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The next two prophets that are approached by the visitor are Baruch and Ezekiel
(Fig. 4, 5). These statues are located in a second elevation in the middle of the staircase;
when entering the staircase Baruch is to the left of the visitor and Ezekiel is to the right.
Baruch is positioned in an exaggerated contrapposto stance, with his right hip leaning far
into his scroll. With his left hand, Baruch clutches the thick drapery folds which are
wrapped around him, stabilizing his clothing’s place amidst his bodily movement.
Ezekiel is also full of movement, and his right hand dramatically swings to the left as the
rest of his body swings to his right. Ezekiel’s scroll tells of his apocalyptic vision with
“the whirlwind of fire enfolding itself, and the four living creatures that came out of the
midst thereof, the dreadful wheels within wheels and the throne of salpphire.”14

The prophets Amos, Obadiah, and Jonah are located to Baruch’s right side, on the
third elevation of the staircase (Fig. 6-8). Jonah is placed slightly behind Baruch, Amos
is almost parallel with Baruch, and Obadiah is placed in front of Baruch. Amos’ back is
dramatically hunched, and his hips are thrust forward in order to balance the weight of his
body. Obadiah holds his right arm curved above his head, with his pointer finger arched
towards the heavens. His left foot is placed in front of his other foot, and his whole body
sways slightly to the left. Jonah is also exhibited in a swaying stance, but his body is
leaning back on his left foot, with his right foot pointing forward. At the base of Jonah’s
left foot is a whale that animatedly spouts water. Jonah’s head is twisted towards his
right side, cocked upwards towards the sky. Jonah’s left arm is thrust forward,
perpendicular to his body and his left hand is held upwards with the palm facing the

viewer.

14 Mann, 66.
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around the form. Finally, the African characteristics implemented in each of the prophets
make them become viable participants in capoeira, for Aleijadinho’s stylistic
exaggerations suggest that these prophetic men are Africans themselves.

African references in Aleijadinho’s art have been further associated with politics,
particularly by Orlandino Seitos Fernandes. As mentioned in the previous chapter,
Fernandes argues that Aleijadinho was so closely associated with the members of the
Inconfidéncia Mineira that he took refuge in isolated areas of Brazil from 1789 to 1794.%
This argument is furthered by Fernandes’ discussion of how Aleijadinho’s works are
pleas for independence and liberty. In regards to the Prophets at Congonhas do Campo,
Fernandes believes that they are sympathetic towards the rebellion, for their scrolls can
be interpreted as standards of freedom for Brazilian slaves and mulattoes. He points out
that the different messages embodied by the Prophets, such as “soon the One shall come
who will save us” (Baruch), refer to freedom and the coming of a “mulatto Brazil.”®' In
addition, Fernandes also quotes “Israel shall be saved” (Daniel) as a reference to freedom
and Brazil.*

Furthermore, Fernandes finds that the altarpiece of Sdo Joao at the church Nossa
Senhora do Carmo has a depiction of the prophet Jeremiah (Fig. 16, 17) “with traits that
are not Judaic, but African, depicted as a black person attached to a tree trunk who cries

of his captivity through bars. Who therefore is this slave, Israel or Brazil?*> Fernandes’

30 Fernandes, 16-7. See also Kubler, 437.

*! Fernandes, 17. “bientdt viendra Celui qui nous sauvera” “Brésil mulatre”

2 Ibid. “Israél va étre sauvé”

3 Ibid. “traits qui ne sont pas judaiques mais africains, dans la personne d'un Noir attaché a un

tronc d'arbre et qui se plaint de sa captivité a travers les barreaux. Qui donc est cet esclave Israél ou
Brésil?”
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Fig. 18 Aleijadinho, detail of Jonah















111

Fig. 37 C. Pecanha, Bengdo Kick with Escape, n.d.

Fig. 38 Diagram of Via Sacra path at Bom Jesus dos Matozinhos
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Fig. 40 Carlos da Cruz Amarae, The Stzay of the Five Senses
(Bom Jesus de Braga Sanctuary), 1781
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Fig. 41 View of Prophets from first Passion chapel, at beginning of via sacra
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Fig. 42 Aerial view of Prophets composition
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Fig. 44 Michael Goldstein, Variation of Chamada, n.d.
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Fig. 45 Aleijadinho, reverse side of Habakkuk

Cocorinha

Fig. 46 Example of cocorinha stance
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Fig. 47 leain, detail of Isaiah

Fig. 48 Example of shirt and trousrs typically orn by capoeiristas in colonial times, n.d.



