Legião Urbana, Capital Inicial. A movement made by white men, sons of ambassadors. They sang in English, they were afraid of anyone who didn’t speak English. It was something like you would ask them: Qual é o teu nome? And they would answer: what?!? (laughs). That rock represented Brasilia as something empty. They would identify with British things like The Smiths, The Cure. Very aseptic music, which talked about their Brasilia: a white Brasilia, sons of ambassadors, they hated Brasilia, hated Basil. They never went to the periphery, to the dances that you see in the pictures. In that rock Brasilia black men wouldn’t even exist, or a black band, all white man. In the periphery we started to do those huge dances. In the one on the picture they could be 4000 people a week. A conflict started between these two generations because the people in the dances would radically deny the rock Brasilia. They started to criminalize the dances as drug places, places for violence, orgies. In downtown Ceilandia there were a Theater and the place where we would do the dances. The Theater would have double features: porn and Bruce Lee… sex and karate, “sexate” (laughs). In one of those screenings I met my wife. That was common. But they would associate it with a place for whores, marihuana, drugs, so the police started to attack. Brasilia wasn’t our place. We would go only to fight, 15 of us would go into a bus just go start fights. 
The dance is the first time the city identifies itself as such. You have to think about the fact that this is a city that had been in existence for 10 years. This is the first time people have a collective thing, that collective encounter is the dance. In that encounter, there were many obvious differences.
The plant design for Brasilia is a plane. Niemeyer was a drunk so he would get home and start drawing: “Eh, ah, this is Brasilia, oh, Brasilia, Niemeyer”. 
Brasilia was a public contest. There were five contests, five projects for Brasilia. The others were much funnier. One has huge cells, gigantic beaches, closed, absolute fiction. And Ceilândia was planned as a barrel, a powder barrel that hasn’t exploded yet. 
When Brasilia started other sides communities started too, satellite communities of working people, of the workers who were building Brasilia. As there were no women in construction, brothel and whorehouses appeared. It was the government itself who brought the women. 
In that context, the dances appear. The ones who made the dances were the sons of those single mothers. There is a whole part of Ceilândia in which rap started, full of single mothers, Brazil’s gangsta rap. That rap represented the dance, a place of constant tension, big narrative tension. There they were, the stories, the memories of parents who had been expelled from Brasilia. They were recuperating another memory for Brasilia with a clear idea that Brasilia wasn’t a possible city for them. Do you know a rap band from San Pablo, Racionais?

No
Look for it, best Brazilian rap. Greatest Brazilian poets. When they were starting they went to Ceilandia. There are two big places for rap in Brazil: San Pablo and Brasilia but in fact Ceilandia, not Brasilia. In Brasilia, there is no rap. Only rock, rock….

In the film, you also show a relationship with music from the US, soul, and rap. As if you were looking for influences that had nothing to do with that English rock that the rock Brasilia people identified with…
Yes, yes. There was no YouTube, but there was a relationship with video clip, which was important. My generation saw Michael Jackson’s “Thriller” on TV. The Sunday that video premiered was a huge deal. They announced it the whole week, so when Sunday came the whole city stopped. The streets were empty; everyone stayed at home listening to Michael Jackson. That relationship with the music from the US came also from Rafa Santoro, DJ Raffa, a middle-class white guy who could go to the US and brought back some disks. He was the son of Mario Santoro, Brasilia’s most important conductor. He loved soul, jazz, he came from the US with that music. 

Where was he playing those records?
He used to bring the records but in Brasilia, nobody wanted to listen to them, they didn’t fit in their taste, as they were American music. Brasilia was looking to England. Americans speak odd English so no, they didn’t please them. This guy then went to the dances in Ceilandia and there he played his records. Brasilia is an academic city, very anthropologic, with a very strong university and a lot of people who work there, with academia values: high culture and low culture, consciousness and no consciousness, class consciousness… there is a big class consciousness discourse in Brasilia. It is a discourse, a slogan, but in practice, in experience, it’s not there. This is something that comes from the very beginning of the city. The city was born with a class-consciousness discourse, the ideology of the worker living in the same place than the president…

In contrast, what were the lyrics of that rap of the 80s saying?
They were basically street stories, urban narratives. The first raps were more or less comedies. The Louse’s rap. With time it became more sophisticated and it incorporated some thoughts on Brasilia, coming from people’s experiences: in Brasilia, there was no work, police harassed a lot. And with a greater consciousness of the role of the miners. That came also from the Americans. Our relationship with them comes also from the black panthers and all that history of the Black people… remember Tommie Smith? In the 68 Olympics, he did the Black Panthers salute in the awards ceremony. Even in the hairdos. The identification started from the body itself, the black body, the hair, the Afro; they showed a control over the body. 

Something that called our attention was the picture of the piggyback battle. It reminds us of the freestyle battles or some urban dances from the US
There were a lot of dance-offs. The dances were a place of dispute between neighborhoods. The north and the south, and the dance were in the middle. All those troubles were settled in the dance. The thing was to see who would win, who was the best. People invented choreographies to get the person they fancied. The city’s imaginary was also one of karate, which came from, the theaters which played Bruce Lee- That was also in the music, the black, the breaking’, karate. And everyone got dressed up to go. When they arrived, the dance would open up and they would go in the middle to dance their choreographies.
To make this film I recorded more than 120 hours of declarations, testimonies, people. Many tell that they were armed. I was too, I had a 38.

Did you bring that to the festival?
Tonight I will kick the de door and shoot everyone, “give me the prize!” (laughs). 
One of the testimonies was from a businessman, one of the dance’s owners. And he told me he would be in the door and people would come with the weapon, give the weapon to him, he would open the weapon, count the bullets put them in a bag and put everything away under that person’s name. “In my dance nobody dies”, he would say. Lots of guns put away, 38, 32, and the owner took care of them. Women used to fight more. And the ones who went to the dance would be called whores. I interviewed my wife for this film and she told me her parents told her she had become a whore because she was going to the dance. I tried to have a female character for this film, so someone from the dance could act but even now that they are 45 years old, that don’t want to be associated with that moment, because they felt like prostitutes. There is a generation of graduates, who talk about that society as macho, misogynistic, homophobic, but they don’t understand the collective experience, they don’t understand the bodily experience of that place. This doesn’t mean that my generation wasn’t all that: machista, homophobic, misogynistic. I’m not saying it wasn’t. What I’m trying to say is that putting someone in a fixed scheme like that is worth nothing. If you take a still of that, out of context, of the experience of the time, you don’t’ understand. You cannot understand that those bodies, that brute guy is also respectful, has loved ones. Different to theirs, but he has them. Marquim had a girlfriend who went to the dances. And we wanted to make a sex scene between them for the film. In fact, they did. A nice scene, the camera far away, she fucks him, and that represented the image of a porn scene. The four guys who were in the crew went crazy, everyone went out saying: “well, I’m going home with my wife…”. But I couldn’t edit it well. 

Why?
Because the only woman who appeared in the film, the way she was filmed she looked like a hooker and I didn’t want that to be it. There was a discussion during editing around if that was the image that was going in, and big argument for and against, but I decided not to include it. And I loved it. My cinephilia is porn and Karate.

The film works with three different times, the past, an undetermined present and a future as a projection, how did you think about this three temporalities and why are they for?
The interesting between this times, past, present and future, is to condense them. And also to scape tan idea of time in a melancholic sense, or understanding that the past was better. The past is not better, is worst, for brail it was worst. If you treat memory as something idyllic it becomes perverse. The film tried to deal with this: to deny an idyllic relationship with the past but without forgetting that memory exists in the past. 
The future is a place of dispute, there is where the fight is rejected. The present is here, is what’s is escaping so, what is the present? The fight is not now, is a projection of the future.
With the film we thought we could condense this three times, as if they were only one without falling into the past as an idyllic moment because this time that would be only one would open imaginary spaces, allowing us to create images of time. When time is one, we can only create those images, can create a time machine. We did the time machine with ten people shaking a container. And the light was from the dance. The only relationship with the dance is that light in the time machine, that disco ball. 

Why did you work with sci-fi? This is a film that doesn’t have the resources one would think are necessary to do science fiction and still, you worked it out. How did you do it?
I love science fiction, I read a lot. The Martian Chronicles, and also a lot of sci-fi comics. When I was 32 I went for the first time to a theater to see Blade Runner in 35 mm, in a wonderful theater and I went crazy because that place was so amazing. And it stuck in my head. So yes, sci-fi is a clear reference. They I also read Dick’s book. And the characters from my film are all amputees, as this is also an amputee city. That’s how I saw it in my head.

What was amputated?
Brasilia was amputated from all the idea of what the city would be: culture, education, health, and identification possibilities. It’s a prostitute city. Brasilia is a prostitute city and Ceilandia would be its first abortion, the child it didn’t want to have. I felt the need to reaffirm that city with all its problems. And m characters are amputated beings. In the meantime they would tell me: “I don’t want to anymore”. It was very hard for me, they would tell me: “Why talk about me? Who would be interested in talking about me? Why would I talk? For whom is this reality that I talk about? It is a fetish, the fetish of the poor, of the amputee. I don’t want that anymore, I don’t want to be the fetish of the Brazilian middle-class that has to solve their guilt through a film”. But they also said they wanted to fly. That was an important guideline. Marquinhos told me: “don’t you make movies? I want to walk”. And he kept me thinking for a month: “ I won’t do films anymore” because I was wondering how to take that body out of that reality. And how if not sci-fi? There he can walk, he can fly, make a bomb, and be a scientist. From that talk on all the crew started to think about a film in with Marquinhos was a hero. And MArquinhos is like the hero of the movie. In Brazil girls go nuts for him when they see him on the screen. To make this we made a lot of close-ups and we gave him a lot of light. The film is dark, but when he comes closer we light him and you can see the texture from his face. And this is the first time in the history of Brasilia Film Festival when a male actor, age 55, wins 30.000 reales as a best actor. He was so happy about it now he only wants to be a movie star.

And the next one?
Is about a flying sausage that lands in the city. An extraterrestrial comes out with the mission of killing Joscelino Kubitschek, the president who signed the construction of Brasilia. But he is late. Do you know Spectreman? A Japanese series from the 70s. Look for it on YouTube. It’s very nice, they destroy Tokyo. My next film is Specterman, but it’s called Once there was Brasilia. 

Thanks to Alejo Magariños, the translator for the interview, and Geraldine Salles Kobilanski who helped us with the final translation. 






