
For ihe past severa! vears. a revitalizing 

current has been (ransíorniiiig the artislic 

panorama of Angola. Responsible lor ihis 

gradual process ol' renovation are a sniall 

nuniber ol' artisls wlio have been 

supplanting the woni-oiil lonniilas of a 

i a t e avain-gai'ilism' which no longer has 

a place in the dialectic of sonlheni 

Áfricas cultural developmcnt. 

We cannot discard the f'act thal for 

the nioment this transforination has nol 

matured as a fullv reallzed lendeiicv i)ul 

rather is still in its beginning stages. Mv 

own viewpoint is thal williin the diversilv 

of Angolan artislic pi'oduclion a nunibei' 

of local artists - occasionaliv witli stroiig 

official backing - persist in eniploying 

exhausted visual codes borrowed fi-om 

early 20th century Euro|ieaji avant-gai-d(í 

movenients to créale works ihal reseinble 

coniplacent formal exercises. l i l i s 

situalion is.redresscd to some exteut bv 

the work of such artists of recognized 

achievemein as Francisco Van Dunem, 

Tclnio Vaz Pereira. or Alfonso Masongui 

and even ihal o( \i)uiií;er or less well 

known arlisis like (ionga. Lukulii /.ola 

N'Doníía. or Mai'cela Costa, vvho. 

f rarK:isc() \ iiii Diiuein. 

iiMerested in exploring the arlistic vahies 

and mvlhological weahh of ihe (iokwe. 

Anibinndn. Ovhibinidii. and l3akondo 

liadilioUh. pnl Ule s\nil)(ilic |)|-oduclions 

of (hese etlniic groii|.>s dndugli a liigliK 

personal interpiTtalion in dieir painlings. 

scnlplnr'c. and l<'xliles. Menlioii should be 

made as well. of course. of llie inleresling 

work done b\ such self-langht [¡opular 

ai'lisls as (guango. Francisco Qnissanga. 

and Paul Kapela. lo ñame bul a lew. Bul 

glim])sed from this persjiective. we 

observe lew changes ¡n conleinpoiarv 

.'\ugolaii arl willi i'cspecl lo llie previous 

decade. 

According lo Angolan ai'l Ihslorian 

and crilic Adriano Mixinge. ihe 1')')() s 

lia\c wiliiessed ihe onsel of an e.xlremelv 

¡mpoi'lanl |)er¡od loi' ihe .Vngolau plástic 

arls. .'\ud. accoi'ding lo .Vlixiuge. lilis is 

confirnied bv iheir pi'esence al such 

evenls as ihe e.xlnbilioii of llic Banco de 

Fomenlo lv\lerioi--Lnanda/')(). ihe 1002 

Seville World s Fair. and ihe Bieimials of 

ihe CICIBA (Banlii Cultuial Research 

(lenler). as well as inipressive exlhbitions 

l)\ sonie of Angola s mosl presligions 

plástic artists. /Mso woi'llu' of ineinioii hi 

lilis conlexl is the grou|) show (organized 

bv .Vlixinge Ihmself) v¡\\¡\\vi\ Aiiííald l/i 

Ajríriis. which was one of ihe mosl 

extraordinarv shows of A frican arl 

piesented at (he .lohannesburg Biennial in 

100.^. I1ie curalor recognized in ihe 

works of arl galhered ihei'c, "one of ihe 

mosl elfecli\-e l'oi'ius of represenl¿ilion of 

ihe princi])al conlradlclions ¡n Angolan 

socielv and cnlliire. I'he plástic arls 

capinre ihe oiilragc. ihe leusioiis. ihe 

siiccesses. and ihe ironies of a 

calastrophic monienl ¡n which I he 

logic/force of war aiid peace was broughl 

lo Ix-ai •. [1] 

A jiroi'css of génesis willi i-cspecl lo 

iiew oi'ienlalions and ellhcal. .^ulislic. 
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Anldllio Ole 

and conccpliiiil IciuJeiicies ¡s clearlv 

lakirig place iii ihc Angolaii artistic sceiie. 

An icoiiouiaplu (il a iicw Ivpc is 

gcnniíialii i jí llicrc. and pciliaps onc 

wiiicli is nuirc consistcnt wil l i an ¡nlcii-st 

in a r('\ ision (il liisioi-v and in a 

i'cíoi'innlalion ni' llic nanalixc hi Ici'ins of 

ils pres('nt-da\ idcnlilx. 

José l-íddiíaiicz s mdsl i'cccnl wdik. 

for ('.\ani|)l('. or dir ailislic ¡ii\csnualiiin 

ll ial l'cdro SaKaddi- lias hccn caiTvina; 

onl 1(11' sc\('i'al \cai's n(i\\ w idi n-i;ai(l ID 

dic conscíiiicnccs (if (he Aniíiihin \\;n', 

talvc as poinls (lí icIVi'cncc ccilain lil i ials 

and |)svt'li()-s()cial hcliaviors. aiul have 

rccoursp lo ncw icono<i;ra|)liic codes 

colicrcnl wil l i llic ncw conlcnls. I lcni i í inc 

Ahranchcs. I'or liis parí, conccnlr'alcs 

moi'c on inodiíving' llie constrnctive 

aspccl. wil l i llic a|)|)l¡calion oí ncw 

Icclniologics dial pcrniil a widcr 

speclrnm ol Idinial possibilil.ies in Icrois 

oC llicir cdinininncalivc objeclivcs. Bul in 

i i i \ o|)inidii. Anldiiio Ole and i'Cnunidd 

Alvini are llie arlists wlio hcsl rcpresent 

lilis i-cno\alini; lciidciic\. In llicir works 

llic iiilcrcsls di' dial si'clor ol llic ;\ngdlaii 

plaslic ails are ss nllicsi/.cd in ordcr Id 

carr\ onl an 'cxcavalidii in ccrlain zones 

ol lile inemoiy (individual or collccúve, 

liislorical or invtliological): lo eslablish 

an aeslliiiic slarling l'roin ils social 

iniplicalions.- and lo cxpldic llie 

pdssiliililics for disconrse in llic 

coiifroiilalion helween llie Iraililional 

nolioii di lime in Alrica and llie (Kiianiii ' 

d i luodcni lile. 

In thc 1990's, Anlonif) Ole. wliosc 

achievemenls as a l'ilin inakcr and \isiial 

artisi liad alreadv hroiiglit liini liolh 

nalional and iiilcrnalional rccognilidii (il 

siiirices lo incnlioii licre llie prize dial lie 

received I'or liis inagiiil'ie(^nt oil on caiivas 

l'iiTd Fcrídd at tlie second 1 lavaiia 

Biennial or his succcss al llie 1')|li Sao 

Paulo Ricnnial) adoptcd a crilical 

posilion loward liis own carecr. l ie 

updalcd his cxpressive codes. lilicralcd 

liis ídiinal slniclnres. and lackled iiew 

suhjccl inaller. huí wilhonl rciiounciug 

llie hiudainciilalK cognilivc aiid 

xalualidual nidlivalidiis dial liad 

cliaracicrizcd his prc\'¡diis work. 

hnniedialcU rollowing his cxliihiliou /:'/ 

csldflo (le las rostís (sic) (Ijiianda. 199.'3), 

one begau lo observe a cerlain 

disconiroriniu aud irrc\ ercnce loward llie 

ordioddxv di cdn\eiilional arlislic 

coiisiriiclive inetliods aud rormulas. Bul il 

was a \car lalcr. w lien his íirsi Ncrsidu ol 

Margan du Zoim IJiiiilc was cxhihiled al 

ihe Centre d~Art (^onlcniporainc FJigna in 

Luauíla. dial onc coiild sce dial a-li'nc 

revolulidu liad lakcii place in llu^ 

a|ipidacli ol Ole s arl. hi\ i)ri i ig ihc searcli 

h)r a niorc anaUlical perspeclivc hv 

ineans df a nnicli iiKirc convinciug iuiagc. 

Mis new aims led hhn lo ii iodií\ llic 

uiethodoldgv of his work as wcll as ils 

lechnical. roriual. and <'oiiccplual aspeéis: 

"Arnicd wil l i llie necessarv lools, aHirnis 

Anlonid Ole. "I carr\ onl a rongli 

preliiniuarx versión o ía coinposilion. a 

sorl oí urliaii aud cnlli iral tirrli(icoli)<n-
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tlial allows me lo loiicli llic ncrve of tlic 

sulíjpcl tlial I ni iiilcrcslcd iii. Jlieii 1 

cinplov a iliUVreiiI slrategv lo 

coiicc|iliializi' tlie dirnensions of spare 

and linii'. (o oider all the elements and to 

oliniinalo wlial doesn'l interest me, 

llicrrl)\ a\()id¡ng mere aestheticism..." 

m 
Aldioiigli liis preceding work was 

])i'edom¡nalel\ direcled bv 

anthropological inlerests, pursued an 

inf[inrv iiito Angolan cultnral Iradilion 

(parMirularix ihat of die (¡okwe elhnic 

gi'oiip). liis presenl-dav in.slallalionH are 

gnided l)v an enipliasis on sociologv and 

l)v a discoiirse based on a melaphor' of 

limils. Ole recvcles sheels of rorrngaled 

lili sidhig and olher fragments of shanties 

ihal lie lias 'excavatcd' in (he townships. 

Willi diese malerials he eonstrnets, l'or 

example. a large wall. on whieh ean be 

niade oul - w illi greal diríiculu - ihe 

siiiall. woi'ii leílering iil a iiolice: No 

Ádiiiilldiice. In the cenler of ihe wall ¡s a 

door dial leads lo no |)lace 

(melaphoricallv, ])eiiiaps, it leads to a 

iioirliere). Pliolographic porlrails of die 

inhabitants oí' ihese liimble-down shaeks 

accompany tíie wall. 

The arlisi exploits the notion of the 

liiriit not onlv in its meaning of boundarv, 

bul also in its sense of an extreme 

siliialioii. l l i e person who manages lo 

conslriict a shantv in the shim quarter 

does so bv recycling discarded material, 

carryiug oul a pragmatic 'archaeological ' 

searcli l'or scrap in the garbage dumps 

and exhuming the suitable fragment lo 

complete the fagade of liis privacv (ihis 

operatiori does not differ miich from whal 

Ole does, nol even in the resalís, because 

to conslnicl is lo créate); he thus marks 

out his territorv in the township but also 

makcs explicit his marginalitv. The man 

who, endeavoring to survive, raises 

provisional walls in a shantvtown, 

conl'ronls (he dil'ficiiltv conflict of being 

iinalile lo recognize liimself, whether in 

space or in time; it is possible that 

lomorrow or ihe next day his shack will 

be demolished and he will have to rebuild 

his dwelliug somewhere else. He leads an 

¡Ilegal exislence and is acutely aware of 

jiist how transitory and impennanent his 

hovel is; liere perhaps lies the meaning 

tlial the labyrinth takes on in the oeuvre 

of Antonio Ole. Time, moreover, is his 

salvation, since it contains the possibilily 

of hope. 

It coiilf! be said that the inhabitant of 

the quimbo, like Ole, is an arranger of 

vestiges; he rcuses devaluated material 

pertaining to the dust heap of history. 

Bul whereas ihe former exlends its 

lifetime of iiscfulness, the secoiid converts 

it i 111 o a hislorical reference, amplifying 

its syrnbohc potenlialities and taking 

advantage of its aesthetic possibilities. 

The provisional nalure of their milicus 

and the unavoidable nomadism of tíiese 

individuáis Iransl'orm them into 

something like phantoms. And ihis is 

whal they bring lo mind: "il is like a 

stage play wilhoul chai'aclers," says Ole 

whcn he refers lo the irianner in whieh 

iidü Alviiii. 
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"African >n good heafthj 

Fernando Alvini. 

his work recréales the siluation, "Thev 

are not physicallv tliere, tliey liave simply 

left their irreparable trace, created by the 

specter of the ruiíis and the absurd. ' [3] 

yViid the conceplual tensión betweeii 

constructive activitv and rnin thal Ole 

estabhslies in his work proves cxtremelv 

inleresting. In íact, the individual wlii) 

lives in the lownship is actually 

conslniclinfí rnins. Whenevíír \ve rel'er lo 

the ruin, we think iuuiiedialek (il (he 

destroved, the incomplete, the tinie-worn: 

i)ul the ruin is also the trace tiíat 

niankind Icaxcs l'oi- poslerily. 

conipensalinf!; I'oi' his inevilabie sense of 

the finile hv his desire lo make iiiniself 

inunoi'tal. Il can also oix'ui' thal ihe 

ruinous state oí an objecl beconies its 

derinilive ap|iearance., its idcnlilx: one 

can no loiiger iniapiue I he Winged íictoiy 

ofSniííothnwe or liie Colosseiiiii in anv 

olher wav (lo reconsli-nri iheni. lo 

complete them, woiild verge on sacrilege); 

ñor is it possible lo think of the shantv in 

anolher wav, becanse its ])recarious 

condilioii is ihc ohjecliNC evidence ihat 

serves lo make il recogiiizahle. And wc 

are appallcd li\ ilie ihouglu. oi' ihal is lo 

say, we are appallcd hv the symbolii' 

conventions thal pí'i'pelnale marginalilv. 

África is a conlineiit obsessed wilh 

lime aud memorv. Such an obsession 

seems to be a trail thal conlinnes lo 

exercise a delerminiug inHuence on an\ 

and all (|ncsliüns of existence vis-á-vis 

coiitemporarv African society. fí\ I his I 

do nol mean lo sa\' ihal argumenls 

concerning African identity are based on 

faí'tors related solelv lo the present 

moineni, bul rather ihal ihe dialectic of 

onlological reasoning i'('S|)onds lo a 

fuudaniciUalK different inlei'iial logic. 

lilis is especialK' the case if we lakc ¡nio 

account thal , "for the yVfrican ... lime is 

nol ihc ilnialion ihal a ihvlhm imposes 
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011 aii individuars destiny, but rather it is 

tlie comimmity's rlivthm of breathing ... 

Traditional African time spans and 

incorporales eternitv in both directions. 

Past generations are not lost to the 

present: in their way they will always 

continué to be contemporaries and to 

exercise as much or even more influence 

than they did when they were ahve." [4] 

It nnist not surprise us tliereí'ore that this 

temporal 'anxiety' is connected with the 

singular fashion in which history and 

mythology constantly collide in zones of 

symbolic intersection, - and even less so 

that a group of visual artists has decided 

to consider this phenomenon. 

The explanation and the recording of 

any event in África inescapably fhictuates 

between a mvthical and an histórica! 

dimensión of time. It could also be said 

that not even the archaeological finds, 

whose objective eloquence is of 

unquestionable valué for the history of 

África, escape the mutually 

contaminating effects of mvthical and 

historical time. According to .lean 

Baudriliard. 'the antique object' lacks a 

practical function, it exists solely to 

signify; "it is purely mythological in its 

reference to the past ... Nevertheless, it is 

neither useless, ñor simply 'decorative' , 

ra ther it l'ull'ills a verv specific function in 

the franiework of the system: it signifies 

time'' [5]. While these objects may have 

an uninipeachable documentary 

character, they likewise function in turn 

as 'mythological objects' rich in 

speculative content; they serve equaJlv 

the argunient of history and nivth. And 

furtiierniore, these objects reconstruct 

history, and in their lurn, construct new 

myths. They are objects that are 

coherently integrated in the rituals that 

affirm identity; and I am not referring 

exclusively to those that we find in 
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Fernando Alvim. Contaminas Sankeinente 

anthropological and ethnological 

museums in Europe, dissociated í'rom 

their original context and gathered 

together in collections in which Africans 

would find it difficult to recognize 

themselves. I speak also of objects that 

pertain to the recent historv (and legend) 

of África, which the politically engaged 

intellectuals from this continent recover 

and safeguard in order to emblematize its 

contemporaneity. It is not so much a 

question of rescuing the past, as it is one 

of investigating the preserU and the keys 

that are a means for explaining its 

present-day status. 

This obsession with meniory and time 

is clearly manifest in the work of 

Fernando Alvim. Both in his exhibition 

Contaminas Sankemente (Brussels, 1994-

1995) and in the installation that he 

presented at the South African Biennial, 

the artist relies on an 'archaeological ' 

procedure lo hring to light evidence of 

the Angolan war. Howeveí', the objects 

that serve to plead his case occupy a 

limbo between mythology and history. 

Thev are 'mvthological objects' by reason 

of their capacitv to 'signify' the past and 

their ambiguous litin'gical content. In 

appearance they recall Román Catholic 

imagerv as much as thev do ritual objects 

of the BarUÚ cultin'e. At the same time, 

the sacred quality of these fetishistie 

objects emers inlo confliet with a 

repídsively profane sense. One perceives a 

similar contradictory atniosphere in the 

space; the spectator fecls like a trespasser 

in a catacomb. The use of very calculated 

effects of lighting; the alniost theatrical 

manner in which the objects are arranged 

on the windowless black-painted walls; 

the utilization of texts that 

metaphorically incorpórate speech into 

the space and of numbers that a]:)])eai' to 

have been taken from an obituarv file; 

the lit candles that are lel't to burn upon 

an aliar: all this serves to conlribule to 

the Cira I ion of a mixed feeling of 

curio.iilv and aversión. We are intriiders 

in an ancestral culi spaí'e: liut here the 

forebears appear to have been assigned 

statistical registrv numbers. 



At times, llie artist can elecl (o do 

witlioiil tiu' object, prel'erriiig siinplv to 

siiggest it bv 'recvcling' the icón iii ¡l.s 

place iii order lo einphasize tlie idea of 

die pasl 's interveiiiiig iii the í'uture as a 

disruptive element. There might appear 

on the wall the skillf'ullv drawn 

representation of an a n n \ boot or the 

loot of a war casuahv, accoinpaiiied by a 

text or stamped wiih dic word 

'dociiment' . 

Sucli an approach. vvhich seeks lo 

convert (he pasl and its vestiges hito 

bridges or mediators to estabhsh a 

diagnosis of I he present situation in 

Angola, bririgs to niind Marcnse's 

nieditations on the subversive contení of 

rneinorv and the dangeroiis (hscoveries 

that an inquirv of ihis i<ind ('an give rise 

to [6]. Aiviin has exphiined to me that for 

iiim. violence in all its inaiiifestations, the 

Iranmas of war (physical, socio-

psychülogical, or cuktiral) , and the 

ahnost cvnical inode of deaiing with 

death, are some of ihe defining iraits of 

contemporary Angolan society. "That is 

w'hv, ' lie has lold me, ' i attem[)l lo carry 

üut a postmortem exainiíiation of this 

dead material that I work wilh [7]. 

Particularly interesting in comieclioii 

\\ ilh lilis cxplanalion is i'Vrnaiido Al\ ¡ni s 

mosl i'ci'enl piojccl. f^nlilled Mciiiciid.'! 

ínlinuis: Marcas (aUj. ¡1 is ihc iinusiial 

love storv of a deacl¡\aled huid iniíie and 

a pioslhesis. flieir inleniiediaix. ol 

coiirsc, ¡s ihe leg which is no longer diere. 

The project, plamied as a Iraxcling 

exhibition whose íirsi veiiiH' was (iiiilo 

(¡nanavale. involves Iwo olher arlisls 

- the {'liban Ciarlos Garaicoa and ihe 

Soiilh Africaii (¡axin \()mig(' - ¡ii ihc 

'excavalion of a shared incmorx. Ihe 

selection of llie arlisls lakiiig pan in 

Mpinoríaíi ínliiiiti.s: Marcas (sic) was iiol 

inade bv chance: all lince cmplo\ 

Ciarlos (jaraicoa ((iul)a}. 



r e c v c l i n g as a c r e a l i v e IUCIIHHÍ: all i n a k c (Vcc use oí' 

| ) l i( i l i) í ;ra |) l i \ . (Irawiiif;, pa i i i l in j ; . xi i lco. a n d ilic 

lo in id ol)jci-|: a n d all a r e i n i c í c s t c d ¡n (•ni|iliasiz¡n<í 

lile cxis lc i i l ia l a^pccl a n d ¡ rucs l in í í l l icir wcjrk wiUi a 

i n a i k c d i n i i n a n i s l i r coinciM. N o n c d i c l e s s . eacli 

¡ncoi 'pofa lch liis (iwn ¡ n d i \ ¡ i l n a l cxpe r i cnc í ' . Iiis 

p e r s o n a l po i iu (il \ icw lowa i ' d s d i c d i c m c . a n d liis 

h i d c p c n d c i i l ¡ n \ ( ' s i i i í a l ¡ \ r lahoi ' (wh l i all o í llie 

a í ' íecl ivc a n d c i n o i i o n a l c l i a i p c d ia l c o m e s of l a k i n g 

u p t h e stoi'N ol l l iose wl io p a r t i c i p a l e d In lliis dee i s ive 

a r m e d (:()idl¡<'l). Il ¡s a r n a l l e i ' o l C o i u p l e i T i e n l i n g llie 

dilTei'enl xc r^ ions o í d ie s (or \ (iii' ol lile i i u d í ) wil l i 

l l ie | )ersoi ia l e x p e r i e n c e s of eaelí oiie o í lile p a r l i e s 

¡nvolved hi llie e n e o n n l e r . I d lil l oned ie i ' l lie p ieces 

o í llie p i i z / l e - a n d liere \ve c o i n é b a c k lo M a r c n s e -

coi i ld he a p e i i l o u s j o i i rnev a c r o s s a m i n e í ie ld . Bul il 

w a s p l a i m e d llial lilis a i l i s l i c projecl s l ion id l i a \ í ' a 

r a i i d o m ( | i i a l i l \ . a n d ¡I w a s lliis e lemei i l o í s n r p r i s e 

llial i í a \ c íoi i i i a n d conle i i l lo llie w o r k . wliicli . 

i n l e r e s l i n i í K . lasl l i a \ i ' l l e d lo ( l a p e T o w n . wl ie re ¡I 

w a s e x i n h i l e d iii wlial was o n c e a in i l i l a r \ íoi l a n d 

l ias now lieeii c o i u c r l e d in lo aii ar l g a l l e r v . 

Oi i r liíe res ls i ipon llie dea l l i o í o l l i e i s . Iiul lliis is 

| )ar l of a n a l m a l c \ c l e d i a l is al l i m e s v io l a l ed li\ 

e x l r e m e c i i i i i m s l a n c e s ; lilis, iii in\ o p i n i ó n , is oiie ül 

l l ie l iasic ideas of y)h¡losopliical r e í l ec l ion llial si^rve 

A K i n i as a poiiil o í d< 'pai ln i ' e . In lilis proeess. , 

m e i i i o r \ ne \c i - c o m p l e l e K ' d i s a p p e a i ' s : il c a n h e 

l i i dden he l i i nd a \ c i l o í i n l e r e s l s . social 

i r responsi l i i l i lN. o r l i i s lor ica l c o n \ c n i e n c e . hiil il 

cai i iui l í o r e v e r r e m a i n n n d i s c l o s e d . In l ime , llie l in l l i 

will oi i l . A n d b v lile acl o í lenieni l je i ' i i ig , we c a n - al 

Icas t i n e l a p h o r i c a l l y - d i s a v o w t h e i r r eve r s ib i l i l y o í 

d e a t l i . 
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