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Contemporary Lusophone African Film
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Introduction

Situating Lusophone African cinema

Paulo de Medeiros and Livia Apa

The last decade has seen multiple advancements in film studies that have resulted in a significant expansion, both in terms of theoretical approaches and geographical coverage. The continuous debate on transnationalism has also given rise to a renewed attention to how film, in general, not only easily cuts across various borders, but also how its production often depends on drawing resources from a variety of countries. At the same time, the forceful growth in world literature studies, a long dormant yet now seen as a crucial, related field, has also led to significant changes in the conceptualization of World Cinema. However, the various cinemas from the African Lusophone countries – Angola, Mozambique, Cape Verde, Guinea-Bissau, and São Tomé & Principe – are still among the least studied in the world. In spite of a strong interest in Brazilian film and an incipient but very strong interest in Portuguese film at the moment, attention given to Lusophone, and especially Lusophone African film, is scarce. In terms of the latter, only Mozambican film seems to be more successful in terms of outside dissemination as well as of critical reception. The present volume intends to reverse this and fill in a serious gap in current film studies. We take our cue from the stark, yet lucid, assessment made by Rob Stone, Paul Cooke, Stephanie Dennison, and Alex Marlow-Mann in their ‘Introduction’ to the recent Routledge Companion to World Cinema: ‘Simply locating a multitude of “African” cinemas in a continent is inexact and disorienting; merely tracking a film on its international trajectory is blinkered; examining the impact of technology in one area without reference to its effect on another is irresponsible. Territorializing cinemas is too easy. Instead, the task of (re-)mapping World Cinema requires new means of measurement and fresh tools for analysis’ (2018, p. 1). Without any pretension at coverage, and in full realization that this is but the first concerted volume to assemble a variety of different voices, views, and approaches to Lusophone African cinema, so that much more work still remains to be done, it is our aim in this volume to contribute both to a further integration of Lusophone African cinema in wider discussions of film in general, and at the same time to inflect current perspectives on World Cinema and African cultural production.


[image: Figure 0.1]

Figure 0.1Nha Fala [My Voice] Having moved to Paris, Vita looks for Pierre (Fado Filmes, Les Films du Mai, Samsa Film, 2002, Flora Gomes)



One way to start making sense of the challenges addressed by the different chapters in this volume would be to reflect on the difficulty to even access many of the films under consideration, let alone find previous critical or scholarly work on them. Obviously, this is changing, in some cases rapidly. For one, the rise of social media and other electronic platforms, together with the introduction of digital means, has eased somewhat the conditions of production, while also allowing for greater access to existing films and newly created short videos. And the last years have also seen a steady, if still incipient, body of criticism appear, especially with regard to Brazilian and Portuguese productions. The visibility of ‘Africa’ in this context still tends to be muted even when, of course, most of the films in question will always have transnational elements. One of our aims in this volume then is to lay the groundwork necessary to change this by doing a mapping and a remapping of Lusophone African cinema. It is a mapping insofar as several of the articles present succinct panoramas either of Lusophone African cinema in general, for instance Ute Fendler’s chapter, or focus on a specific ‘national’ production, such as Livia Apa’s chapter on recent Cape-Verdean films. It is a remapping though as in some cases, more or less explicitly, what is at stake is a questioning of any notion of ‘national’ cinemas except in historical terms. Obviously, it would be anachronistic to try and view, say, the initial films produced in an independent Mozambique, with the express intent to develop an idea of the new nation, as refuting the national. Yet, even leaving aside questions of production and others that one could invoke as demonstrating a multinational effort, beyond the initial stages, and even when reflecting directly on national issues, many Lusophone African films either let go of strictly national identifications or actively work towards problematizing such categories. Another way would be to consider the place of these films, both in a literal and metaphorical sense. And in order to do so critically, a key notion would be that of ‘periphery’. In this we were especially attentive to the work developed by Dina Iordanova, David Martin-Jones, and Belén Vidal in their volume on Cinema at the Periphery (2010). Drawing on Lusophone film in general, and very specifically on Lusophone African film, can provoke a reconsideration not only of how the periphery is constituted and comes to be understood, but also of what roles the periphery might occupy in a changed universe and in reaction, positive or negative, to profound, though often rapid, societal changes. Iordanova, Martin-Jones, and Vidal saw ‘[t]he revision and questioning of established canons’ as ‘the driving force behind some of the most innovative theory and practice in film history’ (2010, p. 1). While this is not one of our goals, at least not directly, the focused attention on Lusophone African cinema and the call to include such films in wider considerations of African and World Cinema certainly result in a reorientation of the canon.

The proliferation of terms to refer to, designate, categorize, and assemble various cinemas and films produced outside of the perceived centres – be they Hollywood, European, or even, looking at Africa, Nollywood – denotes serious attempts at escaping the constraints of a Western gaze and epistemology. Iordanova and her coeditors name these as ‘[a]ccented, interstitital, underground, minor cinemas’ (2010, p. 3). We would add our efforts in that movement, though without coining any new term, really. ‘Lusophone’ is nothing more than a label of convenience itself in constant need of problematization, as several of the chapters here collected do not fail to remind us. Iordanova and her coeditors also refer to Ella Shohat and Robert Stam’s ‘groundbreaking work’ in Unthinking Eurocentrism (1994) and in a sense, shifting attention to Lusophone African cinema can be said to partake of a similar decentring effort. Nonetheless, we remain aware of the fact that not only are there many positions in Europe, that Europe itself has its various internal peripheries, and that this is far more a case of historical events and socio-politico-economic circumstances. One can speak of a periphery within the periphery when referring to Lusophone African cinema. And yet, that might not be the most useful approach. Likewise, we do not forget that ‘eurocentrism’ as a term is often too vague a concept even if it appears very clear. Consequently, the chapters in this volume are not so much interested in reflecting on such dichotomies but rather exploring the various imbrications in which Lusophone African cinema engages with other Lusophone cinemas and with cinema in general. In that too we build on the work already laid out in Cinema at the Periphery (2010), which also refused to rehash simple dichotomies, even when couched in the mantle of good intentions. In most discussions of film in general and of African film in particular, Lusophone African film tends to be either absent or merely sporadically mentioned, something we view neither as a result of a lack of interest or as part of some exclusionary force. As much as we are attentive to the specificities, historical and otherwise, of the various cinemas in question, we do not subscribe to any notion of exceptionalism whatsoever. Rather than issuing any kind of complaint, our aim is much more to look into what causes there might still be behind that situation, while acknowledging the important work being done to change it in this transitional period between complete neglect and full integration into a system of public viewing and academic reflection. A case in point is Valerie K. Orlando’s New African Cinema (2017), which does mention Lusophone African cinema at the outset (pp. 20–22), but then only occasionally refers to any of the films from those countries. There are important precursors that have either raised theoretical questions, such as Manthia Diawara in African Cinema (1992), or have attempted first sketches, such as Fernando Arenas in Lusophone Africa: Beyond Independence (2011). Carolin Overhoff Ferreira, one of the volume’s contributors, is one of the key sources for much information on Lusophone African film in a number of journal publications and markedly in Identity and Difference: Postcoloniality and Transnationality in Lusophone Films (2012). We recognize our debt to their pioneering work and want to take it further, especially when it comes to opening up possibilities for different conceptualizations of African cinema.

This book brings together 11 chapters (besides the Introduction and one interview) by recognized scholars in the field, who analyze a variety of films and videos, many of them mostly ignored by film scholars and critics, from a number of theoretical perspectives. It was our concern not to privilege any one specific methodology, even if we did not feel any obligation to try to include all current ways of approaching film either. Central to the entire volume are the related questions of the transnational and modernity. Although not intended to provide complete coverage, which would have been impossible and require a very different volume, this collection aims at reversing the invisibility so far accorded to these cinemas without falling into the fallacy of wanting to categorize them along national lines. Indeed, as already hinted at, much of the argument of this volume could be said to issue from the realization that all Lusophone films, including Brazilian and Portuguese cinemas, are transnational through and through, from production to acting. The volume tries to strike a balance between chapters that work on a general, conceptual level, and those that look more specifically at key examples. Three of the chapters (by Fendler, Ferreira, and Medeiros), placed at the beginning, work on comparative, theoretical, and historical bases. Ute Fendler’s chapter is intended as a general overview of the field to provide readers unfamiliar with these cinemas with a firm grasp of their context. The chapters more focused on specific concrete cases still all advance theoretical concerns, be it the use of sound that forms the centre of Marissa Moorman’s chapter or issues of gender and violence, as discussed by Hilary Owen and others. Besides wanting to address ourselves to colleagues and students, both with, and without, specific knowledge of Lusophone cultures in general and their cinemas in particular, we also specifically wanted this volume to serve as a platform for discussion among the various participants as we understand such dialogue to be crucial for any critical engagement.

An engagement with the ‘global’ in Paulo de Medeiros’ chapter is predicated first of all in World-Systems Theory as developed by Immanuel Wallerstein (2004). Coming from the Warwick Research Collective and drawing on Combined and Uneven Development: Towards a New Theory of World Literature (2015) – a book prepared and written by the collective before he joined – Medeiros argues for viewing ‘Lusophone’ cinema in general and ‘Lusophone’ African cinema in particular, as integral parts of a World Cinema understood as a system and very specifically as a system that reflects, registers, and represents the modern capitalist system, while, in some cases, also offering forms of resistance. On the one hand, this is meant as an open-eyed critique that even as it wants to argue for ‘lines of escape’ from that system also recognizes its ubiquity. And on the other, it wants to contribute to an understanding of how ‘Lusophone’ cinemas may help reshape the debate on World Cinema. This chapter engages directly with some of the most innovative new conceptualizations of World Cinema, such as offered by Stephanie Dennison (2006; 2018; 2020) and Keya Ganguly (2018). Medeiros argues for a continued attention to notions of periphery and resistance, noting both the importance of previous work, such as that carried out by Dina Iordanova and the coeditors of Cinema at the Periphery (2010), as well as the need to avoid any euphoric idealizing of ‘resistance’. Although this chapter does refer briefly to a number of selected films as a way of making concrete some of the abstract questions it engages with, it can hopefully be seen as a kind of prolegomenon to further work still to come.

Ute Fendler provides a general panoramic overview while calling attention to crucial questions for anyone wishing to understand or engage with Lusophone African cinema. She starts out from the fact that Lusophone cinemas have been generally marginalized in discussions on African cinema. Usually, as she notes, they are represented by one or two emblematic figures like Flora Gomes from Guinea-Bissau or Zézé Gamboa in Angola. On the other hand, there are some overviews that deal with the specificity of Lusophone cinemas but as related to the late independence in the 1970s. Dealing with films from Lusophone African countries has therefore mostly been realized under the perspective of national cinemas or of thematic foci such as tradition vs. modernity or war. In addition to this rather particular position of Lusophone cinemas in the larger context of film production on the continent, the academic approach towards African cinemas has also been undergoing significant changes during the last decade. The list of new designations testifies to an ongoing expansion of appropriate approaches, such as cinema métis, cinema of diaspora, cinema of exile, hybrid, accented cinema, nomadic cinema, and so forth. Most of these categories deal with mobility and the contact of cultures either as a subject, or a motif, or as the biographical background of the film directors who live between two or more worlds. Some of these approaches are therefore also oriented via language or ethnic groups, others try to focus on aesthetics. The film directors themselves claim to be recognized as ‘individual artists’ (Barlet, 2012). Fendler situates Lusophone films in the context of ongoing discussions taking into consideration main tendencies with a focus on the most recent approaches that deal with the transnational quality of African cinemas making an essential shift from ‘global ethnic’ (Adejunmobi, 2007) to ‘global aesthetics’(Adesokan, 2011).

Sound more often than not still tends to be left out of many discussions of film, not only because of an overriding primacy of the visual but also because of a still influential inflection on narrative elements, stemming, in part, from the interaction between literary and film studies. Sound, however, is always of crucial importance in any film. Marissa Moorman’s chapter, by focusing on sound in two ‘Lusophone films’ centred on the question of Africa, however vast the differences between them may be, brings that important component to the fore and is, in this collection, a unique contribution that also challenges us to think not only further but also beyond some of our more common boxes. This chapter puts two films from distinctly different moments in conversation: Sarah Maldoror’s Sambizanga (1972) and Miguel Gomes’s Tabu (2012). It explores the ways both films, on different sides of Lusophone African independence, depict the interface between national liberation and sound. In Sambizanga, a cinematic adaptation of José Luandino Vieira’s A Vida Verdadeira de Domingo Xavier, Maldoror makes Maria, Domingo’s wife, the protagonist, and Sambizanga, the musseque, the topos or commonplace of action and life. The sounds of daily life, labour, daily reproduction, transport, dominate the soundtrack, but there are also sounds of torture and of celebration (music). This then is a largely realist representation of sound, one befitting the filmmaker’s Marxist political position and materialist stance. Hearing reality, like seeing relations of production, is key to liberation. Gomes, working many years later, under conditions of economic crisis in Portugal and its subaltern position to European economic powers, and reflecting on the loss of empire, takes a different approach to sound in the colonial situation and anticolonial struggle. Gomes employs sound and silence to define the insular romantic modernity of white settler life, on the one hand, and its ignorance of African life, on the other. The sounds of daily life in Sambizanga are rendered as silence to indicate colonial privilege. Armed struggle ruptures this. But it does not speak truth to power. It lies. That noisy lie announces the disruptions of postcolonial life: the trouble of the nation state for both Africans and Europeans.

Like Carolin Overhoff Ferreira, Maria do Carmo Piçarra has also been engaged for a long time in mapping Portuguese and Lusophone cinemas and providing vast historical overviews that enable other scholars and critics to derive informed perspectives on the changes wrought through the passing of time and the upheavals of the twentieth century. Here she discusses similar work and revisits, though differently from Raquel Schefer and from Marissa Moorman, the early phase of film in Mozambique. Her chapter ‘Resistance and Political Awareness Through the Eye-Camera of Sarah Maldoror’ contributes to an understanding of the emergence of cinema in Portuguese-speaking African countries, where cinema was a weapon in the fight for freedom and which, in the newly independent nations, became a means to develop and strengthen national cultural identity, or a state version of what that identity should be, and promote it both internally and externally. This chapter presents an analysis of the work of the director Sarah Maldoror in the context of her travels between Europe and Africa, underlining the specificities of her political cinema, produced within the scope of cinema’s internationalist movement. Piçarra in this chapter accompanies the stages of Maldoror’s film production, also resorting to unpublished interviews and archive material proposing an overall reading of Maldoror’s work invested in demonstrating how her highly political cinema always paid constant attention to the aesthetic rendering of the ideals which inspired her political work. We hope that the dialogue thus opened up between a number of perspectives on that crucial period of emergence of what we are designating as ‘Lusophone’ African cinema in this volume can serve as a platform for a continued debate to come.

Among all Lusophone countries, Cape Verde can be said to occupy a double liminal space – geographically it is literally between Europe and Africa, as the archipelago is physically detached from the African continent. Historically, it was a key place for colonial experimentation whether incidental or planned, including some of the most abject forms of cruelty. In the present Cape Verde also remains fully enmeshed with questions of the periphery, either in terms of the community of Cape Verde and their descendants living in Portugal, or further afield, in the United States of America, for instance. Livia Apa’s chapter focuses on recent productions from Cape Verde, going further than traditional film and discussing short films made available through the internet. The visual material produced in the diaspora by Cape Verdeans, by people of Cape Verdean descent, or by Portuguese filmmakers, who aim to describe the life of Cape Verdean migrants or their descents, contributes to the construction of an image of the Archipelago outside of its national borders. Apa, starting with a brief overview of the genesis of Cape Verdean cinema, proposes an analysis of moving images produced about Cape Verde. Focusing the characteristics of this cinema in which Cape Verdean reality and the question of national identity remains central to the narrative, the second part of this chapter shows the thematic connections in the recent cinematic practices of (self)representation in diasporic context, especially in Portugal. The underlying question is to try to offer traces useful to define the strategies through which the national narrative is constructed in some recent (docu-)films about Cape Verdean diasporic spaces. This opens up an analysis of how this narrative interacts with the cinema of the host countries (the most obvious example being Pedro Costa), creating a process of multiplication of possible strategies of narrativization influenced by the context of migration. The final part proposes a reflection on how and if this cinematography dialogues in formal and content terms with the diaspora cinema and with the critical thinking built around it.

Robert Stock starts an exploration of the films of Licínio Azevedo, by focusing on Os hóspedes da noite (2007). He pays special attention to the multifaceted relations of postcolonial testimony and architectural remains. Ruins in a postimperial and postcolonial context have special kinds of significance, already briefly alluded to by Medeiros when discussing the persistence of ‘freakish’ objects in connection with memory and World Cinema. In this chapter though, Stock provides a detailed discussion of a special ruin, as the film stages a visit to the Grande Hotel in Beira, once a beacon of Portuguese colonial influence and ostentation, and now a kind of monumental ruin, inhabited by hundreds of the most marginalized people. As Stock argues, the film ambivalently highlights the hotel’s significance for the Mozambican-Portuguese decolonization process. Os hóspedes da noite engages the experiences of two former employees of the hotel and the daily life of the actual residents, mostly refugees of the civil war. Stock’s chapter goes on to analyze how filmic practices, colonial ruins, and testimony intersect in this production. Os hóspedes da noite Stock argues, following Anne Stoler, should be understood as a way of ‘thinking with the ruins of empire’ which is ‘to emphasize less the artefacts of empire as dead matter or remnants of a defunct regime than to attend to their re-appropriations […] within the politics of the present’ (Stoler, 2013, p. 11). This chapter not only engages a number of the wider considerations of the volume as a whole and proposes theoretically based ways to reformulate some of the pressing questions surrounding the debate on Lusophone films and the imaginary of the nation, but it should also be read as in dialogue – even if not overtly, with Owen’s expressly critical view of Azevedo’s gaze. As Stock notes, ‘colonial nostalgia as it is articulated through [Os hóspedes da noite] Night Lodgers might be understood first and foremost as a fragile cue for the complex and heterogeneous field of memories related to the country’s recent past, where histories of colonialism and civil war intersect’. The question is how the film – maybe not explicitly but to a certain extent – complements or functions as a proposal to rethink Frelimo’s official discourse and politics of history.

Although questions of gender and representation are variously engaged with throughout this volume, Hilary Owen’s chapter focuses very specifically on some of these and offers a set of proposals for a rethinking of how Lusophone African cinema is conceptualized in terms of both representation and ideological framing. In the chapter she discusses and problematizes various ways of representing women and their agency, or lack of it, by discussing in sharp detail three films by Licínio de Azevedo, one of the most prolific and respected directors. Throughout Owen explores the tensions between a critical reflection on standard historical Frelimo positions on women and their role in a new society with actual practices. Her initial question, though framed in a seemingly light-hearted tone, is a serious injunction to probe into the insidiousness of patriarchy’s modes of normalization and reproduction: ‘Three of Licínio Azevedo’s full-length feature films to date figure a woman called Rosa. Women with the name of Rosa are the central protagonists of both Desobediência from 2003 and Comboio de Sal e Acúcar, from 2016. In Virgem Margarida from 2012, Rosa is the spirited, extroverted foil to the title’s modestly virginal heroine, Margarida. How did Azevedo’s women become so generic, and indeed so floral?’ Owen engages with an eclectic and significant set of theoretical references and models as she draws both on René Girard and the work of Jean Rouch, among others. Owen’s chapter works towards exposing Azevedo’s voyeuristic and panoptical practices, which she relates to a ‘circuitry of mimetic desire and violence’. The continued discussion of Virgem Margarida testifies to the importance of that film, which has also attracted attention outside of Mozambique and which, in its deliberate rethinking of Frelimo’s reeducation camps, raises many ancillary questions. The analysis of Comboio de Sal e Açúcar, which closes the chapter, carries Owen’s challenges further while making explicit how to engage with the related questions of a national imaginary and the imagination of the nation. As Owen concludes, referring to that film: ‘Rosa reterritorializes her own country by imposing her own space and time. Neither scapegoat nor redeemer, neither subject nor object of a pornographic will to knowledge, it is Rosa who insinuates for the future the possible opening of other hybrid, flexible and inventive forms of cinema for Mozambique in which the rich potential of gender difference, freed from the ethnographic reflex, can initiate new modes of seeing the world in which the agency of women can be realistically imagined’.

A smaller nation, and one which since gaining independence from Portugal – already declared in 1973 before the final capitulation of the colonial army – has been engulfed in continuous political turmoil accompanied by extreme violence, Guinea-Bissau’s cinema not only faces even more severe pressures than that of the other former Portuguese colonies but also has to contend with a greater invisibility. Yet, not only do two of the most distinguished African directors hail from Guinea-Bissau, Flora Gomes and Sana Na N’Hada, but also recent developments using digital media and platforms have flourished, going forcefully against the grain and belying a widespread image of the country as some form of a rogue nation and a narco-state, much to the ‘delighted horror’ of some western observers. Paulo Cunha and Catarina Laranjeiro’s jointly authored chapter ranges widely in the history of this cinema, from its beginnings to the very present, and can serve as a very useful road map to anyone wanting to get a more accurate notion of how this cinema has been thriving in spite of all the odds. It would be relevant to work out later in which ways it is precisely that defiance to succumb to adversity that best characterizes active forms of cultural resistance that topple more idealized notions of resistance as well as intellectualized suspicions about it. Cunha and Laranjeiro also very explicitly address some key concerns as they reflect on the fact that production and dissemination of various kinds of cinema across time have contested some generalized assumptions. For instance, they note that whereas the work of say, a Flora Gomes, has been rewarded with international, especially western, appraisal, it is not easily accessible or viewed in Guinea-Bissau. On the other hand, recent work by young filmmakers relying on digital platforms, not only has a greater audience in the country itself, but even throughout other parts of Africa. As they note: ‘[i]n the markets of the major cities, especially in the Bandim market in Bissau, there are stalls where pirate DVDs or even files can be purchased. These DVDs and files are also offered for sale by street vendors. There is a strong and alternative network of film distribution, managed with no state support. There is also no state support for film production. Despite this lack of public investment, a considerable amount of audiovisual productions has suddenly emerged from amateur and semiprofessional contexts’. This at once points out to a pressing need to examine Lusophone African cinema from perspectives other than the traditional, but also suggests that these new productions are reflecting and registering differently their changing social conditions.

Returning the focus to Mozambique and offering a reassessment of one of the most important films directly dealing with extreme colonial violence and its representations, Ruy Guerra’s Mueda, Memória e Massacre (1979/1980), Raquel Schefer’s chapter provides an innovative analysis and points the way forward towards other remappings and reconceptualizations of the imbrications of politics, film, history, memory, and representation. Her detailed analysis of Guerra’s film focuses on the complex relationships between myth and history, politics, and ritual, in revolutionary Mozambique and Mozambican revolutionary cinema (1966/1987) which was considered by Frelimo a powerful propaganda tool for the masses. This chapter enables us to define more clearly the inherent ambivalence between the representation of politics and Frelimo’s politics of representation in the revolutionary period when cinema was considered a key part of a project of modernization of the nation. Schefer examines the intersections and tensions between the inscription of cinema in ‘the collective investment in a socialist utopian community’ (Paolo Israel, 2014, p. 11) and the way in which these are interpreted alongside with the possibility for cinema, besides representing ritual, becoming itself a ritual, and a means to ‘resensitizing (…) [us] to the physical presence of objects’ (David MacDougall, 2006, p. 57).

In ‘A melancholic outlook on 40 years of Lusophone audiovisual production and Guinea – the two faces of the war as case study’, Carolin Overhoff Ferreira presents a panoramic, critical, reading of how audiovisual productions and coproductions made after the 1974 ‘Carnation Revolution’ assess colonial and postcolonial memory. Drawing on Henri Bergson’s classic definition of memory, among others, Ferreira evaluates how Lusophone audiovisual productions approach the concepts of coloniality and decoloniality, taking into account the impact that the act of remembering potentially has in relation to the present. Ferreira debates what can be seen as an audiovisual memory related to Lusophone Africa, in which an oppressive system of subjugation, racism, exploitation, and domination, in a still unfinished decolonialization process, is reflected through sound and images. This chapter discusses several examples of audiovisual productions in the Lusophone space, focusing on the film Guiné – as duas faces da Guerra (2007) by Portuguese journalist Diana Andringa and acclaimed Guinean filmmaker Flora Gomes, as a specific case study. As Ferreira notes, ‘it is possible to conclude that the film factually does not mourn the many losses that the war brought about. It does not make the object – the war – absent, but present, in the sense of melancholy work as defined by [Walter] Benjamin’. In its breadth of references and its engagement with key questions involved in the study of memory in relation to the postcolonial condition, this chapter will certainly offer many intriguing avenues for further exploration and incite renewed debates.

Likewise, in a future we hope is just around the corner, not only will these kinds of debate become more widespread and easily accessible, but the historical, critical, and theoretical tools to further appreciate and study Lusophone African cinema will grow exponentially so that future readers may avail themselves not only of panoramas of the various cinemas, or accounts of some of their historical or contemporary phases, but may with equal ease find detailed studies of individual films and individual directors. Although aware that this might also bring about a sort of inner canonization – one can think here of directors already acclaimed such as Licínio de Azevedo, Flora Gomes, Pedro Costa, Walter Salles, among others – we think it is a necessary development, especially if not restricted to the handful of internationally sanctioned ones. Jusciele Oliveira’s chapter, which rounds up the critical studies in this volume, could be seen as already working in that direction. The chapter focuses on the cinema of Flora Gomes, certainly one of the most important filmmakers of Lusophone Africa. Oliveira analyses the concept of authorship and of auteur drawing on a number of theoretical perspectives and applying them specifically to the work of the Guinean filmmaker. Her exploration of the five films here contemplated, aiming at distinguishing between ‘style’, and the formal and aesthetic features of the films, produces a sustained analysis of mise en scène strategies, along with the mode of narrative construction and the thematic recurrences found in these fictional feature films. Oliveira places Flora Gomes’ first productions in light of the critical debate proposed by early African cinema theorists such as Paulin Vieyra and also situates Flora Gomes’ cinema in relation to figures such as Sembene Ousmane, demonstrating the international reach of the Guinean filmmaker, and his ability to adapt his production to the continuous changes in both the conditions of production as well as of the society the films engage with. As such, we saw it as a fitting way to start closing this volume, in the hope that it may encourage and challenge further systematic assessments of the enormous multiplicity of Lusophone African cinema.

Besides more traditional historical critical or theoretical reflections on film, the voice of those directly engaged with cinema in all of its facets is crucial.
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