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O catalogo “Tape Pord, impressdes e movi-
mento - Os Guarani Mbya no Rio de Janeiro”,
da pesquisadora Elizabeth Pissolato, contri-
bui para um melhor entendimento sobre um
povo que insiste em manter sua identidade e
modo de vida apesar de habitar em uma das
regioes mais industrializadas do pais.

Nesta publicacao, a autora apresenta a rique-
Za e a contemporaneidade dos Guarani que
habitam no estado do Rio de Janeiro.

A obra se insere nas acdes desenvolvidas
pela Funai para a valorizacdo das culturas
indigenas, somando-se aos produtos apre-
sentados ao publico pelo Museu do indio,
no dmbito do Projeto Indio no Museu.

Por meio desta publicacao, o leitor tera
o privilegio que conhecer mais de perto a
sabedoria de que nos falam os Mbya, um
povo sempre disposto a encontrar formas
de animar a existéncia. Sao acoes como esta
que possibilitam o acesso e a difusdao das
diferentes formas de expressao e saberes do
universo indigena no Brasil e nos permite
ter o alcance da importancia de se preservar
a diversidade étnica no pais.

MARTA MARIA DO AMARAL AZEVEDO

Presidente da Fundagao Nacional
do Museu do Indio - FUNAI



O universo do povo Guarani Mbya é abor-
dado nessa obra, pela pesquisadora Elizabeth
Pissolato, visando aprofundar as questdes
pertinentes as comunidades que habitam as
aldeias localizadas no Rio de Janeiro.

A publicagao € mais um produto da primeira
edicdo do Projeto Indio no Museu, que apre-
sentou em 2009/2010, exposi¢oes etnogra-
ficas, fotograficas, videos e mostra de venda.

A nocao de“fazerbonito”, que para os Guarani
equivale tambem a "bom”, é presenca cons-
tante nas falas, atitudes e praticas diversas
vividas e comunicadas no cotidiano das
pessoas Mbya. Essa forma de ver o mundo
inspirou o trabalho da antropdloga apresen-
tado nessa publicacao.

Ao apoiar este livro, o0 Museu do Indio da
prosseguimento ao trabalho de tornar mais
conhecidas as culturas dos povos indigenas
brasileiros e reforca seu papel de parceiro
junto a essas comunidades.

JOSE CARLOS LEVINHO
Diretor do Museu do indio




The catalogue, The Guarani Mbya,
by researcher Elizabeth Pissolato,
contributes to a better understanding of
a people who insist on maintaining their
identity and way of life in spite of living
in one of the most industrialized regions
of the country.

In this publication, the author presents
the richness and contemporaneity of the
Guarani who live in the state of Rio de
Janeiro.

The work is part of the activities
developed by FUNAI for the recovery
of indigenous cultures, adding to the
products presented to the public by the
Museum of the Indian, in the framework
of the Museum ‘s Project Indian.

Through this publication, the reader
will have the privilege to arrive at a
better understanding of the wisdom
that the Mbya tells us, a people always
willing to find ways of enlivening
existence. Works like this allow access
to and dissemination of diverse forms
of expression and knowledge of the
indigenous world in Brazil and gives us a
scope of the importance of preserving the
ethnic diversity in the country.

Marta Maria do Amaral Azevedo

President of National Indian
Foundation - FUNAI

Elizabeth Pissolato, mbya kuery regua
tembiapo kuaxia para rema, cexakuaa uka
pora we, jaikuaa awd Mbya reko, mba'exa
pa otko ekoa rupi ha'e tembiapo ywy pory
kuery ojapo wa'ekue re awi ol kuaxia para re.

Kowa'e kuaxia para py ma, ombo para
waekue oexauka, mba'exapa mbya kuery
oiko ekoa rupi eko ete'i py, apy Rio de
Janeiro py.

Kowa'e tembiapo ma ojejapo funai rupi we.
Oexauka pora we awa mbya kuery reko
requa. Ha'e wae Museu do Indio oxeu-
ka kuri nhomboaty apy, kowae tembia-
po nhembopara waekue indio no museu

regua.

Kowa'e kuaxia para omboaywu rupi hae
omboaywu wae ma oikuaa we r@ mbya
kuery arandu, haegui Mbya kuery reko.
Mbya kuery ma koe-koe re ojou owya
awd ha'e gui imbarete rd, ipyaguaxu etarad
kuery rekoapy. Ha'e gui mbya kuery awi
ma amboae rupi awi omombe'u ywyru-
pa regua inharandu rupi. Ha'e wa'e re ore
Jjurua kuery roma'e wy ma kuaxia para re
romoi awi onhenhanga reko pora we awa
mbya kuery reko okanhy awa e’y tenonde
we katu.

Marta Maria do Amaral Azevedo
Presidente da Fundacdo Nacional
do Museu do Indio — FUNAI



The world of the Guarani Mbya people
is addressed in this work by researcher
Elizabeth Pissolato in order to explore
the issues relevant to the indigenous
communities living in villages in the
state of Rio de Janeiro,

The publication is a product of the
first edition of the Project Indian of
the Museum presented in 2009/2010
with exhibitions, ethno graphics, photo
graphics, video shows, and sales.

The notion of being beautiful which,
to the Guarani is equivalent to being
good is a constant presence in the
statements, attitudes, anddiversepractices
experienced and reported in daily Mbya
life. This way of viewing the world
inspired the anthropologic work
presented in this publication.

By supporting this book, the Museum
of the Indian continues its leadership in
enhancing the knowledge of the cultures
of the indigenous people of Brazil and
strengthens its role as a partner with
these communities,

José Carlos Levinho
Director of Indian Museum

Mbya kuery reko ha'e mbya kuery arandu
requa ombo para waekue ma, Elizabeth
Pissolato. Oexauka mamo ete'i pa ol Mbya
kuery rekoa, apy Rio de Janeiro py.

Tembiapo pora regua, kuaxia para ol wae
ma, Projeto Indio no Museu py, roexauka
kuri 2009/2010 py ma oexauka kuri
tembiapo pord regua, ta‘anga, video, hae
gui tembiapo nhewendea regua awi.

Mba'emo “jejapo pord” nhande Mbya kuery
pe, hae jawi aywu py oi, ko'é -ko'e re teko
wya rupi mbya kuery reko py ol. Pexa
jexa wy ywy rupa ma, antropologa ojapo
tembiapo oxauka awa tembiapo para py.

Museu do Indio ma ojapo tembiapo
oexauka pord@ we awd mbya kuery reko
ete’i, Mbya kuery rewe ojapoa tembiapo
ojoupi we. Hae gui kuaxia para re awi
omoi oexauka awd mbya kuery reko.

José Carlos Levinho
Diretor do Museu do Indio
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Mais que isto, 0 movimento ks
produz a vida, é sua condicdo de |
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minho para a aldeia Guyraytapu ou Araponga.

There is no life without movement.
Movement is what produces life, it is
the condition for its continuity and
renovation.

Children who are born in the earth

and there find joy, rise and begin
walking. Men and women searching
for alternatives to enliven their own
existence put themselves on the path.
The paths are multiple and much
knowledge is needed to make good
choices. Concentration to hear what
the nhanderu and nhandexy, divine
fathers and mothers, bring down
from above - that is the challenge.
Names and chants, cures and
beautiful words, impressions and
capacities that move us, that make
us stronger each day.

The gods offer Tape pord, the “beautiful
path’, the “good path’, for the Mbya,
their sons and daughters who walk
the earth, who are willing to put to
practice the beautiful impressions
that come to them in dreams, in
ritual or in vigil.

Ndipoi teko japyta ramo, jareko teko
ndajopy tu' ui ramo ha®e gui nham-
bopyau jewy oia.

Opu’ @ oguata, kyringue ojau wae
owya kowy pe. Awakue hae kunha-
nue otka ojou owya hae ombowya
Jjewy awa teko pord. Tape ma ‘eta
ol, jaikuaa ra tawy jaiporawo awa
nhande rape ra. Jajapy xaka nhaendu
awd Nhanderu hae nhandexy aywu
marae'y, hae gui mborai hae aywu
pora nhanemonguera awa, hae wake
nhanemombarete ko'é- ko'é re.

Tape pord ma Nhanderu kuery oeja
ta'y hae tajy kuery pe oguata awa
kowy re, Mbya kuery ma ogueru wya
ojeroky jawe hae gui oguerowia awi
xara'u pora.

Mbae mo por@ ma ol nhopenxa awa
hae jawi nhandereko r@ re nhande
Mbya kuery pe. Ojeporawo tembiapo
oexauka awd, hae jawi requa mba'e
xapa nhande Mbya kuery jaiko ko'e-
ko'é nhande rekoa re.




PORA

A nocao de "bonito", pord, que equivale também a “bom* pois
que o belo e 0 bom nao se distinguem no pensamento guarani,
foi escolhida, nas exposicoes aqui apresentadas, por sua
centralidade nas falas, nas atitudes e praticas diversas vividas
e comunicadas no cotidiano das pessoas mbya.

Assim, a palavra pora qualifica, por exemplo, um cesto bem
feito, ajaka pord, ouumlugarde “boamata” ka'aguy pora. Pode,
tambem, corresponder ao advérbio “bem” como em ‘orovy’a
pora® ("ficamos bem alegres”), ou na expressio rotineira
de quem pergunta ou afirma um “estar bem": “-iko pora.

Em sua acepcao mais sublime, pora corresponde as proprias
divindades mbya: Mba'e Pora kuéry, os "seres belos-bons”.
Qualifica os alimentos, objetos e capacidades que se origi-
nam destes: tembi‘'u pord, a "boa comida” que as divindades
teriam deixado aos Guarani; tape pora, o caminho orientado
pelas mesmas; ou as “belas palavras”, ayvu pora, que deram
origem a existéncia dos humanos e a faz continuar na terra.




The concept of “beautiful’; pord,
which is also equivalent to “good’
because the beautiful and the good are
not distinguished in Guarani thought,
was selected in the exhibitions
presented here, for its centrality in
the speech, the diverse attitudes and
practices lived and reported in the

daily life of the Mbya people.

So the word pord can describe, for
example, a well-made basket, “ajaka
pord, or a place of “good forest’
“ka'aguy pord”. It can also correspond
to the adverb “very’ as in "orovya
pora” (“we were very happy’). or
“well’} as in the common expression
of those who ask or affirm a state of
“well being™ “-iko pora”

In its most sublime meaning, pord
corresponds to the Mbya deities
themselves: Mbae Pora kuéry, the
“good-beautiful beings’ It classifies
food, objects and capacities that from
them originate: tembi'u pord, the
“good food’, left to the Guarani by the
gods; tape pord, the path led by the
deities; or the “beautiful words’, ayvu
pord, that originated and maintain
human existence on earth.

Pe'ixa ma aywu pora oexauka, tembia-
po ajaka pord hae gui ka'agui pora.

Ha'e wae ma omombe'u rowya poraa,
roexauka mbaexapa roiko porda awL

Nharandu pora rupi ma Mbya kuery
oupity aywu marae'y mbake pora kuery,
hae tembi'u pord Nhanderu kuery oeja
wae kue Mbya kuery pe hae guia e ma
nhandewae kuery oguata tape pora re,
oiporu awi aywu pord, Nhanderu kuery
ae manje oeja arakae arandu pora
rewe jaiko awd ko ywy re.
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A exposicao etnografica Tape Pord, no MUSEU DAS
ALDEIAS, tematiza diferentes momentos das andancas
dos Mbya: entre aldeias, na mata, nas cidades.

A exposicao fotografica Ojapo Pord'i, no MURO DO
MUSEU, retrata momentos de um cotidiano e de um
‘fazer bonito” registrado pela cdmera de rapazes e
mocas mbya, participantes de uma oficina de fotografia
realizada para esta exposicao.

A exposicao com venda realizada na GALERIA foi
chamada Ombopara, palavra que pode ser traduzida por
‘grafar”, “enfeitar” e que remete diretamente a nocao do
“fazer bonito” ou, neste contexto, “embelezar” por meio
da arte de tecer cestos ou dar forma a pequenas escul-
turas em madeira.

Trata-se sempre de procurar e se envolver num estar ou
fazer bem, bonito.




The ethnographic exhibition Tape
Pord, at MUSEU DAS ALDEIAS
(Museum of the Villages) the-
matizes different moments of the
wanderings of the Mbya people:
between villages, in the jungle, in

hrr:‘i.'rl'.u"-.'

The photographic exhibition Ojapo
Pord’i, at MURO DO MUSEU (the
Museum’s Wall) portrays moments
of everyday life and " beautiful
[Jr:h'frua" recorded ."!'fl.' the cameras 0f
the Mbya boys and girls who parti
cipated in a photography workshop

held for this exhibition

T'he exhibit held in the GALERIA
(gallery) was called Ombopara,
which can be translated to "inscribe
‘“adorn” and that speaks directly to
the notion of “doing beautiful” or, in
this context, “beautifying through
the art of weaving baskets or giving

form to small wooden sculptures.

It deals with the constant search to
be involved in being or doing good

and beautiful things

TembiapoTape Pora, MUSEU DAS
ALDEIAS ma oexauka mbaexapa oiko
oguata Mbya kuery: tekoa re, ka'‘aguy
ha'e teta re.

Tembiapo ta'anga ojapo pord'i wae,
museu kora jerere ol wa'e, oexauka
mba'exapa oiko poraa, hae wae ma
kunhangu hae kunimingue ojopy
ta'‘anga onhemboe jawe omboi kuaa
awa ha'equi tembiapo ma ol
onhewende awa omol awi haegui
ombopara awi ha'e wa'e jawi oexauka
iporaa ajaka hae tembiapo ywy Ra
gui gua ojejapoa hae wae jawi ma
oexauka pora.

13 ]
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Os Guarani que vivem atualmente no estado
do Rio de Janeiro sdo, em grande maioria
pertencentes ao subgrupo Mbya, que soma
em torno de 7 mil pessoas no Brasil.

Ao todo, a populacdo guarani no pais corres-
ponde a cerca de 35 mil pessoas, em
sua maioria Kaiova - perto dos 20 mil-,
contando, tambem, com as populacdes
mbya e nhandeva, esta de aproximada-
mente 8 mil individuos.

No Brasil, os Mbya concentram-se princi-
palmente nos estados do sudeste - com

exceécao de Minas Gerais — e do sul, mas
vivem, também, em alguns pontos da regiao
norte do pais. O territério mbya, contudo,
estende-se para alem da chamada Triplice
Fronteira, no sul, até o norte do Uruguai,
o nordeste da Argentina e o leste do Paraguai.
Uma rede multilocal pée em comunica-
a0 os Mbya de inumeras aldeias, gracas
a mobilidade que marca a experiéncia secu-
lar destes Guarani. Trocas de conhecimentos
e de materiais, casamentos e visitacio entre
parentes mantem a dinamica desta rede de
relacoes, em constante transformacao.

=
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Vista da agfdeid Itarypu em €amboinhas. ;
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The Guarani who currently live in
the state of Rio de Janeiro belong, in
their vast majority, to the subgroup
Mbya, which adds up to a total of 7
thousand people in Brazil.

Inall, the Guarani populationin Brazil
corresponds to about 35 thousand
people, in their majority Kaiova -
close to 20 thousand -, including the
Mbya and Nhandeva, this last group
counting approximately 8 thousand
individuals.

In Brazil, the Mbya converge mainly
in the southeastern states - with the
exception of Minas Gerais — and the
southern states, but can be found,
also, in some areas of the country’s
northern region. The Mbya territory,
however, extends beyond what is
known as the “Triplice Fronteira”
(“Triple Border”), in the south,
comprising  northern  Uruguai,
northeastern Argentina and western
Paragquay.

A multilocal web connects the Mbya
of various villages, thanks to the
mobility that marks the Guarani's
secular experience. Exchanges of
knowledge and materials, marriages
and visits from relatives keep the
dynamics of these relationships
in constant transformation.

Mbya Kuery oiko wae ay Rio de
Janeiro py ma, pawé rai Mby ‘ete'i
wae.

Ha'e jawi rei ma Mbya kuery oiko
apy Brasil py so mil rupi, Mbya,
Nhandewa'e ha'e Kaiowa.

Brasil pe ma , Mbya kuery oiko
yguaxu rembe re Sul ha'e sudeste py,
amongue Mbya ma oiko awi regido
Norte do pais py.

Mbya ywy rupa ma tuixa, Mbya pe
ma nda'ipoi ju fronteira, nhande wa'e
kuery oiko Uruguai ha'e nordeste
Argentina ha'e leste do Paraguai py.
Mbya kuery ekoa re oguereko, petei
uwixa oiko tenonde ojoguero aywu
awda amboae tekoa pe gua rewe.
Arandu pord awi omboaxa ojoupiwe
haegui onhokambia awi mbaemo
re hae gui amongue oguata wy
amboae tekoa re, ojou gua'y xy ra
awi, ha'e wa'e ma Mbya reko ‘ete’i ae.

19



A population of approximately 550
people live today in the six Mbya
indigenous areas in the state of Rio de
Janeiro.

The oldest area, known as Sapukdi,
in the Bracui region of Angra dos
Reis, contains the majority of the
population, about 330 people. The
second most populous area is the
Itaxi village, in Parati Mirim, with
a population of about 1o individuals.
The rest of the population is scattered
between the villages of Guyraytapu
or Araponga, bordering the states
of Rio and Sdo Paulo; Arandu Mirim,
at Saco do Mamangud; and Jahape
or Rio Pequeno, near the city of Parati.

Mbya kuery ma, ay oiko 550 rupi
mboapy meme tekoa oi wae pe, apy
Rio de Janeiro py. Tekoa yma guare
we wa'e Sapukai, opyta Bracui Angra
dos Reis py, hae py 330 rupi ju oiko
Mbya kuery. Amboae ma tekoa Itaxi
opyta Parati Mirt ju, hae py oiko 110
rupi juAmboae kuery oiko amboae
tekoa re ju etara kuery arupi tekoa
Guyraytapu.

Amboae tekoa ma Araponga ju, opyta
estado Sao Paulo hae Rio de Janeiro
pe, Tekoa Miri opyta Mamangua,
tekoa jaape, Rio Pequeno ma opyta
Parati py awi. Tekoa Itarypu te ma
opyta Niteroi py jy.

Tekoa yguaxu rembe re opyta wa'e
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Besides these areas in the southern
state of Rio, Itarypu village is located
at Camboinhas beach in Niteroi.
These areas are interconnected, and
connected also to other villages on
the coastline and in the countryside
of the states of Sao Paulo, Espirito
Santo and in Brazil's southern region.
Especially in the last two decades,
new networks of relationships
between the Mbya were established,
not only linking the villages and
involving alliances between Mbya
individuals and collectives, but
now also including non-indigenous
partners from diverse backgrounds.
Without giving up their choice
of a way of life which clearly opposes
the jurua (non-indigenous) lifestyle,
still the Mbya engage in frequent
relationships with them and the
cities they live in.

ma, jorami meme rai ae, Sao Paulo hae
Espirito Santo, ha'e gui Sul opyta awi
Ay gui ma Mbya kuery anho e'y
ojoguero aywu tekoa re oi ma awi
Jjurua kuery omoiru wae Mbya kuery
ojou we awd mbae pord tekoa pe
wara. Mbya kuery ay gui ojoguero
aywu we ma awi jurua kuery rewe
tetd me gua.
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Rise up and move. The Mbya walk
on many paths, drawn over the
Atlantic jungles vast territory, from
the Brazilian coastline to the forests
in eastern Paraguay. Open paths
in the jungle, roads and highways
that connect the Guarani villages,
streets and cities that have become

part of their daily lives.

Mbya kuery oguata tape pord ojoe-
gua- egua ey wae rupl, oaxa hae
oguata wy ka'aguy pora rupi apy Brasil
pe ka'aguy leste Paraguai pewe. Tape
ojepe’a ka'aguy rupihae gui tapei ma
oexa ma awi ay qui tekoa rupi hae
guia e ma ay Mbya kuery koé-koé
rai ou tetd pe. Teko petei-tet mbae,
ha'egui jaikuaa ra jaiko awa, amongue
tape wai pe 0o ramo, jaro aywu katu
ra, oguatara pora awa tape pora re.




Apresentacao do coral na aldeia Sapukat. ‘



32 Dancando xondaro, aldeia Sapukai
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Each life is made of multiple paths,
which show themselves in the course
of time. There are no final choices.
New impressions always emerge and
change what people feel. Changing
contexts of coexistence, inventing
new ways of living: these seem to be,

after all, the foundation of wisdom of

which the Mbya speak, always willing

to find new ways to enliven existence.

Amongue ma oguero wa'i eko ‘ete,
oeka gua'u amboae teko rupi oiko
awad. Ha'e wae raingua ma jaexaramo
ndoguereko wei merami Mbya arandu
ete'l, nhande Mbya kuery ma jaeka ra
nhambowya awda nhande reko ‘ete'i
nhande rekoa re.
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This room portrays the diversity of
paths and contexts experienced by
the Mbya ever since the gods created
the earth. Horizontal paths connect
the “fires, tataypy of the various
villages; trails lead to the jungle,
kaaguy, rivers and waterfalls, asphalt
and dirt roads lead to the cities.

Within the village or leaving it,
among relatives or venturing into
other areas, such as forests and cities,

there are always ways that arise.

Kowae oo guy pe ma oexauka ‘eta
Mbya kuery regua, Ywy Rupa re ogua-
ta hague hae omombe'u mba'exa
onhepyri arakae yma. Tape tenon-
de ra ma oexauka awi ‘eta tatay py,
ha'e gui tape po'i ogueraa ka'aguy re,
yy xyry hae yy jeroa hae gui tapei
oguaraa wae teta re awt. Tekoa py pe,
tera reé jawe tekoa gui, reo wy regua-
ta ka'aguy hae teta re, hae wae ma
ol tape
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When Nhanderu, the creator god,
he left the earth, his wife did not
follow him.

Bringing Kuaray in her womb, she went
to seek the home of Nhanderu, because
her son wanted to meet his father.

At each crossroad, the son would
|':'.|'||I her which wday (o go. .'I.."Hri'_u,.' the
way, he asked his mother to gather
beautiful flowers to bring to his
father

On one such occasion, when picking
(1 ju'u'.l'l"r.r'.'.' flower, the woman had her
hand bitten by a bumblebee and
scolded her son. Since then, the child
no longer responded to the inquiries
of his mother. At the next crossroads,
she asked her son where her husband
had gone. Silence. Having to choose
which path to follow by herself, they

came upon the home of the Jaguars.

Nhanderu ywy apo are oeja jawe ma,
ta'y xy ndoori ijeupiwe.

Kuaray ra ogueru ye py oeka wy
mamo pa Nhanderu oiko, gua'y py
oexa Xe tuu pe

Tape kuruxu ape owa'e jawe ma ipia
jjaywu jepi y pe, mbaexa gua tape re
pa oguata wae ra oo wy, hae gui ojeru
re awi ixy pe ojopy awa ywoty (pora we
wae 00 wy ogueraa awa tuu ropy.
Petei gue ojopy jawe ywoty iju wae
ma, kunha wae popy opt mamanga
ha'e ramo ma iwal ipt'a rewe. Hae gui
opi'a nda'ijaywu wei oxy rewe. Owae
ju amboae tape kuruxu ape, ha'e ramo
ma oparandu ju opla pe mamo rupt
pa oo rae ome. Nonhenduwet hae
ramo ma, hae'l ae oipora wo tape oo

awda, ha'equi owa'é xiwl kuery ropy.
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Walking in the jungle requires
great care.

First it 1s necessary that the day be

favorable for such wanderings. The

memory of a dream, the advice of an
older relative or the impressions of the
shaman can change the intentions

of an expedition into the jungle,

foreseeing possible misfortunes.

A realm where resources essential

to Mbya life are found, the jungle is

also a place l.'.'!fp:}.‘i.ﬂ-hh‘ encounters

which can endanger their health
and lives.

Habitat of the spirits that control
the animal species and places like
waterfalls, stones - called their
‘owners™ (-ja), the jungle opens the
possibility of confronting the unseen
(jaexa e’y vae), but can also hurt us or

capture us from ourselves.




Joguata jawe kaaguy re ma nhama'e
pora ra. Ara pora jawe ma jaa
kaaguy re, mbaemo jajopy awa,
nemandua ra tawy rexara’u aqui re,
haegui rejapy xaka ra tujakue aywu
re awl, nhande ramol kuery ijaywu
awe reo awa el ramo reo kaaguy.
Hae py Mbya kuery ojou mbaemo
ojapo awa .Hae gui ma nhan-
de reko jareko kuaa rd awi jag mo
ka aguy nhane mo mba'e axy e'y awad.
Mymba nhe'e re onhangareko wa'e ma
otko yy jeroa hae ita kuery hae Jawi
ma oguereko onhogareko wae ija.
Kaaguy re ma olko joexa e’y wae

onhangareko wae , hae wa'e ndaewei

nhambojaru rei e'y awd ,nhambojaru

ret ramo nhane .l'Trl_r.'J{'.F{'.I'_.lr.']..-" ra anyt ramao

nhande jopy ra







When the “owners” allow, you can
find animals in the traps.

I'he monde the mondepi (a kind
of mundéu) and nhud (loop) are the
typical ways of capturing animals
by the Mbya. Hunting which envolves
direct encounters with the prey
is considered improper, a method
associated with the jaguar, xivi, to

which the Mbya insist on contesting

Trazendo peixe, Parati Mirim.
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Ka'aguy ja oeja ramo jajopy ra mymba
tembiapo jajapo ramo kaaguy re,
mode hae mondepi hae nhu'a. Hae
wa'e Mbya kuery rembiapo ka‘aguy re
mymba ojopy awa. Mbya kuery ojou
Jjawe xiwi ka'aguy, ojogueroaywu pora
ijeupiwei , ojogueroa awa ey hae
ramo mokoi we nopenai ojae ojepo-
raka jawe.

45 1



ENTRE PARENTES

Older men and women tell of the
paths they walked days and days to
arrive to another village: wandering
in the jungle, trails in the rain
and what could find on the way
to nourish the family.

Today, young and old continue to
cross the narrow trails in the Mbya
areas and also the wide roads built
by the white man, by bus or car to
visit relatives, to see villages and
fﬁiiu‘.ﬁt'ﬂpt’s that have not yel been
seen, to seek new life contexts and

relations.

Waiwigue hae tujakue we omombe'y,
mbaexa pa oguata hague ko'e- ko'é re
ywy rupi owaé pewe amboae tekoa pe,
tape ka‘aguy rupi, ojeroky oky rupi, ojou
awa tape omongarau awa ‘etara kuery:.
Ay ma, kunimi we ha'e tuja kue oguata
teri tape poi re oo wy amboae tekoa re,
ha'egui tape guaxu jurua kuery ojapo
wa'e kue awi oiporu oo awa mba'yru
pe awi ‘etara kuery arupi amboae
tekoa rupi, oeka oiko pora kaaguy
rewe, otko awa awi yueko ‘ete’i pe awi.
Mbya kuery petel tekoa pe ndowyai
ramoi oeka ju amboae tekoa oiko pora
awd. ‘Etarad kuery rewe owya awa.
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Tocando e dancando no patio, aldeia Sapukai
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Changing the place of residence
is a possibility which is always on
the horizon. But in each place, it is
life with relatives which can bring
real satisfaction. Sharing food and
conversation, giving advice, sitting
around the fire (-jape ‘e) in early
hours, the chimarrdo tea (kaa)...
Important moments of a life which is
said -iko pord, "being well”

Koe jawe ma ojapee hae gui okay'u
ojoupiwe hae gui ojogueroayu pora
hae ramo oiko pord awd ojoupiwe
haegui tembe'u ojapo mamo pawé’i
pe ombojao o'u awa.




MOMENTOS DE CONCENTRACAQ

MOMENTS OF CONCENTRATION
JEOJAPYXAKA TA JAWE




Para andar ou viver na Terra é preciso “saber bem” (-kua'a pora).
E preciso manter o fluxo das capacidades originadas em
nhanderu: nomes, cantos, belas palavras e saberes curativos
que descem do alto para inspirar homens e mulheres mbya.
Nesta sala, estdo representados momentos Importantes
da comunicacdo vertical entre os humanos e as divindades

habitantes das regides celestes.

(-kua ‘a

It takes “knowing well”
err'fr.l to walk or live on Earth. It is
necessary to maintain the flow of
capacities originated in Nhanderu.
names, songs, beautiful words and
healing knowledge that descend
from above to inspire Mbya men
and women. This room -cn"e'fmh
important moments of the vertical
communication between humans
and deities which inhabit the celestial

realms.

Jaguata ha'e jaiko jaikuaa pord awa
ko ywy re ma nhande rekoete'i pe
Jaiko ra Nhanderu nhande reja agui
rami. Hae ro tema mbae mo pord
Jaupi ty ra nhande arandu ra
Kowae oo Guy py ma oexauka

mbaexa pa jejapy.Xakaa haegui

oporai awa Nhanderu ete pe
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VER NO SONHU

SEEING IN DREAMS

JAEXA XARA'U RUPI

A passagem do sono a vigilia € um momento importante
de concentracao.

Aos primeiros raios de sol, deixa-se vir, a0s poucos, a consciencia,
as iImpressoes noturnas.

Quem sonha, sabe bem, & capaz de antever obstaculos,
podendo evita-los e enxergar novos caminhos, lugares que
efetivamente vera um dia.

Como os demais saberes inspirados por nhanderu, o que se
vé no sonho @ matéria do cuidado entre parentes. Contado
em geral para um familiar mais velho ou um xama local,
o sonho resulta sempre em conselhos. Atencao as atitudes
ao longo do dia; permanencia na aldeia, evitando saidas
para o mato ou a cidade; decisdes de partida.. Saber
no sonho (-exa ra’u) é um aprendizado da maior importancia
no cotidiano mbya.

Opy (casa de reza) de Paratt Mirim
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importance in the daily Mbya life

Rexara'u rire, rewy wy ma, reguapy
ha'egui nemandu'a ju rexara u ague re
Ko'é ou wy kuaray oexape ma nae
rire ma pytd ju owae.Oexarau wae
ma oikuaa pa, ol ta ramo mbaemo
pora ha'e gui mba'emo wal, xara u ma

oexauka nhande rape ra: mbaexa pa

jaiko awa amborai ara ko e jawe.

Nhanderu ma oexauka xarau rupl
nhande Mbya kuery pe, mbaexapa
nhonhagareko pora awa nhan-
deretora kuery re. Jaexarau jawe
manhamombe’u nhande ramoi kuery
pe, hae ramo e ma nhande ramol
kuery woi oikuaa pota ra awl xarau
ipora pa tera pa anyi.Nhande ramoi
kuery ma ijaywu jaexara'u waikue
ramo nda‘ewei jaa awa kaaguy re ni
tetd re awi. Yara'u ma jarowia hae ma

oexauka anhete gua




Pety e um meio privilegiado de acesso ao saber dos deuses.
Enfumacar a casa e o alto da cabeca das criancas é uma
pratica cotidiana usada pelos adultos.

Mas, e principalmente na opy, a casa de reza, que se usa
Intensivamente o petygua (cachimbo), onde os especialis
tas, chamados opita’i va'e (os que “pitam"” ou sabem usar
O petygua), tratam os males das pessoas, retirando-lhes as
doengas, recobrando-lhes o vigor.

Pety is a privileged means of access
to the knowl ’[fyr:' of the !;,fru.l"\_

Smoking the house and the top
of the heads of children is an L"n't'fj.'{."dj.'
practice used by adults.

But is it mainly in the opy, house
of prayer, where the petygua (pipe)
is used intensively, where the specialists,
called u;l.l'r{.l Ivae Hnrrl wse who know how
to the use petygua) treat the people’s
troubles, J't'lri_’[l‘-.f.fl_t.l' them Of disease,

rl’:‘.".l'e"rn;':,i' their strenagt h.

Pety rataxi rupi ywyra't ja ojoguero
ayu Nhanderu rewe.

Ywyrat ja kuery ma, koe - koe
re omoataxi kyringue akd petyngua
rataxi pe , mbae mo wai onhemboja
awa e’y kyringue'i kuery re. Hae wae
jawt ma opy re ae, ywyra'ya kuery
olporu.

Opy re ma, ywyra'ja kuery anho’i
awl olporu petyngua omoataxi awa
amboae kuery pe opy re. Nhaneramoi
kuery ma oiporu petyngua, omongue
ra awa imba'exy wae awi.




Usando petygua, Paratt Mirim.
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Os nomes mbya marcam a origem divina das pessoas.
Concedidos pelas divindades que habitam regides celestes

distintas, eles descem a Terra quando do nascimento das

criancas.

Quando estas Ja se poem de pe, 0s seus nomes sao "escutados”
e revelados pelos xamas, apos longa sessao de reza-canto,
no ritual chamado nhemongarai. “Nos tornamos Karai” e o

que o nome diz. O ntual e realizado a cada ano, em cada
aldeia, na epoca da colheita do “milho verdadeiro”, avaxi
ete’l, alimento que nhanderu deixou aos seus filhos desde
a criacao da Terra e que os Mbya cultivam desde entao.

'he Mbya names mark their divine
origin. Conceded by deities that
inhabit distinct celestial realms,
they descend to Earth when children
are born.

When the children are ready to

stand up, their names are “heard”

and revealed by shamans after long
sessions of prayer chants, in a ritual
called nhemongarai. “We became
Karai” is what the name says. The
ritual happens every year in each
village, at the time of harvesting
the “ture corn " avaxi ete'i, food that
NVhanderu left for their children,
since the creation of the Earth, and

.'uri'u'n' .l'.l'h' ".f.f‘-_ﬁ.'u i !1.".'.l1'|.l.,rl' ever since.,

Nhanderu ete ma, kyringue onhemon-
garal jawe, ombou tery por@ marae'y
kyringue pe ery ra apy ywy rupa re.
Nhande ramoi kuery ojapo jawe
nhemongarat ma, Nhanderu ete
oexauka tery marae'y opitai wae
kuery pe omboery awd kyringue'l
kuery opy re. Ara pyau awae jawi ma
nhemaongarai ojejapo hae jawi Mbya
kuery rekoa re, onhemongarai awad
awaxi ete'l haegui kyringue tekoa pe
ery wae ey tert . Hae rami hae ma
Nhanderu oeja arakae ywy Rupa
Mbya kuery pe oiko awa




| CAIATARDE

O violao (mbaraka) marca os primeiros ritmos da reza.

Frases desenhadas na rabeca (rave) se sobrepdem.
As pessoas vao chegando,

:
Falas brandas, passos calmos,
l tomando assento.

Encorajados na fumaca vivificante do cachimbo (petygua),
Levantam-se os cantores,
forma-se o coro em fileira.

Sobre o ritmo incrementado pelos maracas (mbaraka miri)
e taquaras (takuapu), as vozes sobem as alturas,
lembrando nhanderu.

AFTERNQOON

The guitar (mbaraka) marks the

first rhythms of prayer.

Musical phrases picked in strings

of the rabeca (rave) overlap.
People arrive,

Quiet voices, calm steps,
taking seat.

Encouraged by the vivifying
smoke of the petygua,

The singers arise,

in a row the choir is formed.
Above the pace incremented by
maracds (mbaraka miri) and
taguaras (takuapu)

voices rise to the heights,

remembering Nhanderu.

HAA KAARU

Mbaraka oexauka mborai nhepyru.
Aywy ra‘anga ojejapo rawe re.
Mbya kuery owae ou wy.

Oguata mbegue aywu pora rewe.
Owae oguapy tenda pe.

Opita petyngua ha'e omoataxt
imbarete awa.

Opu'a mborai oporai wae ra,
oporai ywate ha'e jawi we ot ru
pord'i pe, ha'e takuapuawi
Mborai maraey ma owae
Nhanderu apy Mbya kuery
omonhendu wae.







Much of the life in the Mbya villages
today is related to routine exchanges
made with white man: selling craft,
buying food and other items cities,
exchanges services.

A f:u:rg time ago the white man came,
with their objects and techniques,
and their language and customs
became known to the Mbya. This
long history and the appropriation
of many of the "jurua’s” objects and
technologies doesn't undo, however,

the distance the Mbya recognize

between the white man’s way of

life and the lifestyle they chose for
themselves.

This “code of culture” intensifies
the dialogue with the jurua, and the
formulation of “projects’ A small
demonstration of these relational

contexts iIs rr.'pr[*m.*mcd in this room.

Ay gui ma ‘eta tekoa re oiko wae
Mbya kuery, ja onhokambia ma awi
Jurua kuery rewe: tembiapo nhewen-
de, tembi'u jejogua, haegui amboae
tembiapo awi.

Eta jurua kuery ou, ogueru hae kuery
rembiapo oexauka awa Mbya kuery
pe, tay qui ma Mbya kuery oguereko
pa rei. ma awi jurua kuery rembiapo
tekoa re.

Mbya kuery arandu ma yma qui a
olko ay gui ma jurua arandu awi
Mbya woi ojopy ma awi, ae wae ma
haejawi Mbya kuery arandu ndou-
pityi. Nhandewae kuery oikuaa pa
rei jurua kuery reko mbae'xa pa hae
kuery oiko.
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Preparando a taquara, aldeia Sapukat.




The visit to the cities is @ common
path for the Mbya.

The trails there walked lead to the
sales of their craft.

The exposure n:J_,I' baskets, necklaces
and animal sculptures on the
street, the direct negotiation with
the jurua tourists coming from the
most diverse places, bring the theme
of “identity” and “culture” to the
forefront.

Much of the sale becomes consumer

Teta jequata ma, ko'e-ko'e rai re. Tape
raanga ojexauka wae ma, ogueraa
tembiapo onhewédea pe.

Tembiapo oexauka wa'e, ajaka, mbo'y
haegui mymba raanga pexara ary
ma, tembiapo ja ae owende jurua pe,
jurua kuery hae jawi rupi ou, ogue-
ru tenonde teko haegui nhande reko
requa otkuaa we awa. Tembiapo repy
ma olpury mbaemo ojogua awa teta
gui, ogueraa wy ma, ome'é -me'é ju
eta ra kuery pe tembi'u ojapo awa




items, purchased in the city and
taken to share with relatives: foods
processed by the Mbya culinary
customs, distributed and consumed
in the mode of sociability in the
villages; electric and electronic
devices that increase the knowledge
of the other, and instrumentalize the
relational networks of the Mbya.

haegui ojywy ma pawé'i ju okaru
ojoupi we tekoa pe,

Ay gui ma jurua kuery rembiapo,
Mbya kuery oiporu ma awi inharandu
we awd jurua kuery arandu re awi.




Reunindo os cestos, aldeta Araponga.



REDES, PROJETOS, LUTAS

f
I

In the last two decades, the partici
pation of the Mbya in networks of
interethnic dialogues is intensified,
and the “culture” comes forward.
“Culture”™ now wants to “present
itself” to white man, a “culture” that
should guarantee rights, starting
with the land.

Supporters and antagonists argue
about the concept of ‘“culture”
The difference is built in different
ways and scales. The “conflicts” are
taking shape, new movements in
the Mbya lives, new and complex
relationships with the white and

their knowledge.

NETWORKS, PROJECTS. STRUGGLES

=Yl L1 1 IE\F Tr AT A A LA A VAT A ST A VAL i A 17~ i
JHOIRU KUERY TEMBIAPO KUAXIA RE AXYPE JAJOU

Ay gui ma onhemol pora teko regua,
joguero aywu rupi jurua kuery rewe
ojejapo
ojexa awa Mbya hae jurua kuery
ombo'apoa ojoupiwe.

awa tembiapo kuaxia re,

Ay gui nhande reko ojexauka wa'e
ma jurua kuery pe, nhnade ywy qui
ranhe onhepyri oexauka awa Mbya
kuery reko ha'e jawi rupi .Mbaexapa
otko yma gui we.

Mbya kuery ira jurua kuery ma ai
gui wol, jjaywu por@ ma awi Mbya
kuery reko re.Mbya kuery woi ay
gui, oexauka we ma awi imbare-
tea ha'equi oikuaa we ma awi jurua
kuery arandu at gui.




’, _' . Tecendo a;aka (fesﬁ.:)' aldeia S&punr
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“APRESENTACOES”

When Mbya chants are made “to
show the jurua, the choir enters
the scene. In costumes sewn for the
so-called “presentations’, children
and young Mbya meet to rehearses
a repertoire, that is also that of CDs
recorded and sold at the villages.
With a distinguishable style of
chanting and dancing in rows, boys
play the rave and mbaraka and the
choir raises their voice to sing of the
gods and their legacy to Mbya on
Earth.

Mbya kuery oexauka ta jawe mborai
jurua kuery pe, mborai omonhen-
du wae 0€ ojexauka oporai rewe.
Kyringue hae kunimigue onhemboe
ranhe awi, hae wae mborai ma
onhemboaxa CD re awi onhewende
awd tekoa pe wara.

Mborai opora’i wa'e ma, awakue ojoe-
xe pora'l ol tenonde hae kunhangue
ma taky kue opyta mborai oupi awa.

Awakue ma ombopu rawe hae
mbaraka, oporai jawema pawé oupi
ywateé, oparai wy Nhanderu kuery pe;
Mbya kuery oiko pora awda re
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Viver bem nas aldeias compreende um “fazer bonito”
ou "bem fazer” (ojapo pord'i) que é o tema da exposicao
no Muro do Museu. As fotos aqui apresentadas, produzidas

por rapazes e mogas mbya, registram momentos de seu coti-
diano que traduziriam o sentido deste “fazer bonito".

Living well in the villages includes a Jaiko pora tekoa py ma, jajapo pora'i
‘making beautiful” or “doing well’ Hae wae ma oi museu kora jerere
(ojapo pord i) which is the theme of ta'anga py tembiapo ojexa awa

the exhibition at Muro do Museu (the Museu py ojexauka wa ta'anga ma

museums wall). Photos presented kunhague hae kunimigue omboi
J|J|'."|'. ||'h'|Ju’lI.lL'1'v:." Dy "ur."‘.n.'-:.' .’I1|H.'H and waekue f??f}'ﬂi‘ raanga oexauka awa
girls, portray moments of their daily mbae xapa oiko tekoa re koe- koe re

life which translate the meaning of

this “makinag beautiful’
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“Beauty”™ has both aesthetic and

ethical value. The "beautiful / good”

unfolds first from the relationship
with gods, creators and owners

of things truly “beautiful” But it

includes, also, the dimension of

sociability, implying an behaving well

between the people, a behaviour that

Is guided by the divine beings.

Mba'e mo porajajapo awa Nhanderu
ha'e oexauka nhande wy pe. Hae ae
ma ombaojera ha'e jawi mba'emo pora
ko ywy re, oiko wae rd. Hae gui hae
ma aywu marae'’y moeé xaka pord
nhande mbya kuery pe.

A “beleza” tem valor estético e ético ao mesmo tempo.
O "bonito/bom” se desdobra, primeiramente, a partir da rela-
¢ao com os deuses, criadores e donos das coisas verdadei-
ramente “belas”. Mas, compreende, tambéem, a dimensao da
sociabilidade, implicando em um agir bem entre as pessoas,
agir que nao deixa de ser orientado pelos seres divinos.
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The notion of “beauty” gains a special
meaning in the art that is called
ombopara (“graph’ “write’, “adorn”),
present at the Galeria de Arte (Art
Gallery). The Mbya graphism has
its most elaborate expression in
the braided baskets (ajaka), but the
wooden animal scupltures and other
pieces, such as rain sticks, are also
“adorned” or “graphed’ drawn with

pyrography.

Mbae mo “pord” ooxa onhembo-
para tembiapo re “oapy” “onhem-
bopara’, “omboague” Mbya kuery
ombopara wy ajaka re ma, oexauka
pora mbaemo pora raanga haegui
omboagui poraa awi, haegui oapy
wy mymba'l raanga oapy poraawi
ha'equi ywyra oky awi ara ma aku pe.
Hae jawi ma, ay oi ta'anga nhamoi
poraa re museu py.
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Cestaria, trangcado em taquara, aldeias Guarani Mbya, Rio de Janeiro 2009 - acervo Museu do Indio - FUNAI
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Cestaria, trancado em taquara, aldeias Guarani Mbya, Rio de Janeiro 2009 - acervo Museu do Indio - FUNAI.
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Escultura, entathe em madeira, aldeias Guarani Mbya,

URUKURE'A | CORUJA

Rio de Janeiro, 2009 — acervo Museu do Indio - FUNA/



XIVI | ONCA

KAGUARE | TAMANDUA

KATI MACACO

XI'Y | QUATI

Escultura, entalhe em madeira, aldeias Guarani Mbya, Rio de Janeiro, 2009 — acervo Museu do Indio - FUNAI
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TUKA | TUCANO

TUGUAIRATA | TATU

KARUMBE | TARTARUGA

JAKARE | JACARE

Escultura, entalhe em madeira, aldeias Guaranit Mbya, Rio de Janeiro, 2009 — acervo Museu do Indio - FUNAI.



XIVI | ONCA

Escultura, entalhe em madeira, aldeias Guarani Mbya, Rio de Janeiro, 2009 - acervo Museu do Indio - FUNAI,
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Recently, Mbya living in Rio de
Janeiro have been developing
graphism in recycled strips of paper,
experimenting new technigues and
patterns and inventing alternatives
in ever transforming life contexts.

Kuee'l, Mbya kuery oiko wae Rio
de Janeiro py, ojapo tembiapo ha'e
ombopara kuaxia, ojejapo pora
wa'ekue gui, omae wy teko tenonde
ra re, ojapo-japo we oo wy tembiapo
pora tekoa pe.




Desenho de grafismo em papel reciclado. Cozinhando fibra de bananeira para fazer papel

Mostruario de trancados em cestas e em papel. /. Detalhe de tran¢ado em papel
Evento na Uerj — RJ.
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Participacao da oficina em estande de venda personalizado, 2009,
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