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#nos). While the intent of the vaccination program regulations is to encourage people to
participate, the effect is to discourage people not only from getting vaccinations but
also from using the clinic at all,

Harvey’s work is not meant to be a study of the ethnomedical system itself. Rather, it
is an excellent study of language use in health care. The emphasis is on the social rela-
tions and communication in medical encounters and how they affect resource utiliza-
tion and healing, with the aim of uncovering the cultural and linguistic factors that
complicate cross-cultural medical care, rather than revealing Maya medical beliefs and
practices. Nevertheless, more detail on the syncretism reflected in and practiced by
Miriam, the nurse and Maya healer would have sharpened the analysis. Although he
shows that her healer role is considered by the Maya to be a divine or a spiritual gift
mandated from birth, and her manner of communication during the consultation fol-
lows a Maya pattern rather than a biomedical one, the analysis would better illustrate
this syncretism if there were more information concerning what it is about her beliefs
or practices that derives from her training as a nurse vs. her training as an ajkun.

A suggested next step would be to expand the “ethnography of polyphony” method-
ology to incorporate the behaviors that accompany the verbal interaction, such as light-
ing candles, burning incense, spraying with holy water, massaging, pulsing, praying,
using the stethoscope—any physical examination that might occur during the consul-
tation, This would provide a type of choreography to accompany the score,

Harvey makes a significant contribution, both methodologically to linguistics and com-
munication studics and substantively to Maya studies. It should be of interest to grad-
nate students and scholars in both of these areas.

Rutgers University SHEILA COSMINSKY
Casmden, New Jersey

Brazilion Women’s Filmmaking: From Dictatorship to Democracy. By Leskie L. Marsh.
Urbana: University of Illinois Press, 2012. Pp. 248. Notes. Bibliography, Index.
$85.00 cloth; $28.00 paper.

Women have long had an important presence in Brazilian cinema as actors, directors,
and producers. Starting in the late 1910s and continuing into the early 1950s, Carmen
Santos, the founder of the Brasil Vita studios, starred in several films and produced
numerous others, including major works by film pionecer Humberto Mauro. Gilda de
Abreu followed suit in the 1940s and 1950s, directing or scripting such films as O Ebrio
and Coragde Materno, The late 1950s and ecarly 1960s witnessed the emergence of
major new female actors; however, women tended to remain in front of the camera
during the period dominated by the Cinema Novo movement and not in directing or
producing. It was only in the 1970s that the number of women directors began to
increase, and that is where Leslie I.. Marsh’s book begins in its attempt to provide a
sense of films direcred by women from that time until the mid 2000s.
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The introductory chapter offers an informed overview of the challenges faced by women
as they sought to make films in a county emerging from 21 years of dictatorship,
namely, lingering forms of censorship and the ditficulty of obtaining production financ-
ing through government-sponsored programs. In reality, those problems affected
Brazilian film production as a whole—particularly new directors—and not just women
filmmakers. Marsh notes appropriately, yet perhaps ironically, that few of the women
directors she interviewed “agree that [...] *films by women’ or ‘women’s cinema’ exists”
(p. 38). Rather, they see themselves as fibmmalers, not “women filmmakers.”

The next two chapters focus on the work of Ana Carolina and Tizuka Yamasald, respec-
tively, against the broader backdrop of Brazil’s process of political redemocratization in
the 1970s and 1980s. In such films as Mar de Rosas (1978), Das Tripas Coragio
(1982), and Souko de Valsa (1987}, Ana Carolina draws from the acsthetics of marginal
cinema and surrealism to develop a “feminist critique of the female condition and
women's rights most notably through a refusal to collaborate with a masculine imagi-
nary” (p. 47). Yamasaki, on the other hand, uses a “melodramatic mode to offer fem-
inist interventions in the reconstruction of Brazilian politics and cultural identity™ in
such films as Guijin: Os Caminhos da Liberdade (1980), Paralyba, Mulber Macho
(1983), and Patrigmads {1985).

The following chapter deals with independent or alternative filin and video production,
with a special focus on the work of Eunice Gurman in Rio de Janeiro, the Lilith Video
Collective in $3o Paulo, and SOS-Corpo, an NGO, in Pernambuco. In cach of these
cases, the directors or groups use their work as a mode of social, political, and culturai
intervendion. Gurmas has a long history as an independent filmmaker, with a special
focus on “the disenfranchised, popular cultural practices, and the roles of women in
society” {p. 125). The Lilith Collective was responsible for the first feminist television
series in Brazil and worked in diverse arcas related to race and gender in Brazil, With
its videos and activist stance, SOS8-Corpo produced videos to provide information on
reproduction and women’s health, making “sex an issue of public concern” (p. 141).

The final chapter is in many ways the least satisfactory. The 20-year period thar has seen
the resurgence of Braziffan cinema after the crisis of the carly 1990s has clearly been
the most active in terms of women’s participation in the film industry. The author
offers an informarive overview of the period, bur devotes no more than a scant para-
graph to just two dircctors: Betse de Paula, whose 2005 comedy Celeste @ Estrela por-
trays the difficulty of making films in Brazil, and Sandra Werneck, whose work is ana-
lyzed in the broader context of films dealing with youth culture. Numerous other
directors warrant greater attention. Despite the perhaps necessarily limited focus of the
final chapter, the author has ¢learly laid the groundwork for further research and writ-
ing and has made a significant contribution to the study of Brazilian cinema in the
United States.

University of Californin, Los Angeles RANDAL FOHNSON
Los Angeles, California
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#nos). While the intent of the vaccination program regulations is to encourage people to
participate, the effect is to discourage people not only from getting vaccinations but
also from using the clinic at all.

Harvey’s work is not meant to be a study of the ethnomedical system itself. Rather, it
is an excellent study of language use in health care. The emphasis is on the social rela-
tions and communication in medical encounters and how they affect resource utiliza-
tion and healing, with the aim of uncovering the cultural and linguistic factors that
complicate cross-cultural medical care, rather than revealing Maya medical beliefs and
practices. Nevertheless, more detail on the syncretism reflected in and practiced by
Mirtam, the nurse and Maya healer would have sharpened the analysis. Although he
shows that her healer role is considered by the Maya to be a divine or a spiritual gift
mandated from birth, and her manner of communication during the consultation fol-
lows a Maya pattern rather than a biomedical one, the analysis would better illustraze
this syncretism if there were more information concerning what it is about her beliefs
or practices that derives from her training as a nurse vs. her training as an ajkun.

A suggested next step would be to expand the “cthnography of polyphony” method-
ology to incorporate the behaviors that accompany the verbal interaction, such as lght-
ing candles, burning incense, spraying with holy water, massaging, pulsing, praying,
using the stethoscope—any physical examination that might occur during the consul-
tation. This would provide a type of choreography to accompany the score.

Harvey makes a significant contribution, both methodologically to linguistics and com-
munication studies and substantively to Maya studies. It should be of interest to grad-
uate students and scholars in both of these areas.
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Women have long had an important presence in Brazilian ¢inema as actors, directors,
and producers. Starting in the late 1910s and continuing into the early 1950s, Carmen
Santos, the founder of the Brasil Vita studios, starred in several films and produced
numerous others, including major works by film pioneer Humberto Mauro, Gilda de
Abreu followed suit in the 1940s and 1950s, directing or scripting such films as O Ebrio
and Coracde Materno. The late 1950s and carly 1960s witnessed the emergence of
major new female actors; however, women tended to remain in front of the camera
during the period dominated by the Cinema Novo movement and not in directing or
producing. It was only in the 1970s that the number of women directors began to
increase, and that is where Leslic L. Marsh’s book begins in its attempt to provide a
sense of films directed by women from that time until the mid 2000s.
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The introductory chapter offers an informed overview of the challenges faced by women
as they sought to make films in a country emerging from 21 vears of dictatorship,
namely, lingering forms of censorship and the difficulty of obtaining production financ-
ing through government-sponsorcd programs. In reality, those problems affected
Brazilian film production as a whole—particularly new directors—and not just women
fitmmakers. Marsh notes appropriately, yet perhaps ironically, that few of the women
directors she interviewed “agree that [ ...] films by women’ or “women’s cinema’ exists”
(p. 38). Rather, they sce themselves as filmmalkers, not “women filmmakers.”

The next two chapters focus on the work of Ana Carolina and Tizuka Yamasaki, respec-
tively, against the broader backdrop of Brazil's process of political redemocratization in
the 1970s and 1980s. In such films as Mar de Rosas {1978), Das Tripas Coragdo
(1982), and Senhe de Valsn (1987), Ana Carolina draws trom the aesthetics of marginal
cinema and surrealism to develop a “feminist critique of the female condition and
women’s rights most notably through a refusal to collaborate with a masculine imagi-
nary” (p. 47}, Yamasaki, on the other hand, uses a “melodramatic mede 1o ofter fem-
inist interventions in the reconstructon of Brazilian politics and culrural identity™ in
such films as Gaijin: Os Caminbos do Liberdode (1980}, Parahyba, Mulber Meacho
(1983), and Patrinmada (1985).

The following chapter deals with independent or alrernative film and video production,
with a special focus on the work of Eunice Gutman in Rio de Janciro, the Lilith Video
Collective in Sio Paulo, and SOS-Corpo, an NGO, in Pernambuco. In cach of these
cases, the directors or groups use their work as a mode of social, political, and culrural
intervention. Gutman has a long history as an independent filmmaker, with a special
focus on “the disentranchised, popular cultural practces, and the reles of women in
society” (p. 125). The Lilith Collective was responsible for the first feminist tefevision
scries in Brazil and worked in diverse arcas refated to race and gender in Brazil. With
its videos and activist stance, SOS-Corpo produced videos to provide information on
reproduction and women’s health, making “sex an issuc of public concern” (p. 141).

The final chapter is in many ways the least satisfactory, The 20-year period thar has seen
the resurgence of Brazilian cinema after the crisis of the early 1990s has clearly been
the meost active in terms of women’s participation in the film industy. The author
offers an informative overview of the period, but devotes no more than a seant para-
graph to just two directors: Betse de Paula, whose 2005 comedy Celeste & Estreln por-
trays the difficulty of making films in Brazil, and Sandra Werneck, whose work is ana-
lyzed in the broader context of films dealing with youth culture. Numerous other
directors warrant greater attention. Despite the perhaps necessarily limited focus of the
final chapter, the author has clearly laid the groundwork for further rescarch and writ-
ing and has made a significant contribution to the study of Brazilian cinema in the
United States.

University of Californin, Loy Angeles RANDAL JOHNSON
Los Angeles, Californin





