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Resumen

	En un momento en que el matrimonio ci-vilentrepersonasdelmismosexoestaba en el centro del debate social y político en Portugal, la películaHero, Captain, and Stran-ger(2009) de João Pedro Vale (JPV) y Nuno Alexandre Ferreira (NAF) cruzó el arte, la política de identidad y pornografía. Siendo una adaptación homoerótica del libroMoby-Dick;oTheWhale(1851)deHermanMelville, se enfrenta a una serie de tabúes (y prejui- cios) tanto estéticos como políticos. Inicial- mente pensada con el propósito de rastrear las referencias a los marinerosportugueses de Massachusetts, constantes en la novelade Herman Melville, la película aborda una irreverenteprovocaciónaunmedio“semi-

	 

	
periférico”que,másde35añosdespuésdelfindeladictadura(1926-1974),siguenegando el reconocimiento legal del matrimonio entre homosexuales. Basándose en superar la in- compatibilidadentreelarteylapornografía,asícomoexplorarlaconexióndistintivaentre laideadeerosdemocráticoyunmodelomásigualitariodepornografíagay,esteartículodestaca lacapacidadtransformadoradel‘artepornográfico’paradesafiarcategoríasestablecidas.
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Abstract

	 

	As same sex marriage emerged at centre of the social and political debate in Por- tugal, the filmHero, Captain, and Stranger(2009), by João Pedro Vale (JPV) and Nuno Alexandre Ferreira(NAF), inter- sected art, identity politics and porno- graphy in a manner hitherto unseen in Portugal. A homoerotic adaptation of HermanMelville’s1851novelMoby-Dick;or, The Whale, the film confronts a series of aesthetical and political taboos(and prejudices) which have never been analy- sedindepthdespitetheirtopicality.Initia- lly conceived to survey the references to PortugueseseamanfromMassachusetts

	 

	
inHermanMelville’snovel,theprojectbyJPVandNAFisanirreverentprovocationto a ‘semi-peripheral’ milieu, which still denied juridical recognition ofhomosexual marriage thirty-five years after the demise of the dictatorial regime (1926-1974).Basing itself on overcomingtheincompatibilitybetweenartandpornography,aswellasexploringthedis- tinctiveconnectionbetweentheideaofdemocraticerosandamoreegalitarianmodelofgayporno-graphy, this article highlights the transformative capacity of‘pornographic art’ to challenge established categories. It unveils a nuanced landscape that encourages a reevaluation of societalnormsandmoraldichotomies,ultimatelyfacilitatingamoreinclusiveandexpansive comprehension ofhuman desire.

	

	Howto citethistext:
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Ifwehavetheprivilegeofdoingpoliticswithakiss,thenitisfundamentaltomakeitvisi- ble so that the kiss itselfmay exist.1

	Côrte-Real.P.(2012).“Pessoalepolítico’.AAVV,DiaC.Casamentoentrepessoasdomesmo

	sexo.Lisbon:EditorialEstampa,2012,p.19.

	Yet,sinceobscenityalwaysthreatenstoundermineauthority(whetherofanindividualor

	aninstitution),pornography’spresenceinthearchiverepresentsadouble-edgedsword.

	Dean,T.(2014).Introduction:Pornography,Technology,Archive.Dean,T.,Steven Ruszczycky,S.,&Squires.D.(Eds.).Pornarchives(pp.1-26).DukeUniversityPress.

	
		Introducción



	 

	As same sex marriage emerged at centre ofthe social and political debate in Portugal, the filmHero,Captain,andStranger(2009),byJoãoPedroVale(JPV)andNunoAlexandre Fe-rreira (NAF), intersected art, identity politics and pornography in a manner hitherto unseen in the country. A homoerotic adaptation of Herman Melville’s 1851 novelMoby-Dick; or, The Whale, the film confronts a series of aesthetical and political taboos (and prejudices) which have never been analysed in depth despite their topicality.

	 

	InitiallyconceivedtosurveythereferencestoPortugueseseamanfromMassachusetts in Herman Melville’s novel, the project by João Pedro Vale and Nuno Alexandre Ferreira is an irreverent provocation to a “semi-peripheral” milieu, which still denied juridical recog-nition of homosexual marriage thirty-five years after the demise of the dictatorial regime (1926-1974).

	 

	The reading of Melville’s novel was accompanied by a book from the field of queer studies: Robert K. Martin’sHero, Captain, and Stranger(1986) –used for the film’s title–, which analy-ses the homoerotic dimensions inMoby Dick, namely regarding the relationship between Ishmael and Queequeg, the South Seas tattooed “savage”. For this author, the concept of “male friendship”, personified by thecoupleformed by the two characters, offers a utopian “solution” which “favoured substantial and immediate social change” at the time as an “al-ternativeto the ideology ofaggressive male domination” at the root ofheteropatriarchal power (Martin, 1986, p. X-XI). For this reason, we maintain that João Pedro Vale and Nuno Alexandre Ferreira have carried into 21st Portuguese reality the visionary social potency contained inMoby Dick–in which, due to 1851 censorship,affective andsexualintimacy betweenmencouldonlybebroachedunder the subterfuge ofmetaphorand ambiguity–, so as to expose theinternalizedintolerance that was still operative at the time in Portugal.

	 

	Basingitselfontheovercomingoftheincompatibilitybetweenartandpornography

	(Maes,2011), andthe specificnexus betweenthe conceptofdemocraticeros(Martin,1986)

	
	1 “Esetemosoprivilégiodepoderfazerpolíticacomumbeijo,éfundamentaltornarvisí- vel esse beijo para que ele próprio possa existir.”



	 

	
and the model ofamore egalitarian gay pornography(Clark, 1991; Stychin, 1992, 1995; Lucas, 2006), this article will address the following questions: what are the political implications ofde-metaphorizinghomoerotic sexuality in the Great American Novel? And how does gay pornography serve this affirmative purpose?

	 

	Instead ofcontributing to the “gender oppression” denounced by a certain feminist cri- tique (A. Dworkin, 1981; MacKinnon 1993;Dworkin & MacKinnon,1988;Itzin, 1992), the use ofpornography (or “pornographic art”) by João Pedro Vale and Nuno Alexandre Ferreira is a subversive strategy to combat theinequalitythat has been historically imposed by the heteropatriarchy which still prevailed in Portugal in the late 2000s.

	 

	Foramorecomprehensiveanalysisofthesubjectmatter,wehaveemployedacombination of methodologies that allowed us to have a thorough and nuanced examination of the film by João Pedro Vale and Nuno Alexandre Ferreira. The use of screen ethnography, content analysis and queering enabled us to unveil underlying social dynamics, to dissects themes, symbols, and representations by having a structured examination of LGBTQ+ portrayals and their societal implications.Simultaneously, our methodology seeks to challenge hete- ronormativity and identity binaries (Sedgwick 2013; Butler 2013). Employingqueeringas a cultural criticism methodologyallows us to critically assess the film’s portrayal of queer identities, exploring their influence on intersectional identity formation (Crenshaw, 1989), andself-acceptance(Vázquez‐Rodríguezetal.,2020).Ourapproach,influenced bySe- dgwick (1990)andButler(1991),extendsqueernessbeyond non-cisheterosexuality and encompasses any form ofotherness challenging the hegemonic norms. By synthesizing these methods, our analysis comprehensively examines film, deepening our understanding ofits cultural impact on gender and sexuality representations.

	 

	
		Adaptationtheory:aqueerversiontoexposeprocesses of social repression and hypocrisy



	Figure1.JoãoPedroVale,FestaBrava(ToiroLindo),2005.C-printoncanvas.650x350

	cm.(CourtesyoftheartistsandCristinaGuerraContemporaryArt).
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In tune with the Portuguese LGBT affirmation movement, the work ofJoão Pedro Vale and Nuno Alexandre Ferreira appeared in the late 1990s with a strong link to the new genre ofqueeraesthetics that had hitherto been all but absent from the Portuguese artistic context (Quinlan & Arenas, 2002; Bran, 2005; Herberto, 2015), but had already taken up itsownplaceintheinternationalhistoricalscene.Inthisregard,itisimportanttomention a shared programme which António Fernando Cascais correlates with an “investigation” and/or “recuperation” ofhistory (Cascais, 2004, p. 22) that bring together all the recent explorations aimed at “unearthing a gay and lesbian past”. In that sense, João Pedro Vale and Nuno Alexandre Ferreira’s work deploys an “artistic and structural archaeology of knowledgepertainingtotheso-called“queeruniverse”(Faro,2015)thatcriticallyintersects variousdevicesandstrategiestodeconstructthe“processesconducingtosocialconfinements andrestrictions”(Vale,2008).Throughaskilfulandexpressiveuseof“irony”(Reis,2007) the duo exposes those very processes ofrepression and social hypocrisy while recovering represseddataandcontentsthathadbeencondemnedtooblivionbythehistoricalproces- ses(Marques,2022).JoãoPedroValeandNunoAlexandreFerreirarescue,decontextualize and recontextualizeforms ofresistance(Foucault, 1994[1976]; Scott, 1985; Godinho, 2011),possiblepractices(Godinho,2017)attheexperientialandculturallevel,albeitstillwithouthistory(D’Emilio, 1983, p. 101) or almostforgottenby time (Godinho, 2012, p. 17), to bring back repressed contents and set in motion new connections.

	 

	Figure2.JoãoPedroValeandNunoAlexandreFerreira,Vadios,2018.Iron,paintand amylnitrate(Poppers).380cmx380cmx230cm.Col.AntonioCachola,Elvas.(Photo credits: Bruno Lopes. Courtesy ofthe artists and Cristina Guerra Contemporary Art)
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	Following a seven-month art residency in New York to research the traces ofPortuguese emigrantcommunitiesontheEastCoastoftheUS,JoãoPedroValeandNunoAlexandre Ferreira adapted Herman Melville’sMoby Dickto produce the first Portuguese gay porn film presented within an artistic context.Hero, Captain and Strangernarrates the adventures ofagroupofcharactersonboardawhalingshipastheyperformthesexualizedcategories defined by Robert K. Martin in his eponymous book (1986).

	 

	
Figure 3. João Pedro Vale and Nuno Alexandre Ferreira, Hero, Captain and Stran- ger,2009Video,(B/W,sound,68min.).(CourtesyoftheartistsandCristinaGuerra Contemporary Art)

	[image: https://www.joaopedrovale.com/imagens/2009/hcs_still_008.jpg]

	 

	 

	Throughout the film some parts ofthe book are read in voice-over, namely the excerpts suggested by Jennifer Doyle in her essay “Moby-Dick’s Boring Parts”, which attest to the typicalboredomofaseavoyage(Amado,2011),whilethesetandpropsincludepaintings andsculpturesthatevokea19thcenturyfishingvessel.InthewordsofPortuguesecurator MiguelAmado,theseimagesframedesireasasourceofhumanrelationshipsinthelightof an “alternative reading” ofa literary classic at the core ofthe western imaginary (Amado,2011).

	 

	Figure4.JoãoPedroValeandNunoAlexandreFerreira,Hero,CaptainandStran- ger, 2009.(Courtesy ofthe artists and Cristina Guerra Contemporary Art)
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AsinmanyotherworksbythePortugueseduo,whatisatstakeisnotrepresentinga“strate- gy ofauthenticity”,or evidencing “a meaning, hypotheticallyundisclosed”,or to ‘describe preciselythemostcorrecttruthoftheissuesdealtwith’(Jürgens,2005).Instead,andvis-à- vistheoriginal,thisisan“attempttotransgressourviewofthem”(Silvério,2006),“through teasing out hidden or potential meanings” (Sharp, 2007); i.e., these are recreations which, by “making it possible for different types of understandings” (ValeapudJürgens, 2005) “dislocateandpervert”(ValeinterviewedbyLapa,2008)theoriginaltoteasethespectators consciousnessastotheirprejudices,oreventoprovocativelyactivatetheirbodies(anddesi- re). In this claiming gesture, the deliberatearchaeologicalstrategy ofthe artists(Faro, 2015; Bullock, 2017)cynically exposes the frailties and hypocrisies inherent to the marginalizing ofhomosexuality.AsPedro Faro pointsout,by exposingthe“fissures ofmainstream discourse(s)”,JoãoPedroValeandNunoAlexandreFerreiraquestion“thestiflingprocess ofnormalizationandinstitutionalizationenforcedbyacertainhistorical(heteronormative) orientation” (Faro, 2015).

	 

	Therefore,withinthescopeofthemotivationsleadingtothemakingofthefilmHero,Cap-tainandStranger,JPVquestionshimself atonceaboutthecommonandwell-known,albeit seldom talked about, circumstance of seamen (not necessarily homosexual) who maintain intimate relationships with other men dictated by the long sexual deprivation and lack of affection that they endure onboardwiththe absence ofwomen. (Vale, 2013b).

	 

	ThisaspectthatJPVpointsoutinvokesthequeerthoughtanditspraiseofidentitaryfluidity for the sake of an excessive fixation of categorization aimed at overcoming the ‘essen- tialism’ of exclusion (the hetero/homosexual divide). If, according to Annamarie Jagose (1996), the notion of ‘queer’ appears as non-aligned with any specific identitary category – thence antagonistic towards more stable and knowable categories, such as ‘heterosexual’, ‘lesbian’or‘gay’–theactivitiesexperiencedonboardthewhaler(describedbyMelville) could be the target of a ‘queering’ process, a process proposed by the Portuguese duo as establishing an irreverent (and bold) debate among those who claim that this process ero- des the last traces ofan oppressive gender coherence.

	 

	Thisquestion–‘whatisthissexuality?’(Vale,2013b)–ispervadedbyacritiqueofthe very notion ofsexual orientation as failing to account for the plurality ofways ofliving sexuality, especially when considering certainhomosocialcontexts. This is indeed a profound questioningof thesubjectivitythatstarklydefinesthedifferencebetweenpracticingcertain (homo)sexual acts and transforming (homo)sexuality into a category that criticises hete- ronormativity2. At the same time, this questioning seems to invoke an historical context

	
	2 “Heteronormativity” is by and large understood as the social system ofgender and sex- uality organization that establishes heterosexuality as the norm and homosexuality as de- viation (cf. Vale de Almeida, 2009, p. 12, note). Miguel Vale de Almeida, a Portuguese anthropologist who has been studying hegemonic masculinity since the 1990s writes that “Symmetrically,thehomophobicsystem–asystemthatguaranteesnormativeheterosexu- alityandgenderasymmetrythatoperatesthroughstructuresofkinshipandrepresentations ofthesexedbodyanditsactivities–functionsthroughinvisibilizationandsilencing”.(Vale



	 

	
that still appears to misunderstand the greater specificity of relationships of power based onsexualorientation;afactthatimmediatelytranslatestheconstitutionofhomosexualityasinvisibilityor “negative-identity”3.

	 

	Inthisregard,Portugalisstillpervadedbyalonghistoryofstigmatizationandpersecution, whichhasrecentlystartedtobewrittenandbetakenup–intermsof itsmemoryandhisto- riography–asamatterforquestioningbythePortugueseduo.Inspiteofsomemajorcivil rights and individual freedom conquests that have recently occurred, JPV made his position abundantly clear in an article by Kathleen Gomes (2010):

	 

	The film has a political character: [João Pedro Vale] recognises that he felt ‘the mo- menthadcometomakeitbecausetheissuewasbeingraised’,referringtolastyear’s debate on the legalising ofhomosexual marriage in Portugal. His conversation withÍpsilontook place a day after the protest to defend traditional family values in Lis- bon. The artist points out that the event ended with the protestors singing the dis- co-soundtrackWearefamilybySisterSledge,awell-knowngayanthem–thekindof ironythatcanbefoundinVale’swork;sometimesrealityeclipsesart.(Gomes,2010).

	 

	
		Thebackground:thedebatearoundsamesexmarriage in Portugal



	 

	On the plane ofthe social and associative movement, it was necessary to wait for the se- cond halfofthe 1990s to witness the emergence ofa true Portuguese LGBT movement (cf.Cascais2006,p.109–126).AccordingtoMiguelValedeAlmeida,itemergedoutoftwo realitiesthatwereobviousinmanyothercountries:theAIDScrisisandtheglobalnatureof LGBTculture(ValedeAlmeida,2009,p.16).AccordingtothePortugueseanthropologist, two“lineages’’cametotheforeinthiscontext.Oneismoreempathictowards“queerpers- pectives ofdeconstruction ofthe sexual orientation category”, the other is more attunedtothe political trend to recognize conjugality and parenthood” (Vale de Almeida, 2009, p.17-18).

	 

	To outline the background against which the filmHero, Captain and Strangeremerges we shouldimmediatelyhighlighttheoperative“closetkey”,toquoteMiguelValedeAlmeida’s felicitousexpressioninthetitleofhis2009book4,preciselyoneyearbeforetheParliament

	

	deAlmeida,2009,p.14).

	
	3 MiguelValedeAlmeidawritesthat“Evenincontextswherediscursivelyconstitutedgay or lesbian identity does not exist, like in pre-modern Europe, there is a social code for the punishmentofhomosexualactswhichinitselfconstitutesanegativeidentification.”(Vale de Almeida, 2010 [2009], p. 42).

	4 AccordingtoValedeAlmeida,“acrossvariouscontemporary,liberaldemocracycontexts theaccesstomarriageand/oradoptionarethelastbarrieragainstformalequalitybetween gays and lesbians and the rest ofthe population.” (Vale de Almeida, 2010, p. 105).



	 

	
approved same sex marriage in Portugal. However, “Dia C [C-Day]” –henceforth the de- signation of 8 January 2010–, is backed by a history and story that Paulo Côrte-Real tellsin the following words:

	 

	After the initial impulse in 2005, the two following years were crucial to consolidate theclaim,promotethevisibilityofsamesexcouplesandbroadensocialandpolitical support.Intermsofpartypolitics,BlocodeEsquerda[LeftBloc],theEcologistaOs Verdes[EcologistGreenparty]werejoinedbyJuventudeSocialista[SocialistYouth] in2006(afterthelatterhadbeenharshlycriticisedforhavingrejectmarriageequality on 10 October 2008) who finally changed the official position ofPartido Socialis-ta [Socialist Party]. On 19 January 2009 [Prime-minister] José Sócrates motion was made known, in which he defends marriage equality “unequivocally and definitely”, promoting it across the country. (Côrte-Real, 2012, p. 26).

	 

	Althoughthiswasnotadirectresponsetotheclaimsforthejuridicalrecognitionofsame sex marriage, JPV and NAF recognise that they did take the context of the time into consideration, a context that was marked by all sorts ofmanoeuvres and polemics. This normalization (as certain sectors called it at the time) did not imply that the equality of rights that was claimed for would simply be resolved through a mimickingof canonical heterosexual,monogamicandreproduction-drivenconjugality.Whenquestionedbyuson the subject the artists are very clear:

	 

	JPV: […] we see marriage as a heteronormative institution. Which is why we never wantedtogetmarried.[…]Althoughwewerealwaysveryvocalindefendingthatit [marriage]shouldbeconsecrated,IwanttobeabletosaythatIdonotwanttomarry because I disagree with marriage.

	NAF: Number one: I like the idea that people might want to get married. Number two: I am glad such people exist so that I can say: “I will never, ever get married!”

	JPV:Whichistosaythatatthetimethefilmwasnotthoughttodialoguewiththeon- goingsituation,althoughtheimportanceofthefilminthatcontextbecameobvious to us. (Vale & Ferreira 2021).

	ForthePortugueseduo,theissueofsamesexmarriageiskeyinthesensethatitrevealsthe true debate on the social acceptance and juridical legitimacy ofhomosexuality in terms of equal rights5; i.e., that the arguments against marriage between men reveal an internalized, endemicandrepressedhomophobia.ThatispreciselytheaccountofHelenaPinto,afemi- nist activist and then leader ofBloco de Esquerda:

	

	
	5 “In Portugal – like in other countries – equality in access to marriage was the issue that brought discrimination against LGBT people to the centre of the political debate and, aboveall,toeverydaydiscussion.Thiswastheissuethatmanagedtobreakthe silence which fed the taboo, and it was the first crucial step to counter the utterly traditional –and violent– ‘don’t ask, don’t tell’ attitude.” (Preface, in AAVV,Dia C.Casamento entre pessoas do mesmo sexo. Editorial Estampa, Lisbon, 2012, p. 9)



	 

	
[These arguments] have always been put forth to reject the centrality of rights in politics, and were aimed at delaying change. [Those who resort to these arguments] preferthediscriminatorylabeloftheLawevenifitcontradictssocialrealityand so as to maintain a model offamily and marriage based on a hierarchy ofpower andoppression.Samesexmarriage,withitssymbolicforce,wouldbetoodeepof a change, which the conservative and reactionary sectors were not willing to accept. (Pinto, 2012, p. 62-63).

	 

	
		Pornographyor“PornographicArt”?Afilmwithexplicit



	sexualcontentthatisnotsexuallyarousing.

	 

	MelvilledoesnotexplicitlystateanysexualactivitiesinMoby-Dickbut,asalreadymentioned byseveralauthors,manypassagesofhistextcanbeinterpretedinthisway.6Animportant devicethatisusedtorepresentsexualityarephallicpunsandsymbols,asinthechapters“A Squeeze ofthe Hand” or “The Cassock”. In “The Serious Functions ofMelville’s Phallic Jokes”,RobertShulmanrealizesthatthesesexualpunsoftenseemtobeusedfornoreason. However,ifexaminedcarefully,anunderlyingcritiqueofWesternreligion,societyandnor- mscanbedetected(Shulman,1961,p.503).Oneofthechapterswherewecanfindmore sexualinnuendosis“ASqueezeoftheHand”.Ishmaelandhiscoworkersaresqueezingthe cooledandagglutinatedspermbackintothefluid.Soonafter,Ishmaelfallsintoanecstasy triggered by the sensation ofthe squeezed globules:

	 

	Squeeze! squeeze! squeeze! all the morning long; I squeezed that sperm till I myself almost meltedinto it; I squeezedthat sperm till a strange sort ofinsanity came over me;andIfoundmyselfunwittinglysqueezingmyco-laborers’handsinit,mistaking theirhandsforthegentleglobules.Suchanabounding,affectionate,friendly,loving feeling did this avocation beget; that at last I was continually squeezing their hands, and looking up into their eyes sentimentally; as much as to say, Oh! my dear fellow beings,whyshouldwelongercherishanysocialacerbities,orknowtheslightest ill-humour or envy! Come; let us squeeze hands all round; nay, let us all squeeze ourselvesintoeachother;letussqueezeourselvesuniversallyintotheverymilkand sperm ofkindness. (Melville, 1851, Chapter 94).

	 

	This passage can be taken as a hidden indication for masturbation. Bearing in mind that sperm can be used ambiguously, it is not too risky to say that, in this context, squeezing sperm easily becomes a metaphor for male sexual self-satisfaction. At first, Ishmael mas- turbatesalone.Indoingso,hereachesa“suspendedconsciousness”(Martin,1986,p.82). Thismeansthathisperceptionisnotconfinedanymoretohisownmindandbodyandhe “almostmeltsinto[sperm]”(Melville,1851,Chapter94).Inthisperspective,wecansafely state thatMoby-Dickdeals with issues oflayering, encoded messages and sexual identity.

	

	
	6 Masturbationaspresented inthe novel islinkedto the imaginationandto the powerof



	arttocreateaworldinthemind.

	 

	
JPV and NAF subject Melville’s story to the devices ofhardcore pornography. At every moment, the film establishes a contrast between two extremes, two opposing approaches: theindirectdomain of metaphor, ambiguity and suggestion and thedirectdomain of the sexually explicit and realism. The images literalize the text in an absolutely radical manner based on the sexual categories defined by Martin.Pornis the central element that enables theartisticduototransformtheoriginalnarrativefromutopiandesireintoareallydramatized vision ofanalternative worldthat may come to replace the rule ofCaptains, colonial gover- norsandmissionaries.IfMelville’snarratordoesnothavethepermissiontodealfullywith thesexualityofthetaleshehimselfrelates,JPVandNAFtakeagiantstepforward.Inthis sense,theuseofthepornographicapproachispartoftheunveilingeffect,ofcourse,and we can use it as a way ofpresenting truths otherwise hidden by metaphor and ambiguity. Byshowingsexualactsbetweensailors,Hero,Captain,andStrangerhasthepotentialtotrans- form it from dream to reality. It is that potential that is so frightening.

	 

	Guidedbyamostlypoliticalintention,JPVisadamantonthismatter:thefilmHero,Captainand Stranger“was not made for people to become aroused’ (Valeapud.Gomes 2010). Ins- tead,itsobjectiveisto,astheartistputsit,analysisandquestioning(Vale2013a).Ithisregard, NAF points to yet another reflexive dimension:

	 

	I think there is an issue which is always at the core ofmatters linked to pornogra- phy or pornographic art, i.e., maintaining a status. […] Everyone has already seen everything, so these things should not disturb anyone. […] I think that there is a powerlessness, a vulnerability, which, again, transforms the thing into a problem. (Vale & Ferreira, 2021).

	 

	According to Robert K. Martin,Moby-Dickenacts the conflictbetween opposingforces. On the one hand, there is the utopia ofa “democratic eros” which finds its greatest ex- pression inmale friendshipmanifested in a “masturbatory sexuality” ofa communal kind, i.e.,nolongersubjecttocontrolandproduction,ortoreproductionimposedbymarriageonthe heterosexualcouple.Ontheotherhand,thereisastabilized“hierarchicaleros”manifestin the social forms ofmale power7, and well exemplified by contexts such as whale hunting, factory management, military conquest and heterosexual marriage (cf. Martin, 1986, p. 4). Which is why the scene ofthe tub inHero, Captain, and Stranger(2009) brings to fruition,to use Martin’s words, “the transformation ofprimal, unformed (oceanic) sexuality into a world ofpure copulation” (Martin, 1986, p. 4). The strict homology between the task of squeezingthewhalespermandmutualmasturbationenactsaprocessofself-organization (horizontality) and collaboration in order to generate a hierarchy-free social space.

	 

	Following the screenings at Cine Paraíso, a porno movie-theatre in Lisbon, and at the Be- rardoCollectionMuseum,aninsurancecompanycancelledanexhibitionbythePortuguese

	

	
	7 For Marie-Jo Bonnet, the patriarchal repression of homosexuality did not prevent its sublimationbythePatriarchy,ininstitutionssuchastheChurch,theArmy,etc.,anotorious fact in the differential treatment between male and female homosexuality. (Bonnet 1998).



	 

	
duo because it allegedly dealt with a homosexual theme. In this regard, João Pedro Vale pointed out that: “I felt people were disturbed, but I do not know ifthis was because the film was pornographic or because they think that pornography and art should be separa- ted”. Reading Hans Maes’ article “Drawing the Line: Art Versus Pornography” we might understandthewayinwhichthefilmdeliberatelypushestheconventionalboundariesthatsupposedlyseparate “art” and “pornography”.

	 

	InHero,CaptainandStrangertherearevariousstrategiesthatcometogetherinorderforthe two dimensions to coinhabit to the point ofdiluting a set ofboundaries that separate(d) them. For instance, explicit and objectifying shots (a staple ofhardcore films) intersect with subjective elements as voice-over excerpts ofMelville’s book reveal the characters’ thoughtsandemotionalstatesarereadtous.Ontheotherhand,andasKathleenGomes pointed out, the film, which is inspired byJenniferDoyle’s essay “Moby-Dick’s Boring Parts” (2006), shows how one ofthe greatest novels in Universal Literature does contain “boring parts’’ whichare merely “descriptive” and “factual”, leaving no room for “meta- phor”and“imagination”justlikeinthepornographicindustry.Infact,invariouschapters ofMobyDickthenarrativeissuspendedbylong,painstakingdescriptionsthatdisintegrate any diegetic sense and destroy the reader’s imaginary construction. We cannot but agree withDoyleinthisrespectwhensheconsidersthatMelville’snovelismovedbya“realistic impulse”towards“detail”,whichisespeciallyevidentinitsobsessiveattemptsatvisuallyre- constructingthewhale’ssexualanatomyasdreadful(andboring)asthatgesturemayseem. This aspect can be explained in the light ofwhat we could call a “reality effect” supplied bytheexcitementwiththeexcessofdetailorwiththepartforthepart,whichpointbackto Sade’s exhaustive recitations (and measurements) during the orgies, much like a veritable close-up. Or, also, as a sequence ofsmall discontinuous spectacles, which are valuable in and ofthemselves, and remain independent from the general narrative thread.

	 

	Figure6.JoãoPedroValeandNunoAlexandreFerreira,Hero,CaptainandStran- ger, 2009.(Courtesy ofthe artists and Cristina Guerra Contemporary Art)
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This obsession with corporeality and “touch” – which Doyle detects in Melville’s novel – is clearly felt inHero, Captain and Stranger, where we become palpably aware ofJVP’s and NAF’sdeclared(andshameless)interestinphysicalcontact.Thevariousextremeclose-up sequences ofmouths, lips, tongues, penises and anuses that touch or unite in the heat of thesexualactconsubstantiatesasingular,literalandhighlydetailedshiftvis-à-visMobyDicktext, in which the body (no longer the whale’s but that ofthe seamen) is fragmented wi- thoutanyambiguitiesorsubterfugesinanobjectificationtypicalofstag-filmsasitssurface becomes sensual and highly tactile. However, even resorting to the combination-structure typicalofpornfilms(a+b,a+c,b+c,a+b+c),whichisgearedtorenewsexualinterestand excitement,JPVandNAF’sfilmaddstothisrecipeastrategythatremovesthesoundfrom thescenesandtherebyeliminatesthesexualchargethatisnaturallypresent.Inspiredbythe experimental French filmChant d’Amour(1950)by Jean Genet, against the grain oftypical pornfilmtropes,thisdeliberateomissionofsoundpromotesacontemplativetemporality and a reflective density.

	 

	Figure7.JoãoPedroValeandNunoAlexandreFerreira,Hero,CaptainandStran- ger, 2009.((Courtesy ofthe artists and Cristina Guerra Contemporary Art)
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	Inoneword,Hero,CaptainandStrangerdemonstratesthattheprerogativeswhichdividethe universe ofartistic creation from the domain ofpornography do not always make sense. Inthisinstance,literatureandpornographicfilmarenolongerabsolutelydistinctandirre- concilable entities.

	 

	In the face ofthe old, but still widespread, presupposition that art and pornography are irreconcilable,HansMaes(2011)refutesasetofestablishedantinomies(suggestionvs.expli-citness/subjectivityvs.people as objects;beauty vs. non-aesthetic and ‘smutty’; contemplation vs. sexualarousal and lustful feelings; complex and multi-layered vs. one-dimensional; originality vs. a copulation of cliche´s; imagination vs. fantasy) through a series of counter-examples (Chretien de Troyes’sLancelot;FrancescoPetrarch’sSonnetstoLaura,ortheRomandelaRose,GeorgesBataille’Storyofthe Eye, Jessica Nilsson’All About Annaamong many others). After overcoming such putativeincompatibility,Maesproposesthecategory“artisticpornography”,defendingits legitimacy and positive function against (the representation of) a non-egalitarian sexuality:

	 

	
Indeed,ifweaccept,aswehavearguedelsewhere(Maes2011,2012,2013),thatthe distinction between art and pornography is not an absolute one, and that there is in fact a middle ground between these two domains ofrepresentation, it is only to be expected that most works of radical egalitarian pornography will be situated in or very near this middle ground and may legitimately lay claim to the status ofporno- graphic art or artistic pornography. This easy confluence of radical egalitarian and artistic ambitions is only to be encouraged, we believe. For one thing, achieving art statuswouldgrantthesefilmsprestigeandaspecialsortofauthoritythatwouldhelp to undermine the influence and authority that inegalitarian porn still has in matters of sex. Moreover, it will help to pave the way for an open discussion of such works inthepublicdomainandforaproperartcriticalanalysisof thisspecificgenre.(The fact that there is no public porn criticism —in the way that there is film criticism or art criticism— is probably one ofthe reasons why prejudice and misinformation can so easily spread and thrive here.) (Maes, 2017, p. 217).

	 

	
		TheSacredMaleCoupleasfoundationofanew,more egalitariansocialorganization:aworldofpurecopulationas disintegration of hierarchies



	 

	InhisanalysisofMelville’snovel,RobertMartinrevealsacontrollingstructurethatemer- ges from three fundamental characters: the Hero, the Captain, and the Stranger. Martin examines this pattern to explore the way in which sexually charged relationships between menareemployedinacritiqueofpowerinthesocietythatMelvilledepicted.Martinargues thattheCaptain,afigureofauthority,representstheWesternworldinitssearchforcontroloverpeopleandspaceanditssexualimpositionofthemaleonthefemale.Martinexplains thisasfollows:foraman,the“acquisition”ofawomanrepresentsthe“highestconquest”, asheistherefore“trainedtocompeteratherthancooperate”.However,fromthemoment in which he enters into a homosexual relationship he “abdicates, in part, his role in the economy ofpower” (Martin, 1986, p. 14). By representing an alternative tomale-female do-mination–whichinturnmirrorsthecolonialistimpositionofwhiteovernon-whiteculture –, what is at stake here is thus a “non-aggressive form ofhomosexuality”. For Robert K. Martin the recurring use of the words “engagement” and “wedding” in the novelTypeeanticipates Melville’s use ofthe “marriage” metaphor to unite Ishmael and Queequeg inMoby-Dick(Martin1986,26).Infact,forthisauthor,Melvillepresentsthemalecouple8as an inherently democratic union ofequals that could serve as the basis for a new social organization. (Martin, 1986, p. 11).

	 

	As the narration ofthe story progresses in time, the filmHero, Captain and Strangermoves towardamoredirectdepictionofsexualintercourse.AfterthecoupleIshmaelandQuee- queghasbeenformed,anauthoritarianmantakesadvantageofhisplaceinthehierarchy

	

	
	8 “Upon waking next morning about daylight, I found Queequeg’s arm thrown over meinthemostlovingandaffectionatemanner.YouhadalmostthoughtIhadbeenhiswife.” (Melville, 1851, p. 30)



	 

	
to brutally sodomize both ofthem. At this moment they are almost exclusively relegated to the role ofsubmissive and feminised “bottom” with the sole purpose ofpleasing theCaptain.9

	 

	Figure9.JoãoPedroValeandNunoAlexandreFerreira,Hero,CaptainandStran- ger, 2009.(Courtesy ofthe artists and Cristina Guerra Contemporary Art)
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	Figure10.JoãoPedroValeandNunoAlexandreFerreira,Hero,CaptainandStran- ger, 2009.(Courtesy ofthe artists and Cristina Guerra Contemporary Art)
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	The Captain embodies the grotesquely aggressive as in the adaptation ofphallic energy to colonialconquest,whereasenseofretributionnevertakesplace.Thisisthemomentwhen the figure ofthe Captain represents an exemplary phallic aggression that makes evident a well-known dichotomy:

	
	9 Oftencodedasheterosexual,theCaptainispresentedasdominatingtheotherperform- ersandpenetratingthem,almostfeminisingthemtoadegree,whichismeanttoimbuean insatiable sexual appetite.



	 

	
Thisdichotomyisrootedintheconceptsof‘object’and‘subject’firstexplicatedby Mulvey(1975).Kendallexplainsthatthemalewhotakesontheinsertiveroleduring anal intercourse (i.e. ‘top’) is, by definition, the subject in contrast to the receptive partner (i.e. ‘bottom’) who is the object. Both performers are ‘coded’ in different ways,withthe‘top’beinglarger(intermsofphysiqueandpenissize),andmoredo- minant and aggressive than the ‘bottom’. As the former more closely approximates hegemonic standards of masculinity, he is subject to certain privileges denied his ‘submissive’ counterpart. (Bishop, 2015, p. 10).

	 

	Thefilmendsupabandoningthemythsassociatedwiththetypicalactive/passive(top/bo- ttom)dichotomyinherenttomostgaypornography(e.g.“onlymasculinemenare‘tops’”) insisting instead upon sexual reciprocity between performers.10As the narrator describes the scene, we realize that, in the film, the “sperm-squeezing” episode culminates in a “be- nignphallicworld”guidedbyafull‘kindness’”(Martin,1986,p.35)whichcomestodomi- nateMoby-Dick. This same sceneincludeda collective and mutualmasturbation ostensibly performed by the three men, but now certainly presided over by the spirit ofdemocraticeroticism. Here the Captain ignores the fundamentally hierarchical nature ofthe ship that prevents any human relationship from developing between ranks. No more relegated to a submissive“bottom”statusinhisroles,thiswouldallowforamoreegalitariangayporno- graphy where all men are awarded the sexual versatility experienced by their counterparts. Here we can acknowledge that role reversal (i.e. when gay partners are “versatile” and alternate between the roles of “top” and “bottom”) subverts the power differentials at workwithinsociety.ThisstancemeetstheviewpointexpressedbyStychin(1992,1995)and Lucas (2006) who contend that such versatility is the sine qua non oftruly egalitarian sex.

	 

	Figure11.JoãoPedroValeandNunoAlexandreFerreira,Hero,CaptainandStran- ger, 2009.(Courtesy ofthe artists and Cristina Guerra Contemporary Art)
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	Aswe have stated before,the “sperm-squeezing” scene servesto emphasize Melville’suse

	ofthenoveltoexploreacritiqueofsocialorganizationandsexualconvention.Afterdis-

	

	
	10 In “Pornography without power?” Chris Clark argues that sex sans power is typically portrayed in gay pornography by virtue ofthe participants maintaining the option ofver- satility ifthey desire (Clark 1991).



	 

	
mantling the aggressiveness of male domination, the whaler becomes, finally, the place where male friendship is accomplished. By making fraternity at once erotic and social, we nowcanrecognizeitsfullestpotentialagainsttheabuseofpower.11Theseideasareinsepa- rablefortheunderstandingofMelville’snovel.Theyarepreciselytheelementsthatenable the Portuguese duo to transform the writer’s material from a utopian vision to an accom- plished dramatization that could replace the authoritarian role ofthe Captains: it remains only to find the courage to love instead ofhate.

	 

	TheanalysisofAhabbehaviourisinteresting,aswell,sinceitdemonstratesJPVandNAF’s growing interest in the psychological portrait. Ahab hatred has its source in power, above all the power; he abuses Ishmael - an ordinary seaman - because he is young, handsome, andpowerless.Andthismaindifferenceispresentedessentiallyintermsofhierarchy.But atthesametimethetyrannyofhisauthoritymakeshimanambivalentperson,whosedeep melancholy comes from his human isolation and lover-less-ness. Although Ahab, in his authoritarianrole,possessesthetypicalattributesofthetyrannicalcaptain12,JPVandNAF dramaticallyshiftthestructuralpattern.Finally,herecognizeshisplaceinabrotherhoodof men.Andallofthem-themalecouplepresentedinthefirstplacealongwiththeircaptain

	-becomepartofanewconfigurationofthree.ThePortugueseduetviewthisamalgamof varyingethnicitiesandsexualreciprocityasemphasizingaformofegalitarianbrotherhood, one where men are not confined by internal or external borders, cultural differences, or, above all, social hierarchies ofany kind.

	 

	Figure12.JoãoPedroValeandNunoAlexandreFerreira,Hero,CaptainandStran- ger, 2009.(Courtesy ofthe artists and Cristina Guerra Contemporary Art)

	[image: Image]

	

	
	11 Bydrawingonthetraditionalfigureofthecaptain,JPVandNAFcanconnecttheabuse ofauthority. Ships, like cities, are placeswherefriendships are quickly lost, and those in authorityserveonlytodeceivetheinnocent.AtonceloverandvictimIshmaelistheperfect figure for a violence that is generated andperpetuated.

	12 StereotypicrepresentationsalsoareevidentwhenWhiteAmericanCaptainmenappear in gay pornography, with members of these groups typically depicted as dominant and hyper masculine (Mahawatte, 2004; Ortiz, 1994).



	 

	
In the final scene, one can read the entire story as Ishmael’s dream (or nightmare). We realize that Ishmael comes from a sea voyage which could be seen as an exploration oftheSelfandaprofoundstudyinhumanrelationships.Thisimagereinforceshisroleasthe masturbator/dreamer. But at the same time, the same scene is structured around a trans- formation:arebirththatoccursafterthefallor“plunge”intotheseaasanecessarystepin the process ofliberation.

	 

	Afterovercomingisolationandhatred,JPVandNAFstrivetounderstandthefrustrations that follow upon the failure oflove (and the fall ofparadise)aswe come back to reality. ThefactthatitfacestheshoreofBeach19-themostpopulargaynudebeachinPortugal, locatedatCostadaCaparicanearLisbon,Portugal-isnoaccident.UnlikeMelville’snovel, here Ishmael returns home. According to Martin, ifin the world ofships –wereMelville recognizestheexistenceofhomosexualpractices–thefriendshipofsailorscanexist,itis impossible to imagining it on land (cf. Martin, 1986, p. 52). But instead ofthe melancholy ofthelostlove,thefilmgivesourherotheopportunitytofinditonland.Mouth-to-mou- thresuscitationbecomes,dueitslongduration,asalvifickiss.Certainlythemoviemakesus want to believe that Ishmael will find a new personal love to correspond to his awakened socialconscience.Inshort,Hero,CaptainandStrangerendsasanoptimisticfilmthatportrays thepossibilityofarenewedspiritofhumanrelationsthroughtherecognitionoffriendship and sexuality between men.

	 

	
		Conclusions



	 

	Letuslookagainatthecentralquestionbehindourarticle:how,andforwhatreasondoes JVP and NAF’s filmHero, Captain and Stranger de-metaphoriethe homosexual relationships contained in the Great American Novel? If, as Martin himselfstates, “metaphors convey truths we are frequently unaware of” (1986, p. XI), byunhidinghomoerotic sexuality, the Portuguese duo brings to the fore a reality that is stillstifledandrepressed.

	 

	WehaveseenhowJPVandNAFopposetherealisticliteralityofsextoMelville’srealmof metaphor,punandambiguity.Beforethechallenginggazethatartcastuponitself,theduo paradesnotsomuchadefiniteobject(thebookinwhichadissidentsexualityissuggested), asithadoncebeen,butmostlyadaringinterandtransdisciplinarynotionthat“in-discipli- nes”theclassiccompartmentalizationbetween“art”and“pornography”,forcingtheminto novelconfigurationsofconfrontationandmutualcooperation.Withoutanymetaphorsor othersubterfuges,thefilmembodies‘Melvilles’scelebrationofapolymorphousandundi- rectedsexuality’(Martin,1966,p.36)thatisdirectlyrelatedtoanalternativesocialorder.It issignificantthattheonepassageoftriumphantbrotherhoodispresentedintermsthatare once political and sexual. The visionary conceitis a moving image ofuniversal affection. It’s a visionary democratic passage that reminds us of Whitman’s sense of a democratic futurebasedonmanlyloveagainstthebackdropofarigidauthority.Tothatend,thefilm endsupabandoningthemythsassociatedwiththetypicalactive/passive(top/bottom)di- chotomyinherenttomostgaypornography(e.g.“onlymasculinemenare‘tops’”)insisting

	 

	
insteaduponsexualreciprocitybetweenperformers.

	 

	For that reason, we must recognize that the use of“pornography by art” may serve as a subversive strategy with a positively provocatory purpose in order to undermine stereo- typesandorthodoxiesofasocial,moral,political,sexualandgendernature.Nevertheless, it is precisely this category – the pornographic – that determines our perceptions, totally re-signifying Melville’s novel. At the same time, the fear oftheartandpornographycombi- nationautomaticallyactivatesprejudicesthatcouldaprioridiscredit(andforsomeactually discredit)thefilmasanartwork.The“pornographic”contentisemployedbytheduoasa deviating strategy to disturb the spectator’s social, psychological and cultural presupposi- tionsandengenderacrisisinaestheticaltasteandculturalvalues.Inthatsense,inorderto fullyenjoythefilmspectatorsmustconfrontthemselves,overcomingprejudicesassociated with the purportedly opposed categories ofart and pornography, ofhetero love (seen as normative) as opposed to homosexual love (seen as deviant) and ofmonogamous love in contrast with free or group sex (often considered as libertine, promiscuous and irrespon-sible).

	 

	As we have seen in JPV and NAF’s film, and despite its unabashedly explicit and porno- graphic content, it has less to do with sexual excitement as finality than with the intention to analyse, question and subvert censorial mechanisms – mental blockages, taboos and prejudices–whichinMelville’s(andtodaystill)operateinusregardingtheirrepressiblefear (ordiscomfort)thatrepressedandstifleddesiresgenerateinthecollectiveunconscious.At thesametime,regardingourreactionasspectators,thefilmteasesourcriticalandpolitical consciousness ofsituations in which hierarchies, powers and rigid social and gender roles are shattered, questioned or challenged.

	 

	Hero, Captain and Strangercelebrates homoerotic sexual desire as an assumption ofa terri- torystillunderdisputewhichallowsartiststoraisesomeofthehardest,mostembarrassing anddisturbingquestionsinacriticalhistoricalmomentthatsawadebateonunequalaccess to civil marriage in late 2000s Portugal. As we think we have demonstrated in this article, “pornographicart”mayexposethetensions,confrontationsandconflictsbetweenartistic freedomandtherepresseddesiresthattoalargeextenthauntedandstillhaunttheso-called “minority” or “subaltern” sexual identities.By unveiling the homoerotic desire inherentin one ofWestern Literature’s most significant works, the foundation ofthis political re- sistance lies solely in the vision ofa superior world, a fantasy ofnewfound erotic bliss, a sexual dystopia that serves as a reminder ofhow “pornographic art” can be constructive in challenging the categories that we still commonly employ to delineate the boundaries betweentheacceptableandtheobscene,thevirtuousandthewicked,andotherassociated dichotomies tethered to the perilous terrain ofage-old moral notions like good and evil.

	 

	

		References



	 

	Amado, M. (2011). “A ‘Política da Identidade’ entre a História e a Comunidade”. joaope- drovale.com.Retrievedin:https://www.joaopedrovale.com/jpv.aspx?Lang=PT&Txt=113

	 

	Bishop,CJ.(2015).‘Cocked,lockedandreadytofuck?’:asynthesisandreviewofthegaymale

	pornographyliterature.Psychology&Sexuality,6:1,5-27,doi:10.1080/19419899.2014.983739

	 

	Bonnet,M.-J.(1998).“LARECONNAISSANCEDUCOUPLEHOMOSEXUEL:

	NORMALISATION ou REVOLUTION SYMBOLIQUE ?”, Conférence prononcée le 13juin1998àParis,lorsdela6eJournéedel’AssociationNationaledesEtudesFéministes consacréeà:“Liensexuel,liensocial.Sexualitésetreconnaissancejuridique”.Retrievedin:http://semgai.free.fr/contenu/textes/bonnet/MJB_RCH.html

	 

	Bran,X.M.(2005).RadicaisLibres,ExperiênciasGayseLésbicasnaArtePeninsular.Santiagode

	Compostela:ConcellariadeCulturadoConcellodeSantiagodeCompostela.

	 

	Bullock, M. J. (2017). The Hand in The Thing, The Thing in The Mouth, The Mouth in The Thing, The Thing in The Hand. Retrieved in:http://www.joaopedrovale.com/jpv.aspx?Lang=EN&Txt=38

	 

	Butler,J.(1991).Imitationandgenderinsubordination.InD.Fuss(Ed.),Inside/out:Lesbi- an theories, gay theories. Routledge.

	 

	Butler,J.(2013).CriticallyQueer.TheRoutledgeQueerStudiesReader.

	 

	Cascais,A.F.(2006).Diferentescomosónós,oassociativismoGLBTPortuguêsemtrês

	andamentos.RevistaCríticadeCiênciasSocias,nº76,109–126.

	 

	Clark,C.(1991).Pornographywithoutpower?InKimmel’s,I.M.(Ed.),Menconfrontporno-graphy(pp. 281–284). New York, NY: Crown.

	 

	Côrte-Real,P.(2012).Pessoalepolítico.AAVV,DiaC.Casamentoentrepessoasdomesmosexo.

	Editorial Estampa,Lisboa.

	 

	Crenshaw, K. (1989). Demarginalizing the intersection ofrace and sex: A black feminist critique ofantidis‐crimination doctrine, feminist theory and antiracist politics. University ofChicago Legal Forum, 140(1), 139–167

	 

	
Dean,T.(2014).Introduction:Pornography,Technology,Archive.Dean,T.,StevenRuszc- zycky, S., & Squires. D. (Eds.).Porn archives(pp. 1-26). Duke University Press.

	 

	D’Emilio, J. (1983). Capitalism and Gay Identity. Snitow, A.; Stansell, C. & Thompson, S. (orgs.)Powers ofDesire: The Politics ofSexuality(pp. 100-113). New York: Monthly Review Press, 1984.

	 

	Doyle,J.(2006).SexObjectsArtAndTheDialecticsOfDesire.Mineapolis:UniversityofMin- nesota Press.

	 

	Dworkin, A. and MacKinnon, C. A.(1988).Pornography and Civil Rights: A New Day for Wo-men’s Equality. Minneapolis, MN: Organizing Against Pornography.

	 

	Dworkin,A.(1995).PornographyandMaleSupremacy.InDines,G.&Humez,J.M.(Eds.).

	Gender,RaceandClassinMedia:AText-Reader(pp.237–243).ThousandOaks,CA:Sage.

	 

	Faro,P.(2015).“OFuturoNãoTemFim”.joaopedrovale.com.Retrievedin:http://www.joaopedrovale.com/jpv.aspx?Lang=PT&Txt=109

	 

	Foucault, M. (1994/1976).História da Sexualidade – I A Vontade de Saber. Lisboa: Relógiod’Água.

	 

	Godinho,P.(2012).Usodamemóriaepráticasdopatrimónio.Algunstrilhosemuitasper- plexidades.Godinho,Paula(Ed.).Usosdamemóriaepráticasdopatrimónio(pp.13-23).Edições Colibri/Instituto de Estudos de Literatura Tradicional.

	 

	Gomes,K.(2010/02/24).PôrodicknoMobyDick.Público(“Ípsilon).Retrievedin:https://www.publico.pt/2010/02/24/culturaipsilon/noticia/por-o-dick-em-moby-dick-251336

	 

	Herberto,L.(2015).JoãoPedroVale&NunoAlexandreFerreira:ummanifestoqueer?Re-vista Estúdio, 6 (12), 70-80.

	 

	Itzin, C. (Ed.) (1992)Pornography: Women, Violence and Civil Liberties. Oxford: Oxford Uni- versity Press.

	 

	Jagose,A.(1996).QueerTheory:AnIntroduction.NewYork:NewYorkUniversityPress.
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