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Mónica de Miranda tem vindo a explorar
um amplo campo de questões que se
relacionam com a ideia de exílio,
identidade, pertença ou diáspora, através
de vários recursos artísticos como a
fotografia, o vídeo, o desenho ou a
instalação.
Uma das linhas de pensamento do
trabalho da artista é a noção de que a
identidade é fluida não sendo construída a
partir dos efeitos de uma comunidade
territorial que partilha entre si memória,
mitos, símbolos e tradições comuns e que
resumem a ideia de nacionalidade.
Seguindo este raciocínio, a artista
intercruza os vários conceitos de lugar:
afectivo, geográfico, de pertença e, pelo
mapeamento da sua própria experiência
pessoal, exemplifica como estes são
autoconstruídos.
Para o projecto da galeria Carlos Carvalho
para a ARCOLisboa, Mónica de Miranda
coloca em confronto a paisagem natural e
a paisagem construída analisando o
edifício modernista do cinema Karl Marx
em Luanda em Cinema Karl Marx, Twins e
Ticket Office, todos de 2017, as casas
angolanas em Angolan House, 2017, ainda
resistentes à vegetação, e o território de
floresta em Like a Candle in the Wind, 2017,
ambos em Malanje.

A série Panorama, de que advém a
série Cinema Karl Marx, observa as
transformações da cidade de Luanda
enquanto palco de convulsões políticas
sociais e os edifícios históricos na
cidade enquanto testemunhos destes
processos de colonização,
descolonização e actualmente de
gentrificação. Não só a arquitectura é o
âmbito da análise da artista mas o
cinema enquanto território simbólico. À
propaganda do Estado Colonial
interessava o alargamento de um maior
número de salas de cinema. O cinema
Karl Marx, antigo cinema Avis,
renomeado após a guerra colonial
representa bem estes processos
históricos. Actualmente está fechado e
para venda reflectindo a pressão do
mercado imobiliário que ameaça a
continuidade do património histórico
de Angola.
Mónica de Miranda intercruza esta
análise com uma leitura autobiográfica.
Além de remeter para um passado
histórico, a artista tenta reconhecer o
espaço afectivo que resulta do seu
passado pessoal (a mãe da artista
cresceu em Malanje, perto de Luanda).
Esta dificuldade traduz as resistências e
condicionantes que resultam do
deslocamento social e cultural que
advêm do fenómeno da diáspora.

Os trabalhos da série Angolan Houses
e Like a Candle in the Wind
apresentados na feira são
intervencionados com cera e
pigmentos enriquecendo a textura e
cor das obras. Tradicionalmente, a
utilização destes materiais relacionavase com a necessidade de preservação,
o que neste contexto pode constituir
um apelo a uma urgência de
salvaguarda do património
arquitectónico das casas de habitação
familiar em Angola. Alguns destes
trabalhos reproduzem a paisagem
vegetalista viva e activa e
intervencionando-os recriando um
controlo sobre o natural, representa a
acção do homem sobre o seu meio.
Este conjunto de trabalhos de Mónica
de Miranda que se mostram nesta
edição da ARCOLisboa sendo amplo e
representativo oferece possibilidades
na criação linhas de diálogo e de
confronto expositivas,
permitindo melhor compreender os
temas e preocupações actuais desta
artista.
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Panoramic in Moving Fragments,
Or Mónica de Miranda’s Twin Visions of
(Un-)Belonging
by Ana Balona de Oliveira
In the recent project Panorama (2017), Mónica
de Miranda returns yet again to looking at
modernist architecture in Angola. In Hotel
Globo (2014-2015), she had already critically
examined the changing urban surface of
Luanda through video, photographic and
performative incursions into the interior
landscapes of the 1950s Hotel Globo. The
modernist hotel is still functioning in Luanda’s
downtown, whose architectural heritage has
been increasingly replaced with gentrified
high-rise luxury buildings. In Miranda’s work,
the Globo became a spatio-temporal and
affective ‘lens’ through which her bodily gaze
looked at the multiple geographies and
histories of the city – colonial, postindependence, post-Cold War, post-civil war –
in order to think the complexity of its layered
present and to imagine the possibility of
different futures.[1]
In Panorama, the abandoned Hotel Panorama –
located on the island of Luanda (Ilha do Cabo)
from where its guests once had panoramic
views of the city and the Luanda bay, on one
side, and the Atlantic Ocean, on the other –
becomes the main protagonist; or so the title
of the entire installation seems to tell its
viewers. But, in Miranda’s non-linear – and, in
fact, fairly non-narrative – visual story, there are
other architectural ‘characters’ in various
locations in Luanda and beyond. Furthermore,
many such vacant spaces appear occupied by
actual, if always enigmatic, characters; in the
case of Panorama, these are twin sisters. In
Hotel Globo (2014-2015), Once Upon a Time
(2012), An Ocean Between Us (2012) and
Erosion (2013), among other previous works,
the artist herself appeared on screen alongside
male collaborators, whereby she hinted at the

possible narrative existence of a couple as
much as at non-binary notions of identity (as far
as gender, sexuality, race, nation and culture
are concerned) and at a non-masculinist gaze.
In these works, the characters lend themselves
to being perceived as different versions of a
self that could be simultaneously male and
female, European and African. In Archipelago
(2014) and Field Work (2016), the twin sisters
made their first appearance within Miranda’s
oeuvre, as another strategy to address the ‘inbetweenness’ and the ‘doubling’ of self and
other and here and there that is proper to the
hybrid subjectivity of diaspora. Appearing as
children in the latter installations, in Panorama
the twins have grown up.
As we shall see, by drawing upon the name
and history of the Hotel Panorama, the
Panorama to which the installation as a whole
refers poses larger questions, if always deeply
personal and affective, on history, memory,
desire and a condition of (un-)belonging to
manifold spaces and times.[2] It also examines
the notion of the ‘panoramic’ gaze and of its
purportedly all-encompassing visual
knowledge and pleasure. The work disrupts
such a conception of the gaze and the
attendant possibility of fully containing,
retrieving or fixating the ever-changing
processes of personal and collective
becoming, particularly those marked by the
diasporic experience. So, although
contemplative, the gazing subjectivity in
Miranda’s work is far from totalized and
totalizing and, instead, avowedly fragmented
and fragmentary. The gaze – bodily, psychic
and geographically and historically situated – is
split into many gazes. It does attain some sort
of panoramic view, but only by the
juxtaposition of its fragments. Such fragments
do not equate the separated and categorized
parts of a given totality that is divided into
components only to be thoroughly mastered
and seamlessly made whole again as an object

of power/knowledge.[3] They do not equate
mere playful signifiers either, lending
themselves to the endless game of reification
and commodification of histories, spaces and
identities proper to what Frederic Jameson
famously called the postmodern cultural logic
of late capitalism.[4] The fragmented and
fragmentary nature of Miranda’s panoramic
visions – inhabited, affective and spatiotemporally situated landscapes of architecture
and nature – resist the depoliticized moment
when meanings get lost and a concern for
agency is done away with. Meanings are always
contingent and positional, ever-changing and
relational, but, as far as being and becoming
are concerned, they are also arenas for
struggles of recognition and resistance.[5]
As to history, memory, desire and the condition
of (un-)belonging to manifold spaces and
times, Panorama’s multiple and multiplying
gazes do not redeem a sense of loss of stable
points of origin or rootedness – an origin that
could only mythically be seen to allow for a
unified vision, knowledge and experience of
the world, of the self and of communities.
Rather, such a loss is positively embraced in the
ethico-political activity of (un-)belonging to an
always shifting network of routes across
continents, islands and oceans.[6] Grounded in
her own autobiographical experience of being
from both Europe and Africa, Portugal and
Angola (with the United Kingdom and Brazil
also partaking of her affective geography), the
longing that arises from the loss of a stable
sense of belonging does not fall into the
mythic traps of nostalgia.
Full text here
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and war left much of the country in ruins. The country’s history is complex, painful and often
diﬃcult to access. Architecture is one way of reading the past.
My work is a form of research. I don’t go to a place and just start shooting. I don’t do
documentary photography or street photography – I investigate. I need to have a relationship
with the place I’m shooting and an understanding of its history. I’m a child of the Angolan
diaspora: I was born in Portugal but my mother was Angolan. Like tens of thousands of others,
she ﬂed her homeland in the 70s and found refuge in Portugal. Much of my work explores the
duality of belonging to these two diﬀerent places.
In a previous photo series, Hotel Globo, I pored over colonial archives and found the hotel’s
original owner. He explained the history of the building at length. He told me how he had
moved to Angola, married a local woman and built the hotel, to widespread acclaim. For years
it was the best hotel in the country, but it fell into disrepair when his son was forced to ﬂee
during the civil war. Despite an attempt by one of his descendants to restore the hotel to its
former glory, years of ﬁghting ruined Angola’s tourism industry and the hotel remains stuck in
time.
These ruins exist across Angola. They stand out of their time and resist attempts to forget or
erase our history. They are part of what Angola is today, not simply what it has been. And they
are in danger. The tide of globalisation and hunger for economic growth after decades of
conﬂict has seen Luanda expand rapidly. The buildings get taller and old structures are torn
down. When these buildings disappear, however, so does our history. My work is an attempt to
preserve them: geography, space and identity are intimately linked in what I do. I’m creating an
archive, a space in which the past is preserved for the present.

Mónica de Miranda’s CV
Born: Porto, Portugal, 1976.
Training: BA in visual arts at Camberwell
College of Arts, London.

Interview

Mónica de Miranda’s best photograph: a ruined hotel
in Angola

Inﬂuences: Sophie Calle, Wolfgang Tillmans,
Rirkrit Tiravanija, Chris Oﬁli, Mona Hatoum.
High point: “Setting up my exhibition at the
Dakar Biennale in 2016 was one of the most
challenging points of my career, as there was
only one hammer to install the show. That
being said, we overcame the lack of resources.
Exhibiting at Dakar had a huge impact on my
career because it gave my work so much
visibility.”

By Interview by Edward Siddons
‘It was a landmark of tropical modernism – but it was abandoned during the civil war’
Thu 13 Jul 2017 06.00 BST

L

ike so many buildings in Angola’s capital, Luanda, Hotel Panorama has been
abandoned. It’s a relic of colonial times. Built in the 1960s, the hotel is a landmark of
tropical modernist architecture – a kind of African take on Le Corbusier. But its own
history has been entirely lost. I have found almost nothing about it in any archive.
This swimming pool, the hotel and the people who stayed here are all lost in the mists
of history. A few black-and-white photographs from the 60s are all that remain. Instead of
uncovering Hotel Panorama’s history, I tried to write it.
Angola was a Portuguese colony until 1975. After centuries of colonial rule, the national
liberation movements took up arms in the 1960s. Over a decade of ﬁghting resulted in Angolan
independence, but civil war broke out soon after. The conﬂict raged into the new millennium
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Low point: The beginning of an artist’s career
can be tough, when you are not networking,
and it seems that nothing is happening. Work
only happens in relation to others, never
alone in our studios.
Mónica de Miranda

Top tip: Keep on believing in your art.
Patience will pay oﬀ. Sometimes it’s at the moment that you are just about to give up that
things start to happen.
https://www.theguardian.com/artanddesign/2017/jul/13/monica-de-miranda-photography-angola-panorama-exhibition-interview

2/3

Mónica de Miranda
Porto, Portugal, 1976

Mónica de Miranda é uma artista e investigadora. Nasceu no Porto (Portugal) e
tem ascendancy angolana. O seu trabalho centra-se em questões como a
arqueologia urbana e geografias pessoais.
Foi nomeada para o prémio Novo Banco Photo prize tendo exposto no Museu
Berardo ( Lisboa, 2016). Mónica foi nomeada para o Prémio Prix Pictet Photo
Award (2016). Expôs o seu trabalho na Paris Photo (Paris,2013), ARCO (Madrid,
2013), ARCO Lisboa( Lisboa, 2016), 1.54( Londres e Nova Iorque , 2016), ArtBo
(Bogotá, 2017), Artissima ( Milão, 2017).
As suas exposições individuais incluem Atlantic. A Journey to the center of the
earth (Galería Sabrina Amrani, Madrid, Espanha, 2017). Panorama (Tyburn
Gallery. Londres, Reino Unido, 2017) Arrivals and departures (Palácio D. Manuel,
Évora, 2016), Hotel Globo (Museu Nacional de Arte Contemporânea do Chiado,
Lisboa, 2015) Arquipélago (Galeria Carlos Carvalho , Lisboa, 2014), Erosion
(Appleton Square, Lisboa, 2013), An Ocean Between Us (Plataforma Revólver,
Lisboa, 2012); Novas Geografias (198 Gallery, London / Plataforma Revólver,
Lisboa / Imagem HF, Amsterdão, 2008).
As suas exposições colectivas incluem Doublethink:Doublevision (Pera
Museum, Istanbul, Turkey, 2017) ,Daqui Pra Frente (CAIXA Cultural. Rio de
Janeiro, Brazil), Le jour qui vient (Galerie des Galeries. Paris, France, 2017),
Bienal de Fotografia Vila Franca de Xira (Vila Franca de Xira, Portugal,2017),

Contemporary African Art and Aesthetics of Translations (Dakar biennial, Dakar,
2016); Biennale Internationale de l’Art Contemporain de Casablanca
(Casabalanca, Morocco, 2016), Addis Foto Fest (Addis Abeba, 2016), Telling
Time (Rencontres de Bamako Biennale Africaine de la Photographie 10 éme
edition, Bamako, 2015); Ilha de São Jorge (14th Biennial of Architecture of
Veneza, 2014); Line Trap (Bienal de São Tomé e Principe, 2013); Do silêncio ao
outro Hino (Centro Cultural Português, Mindelo, Praia, Cape Verde 2012 ); Once
upon a time (Carpe Diem, Lisbon, 2012); L’Art est un sport de combat (Musée
des Beaux Arts de Calais, France, 2011); This location (Mojo Gallery, Dubai,
2010); She Devil (Studio Stefania Miscetti, Rome, 2010); Mundos Locais (Centro
Cultural de Lagos, Lagos, 2008); Do you hear me (Estado do Mundo, Fundação
Calouste Gulbenkian, Lisbon, 2008); United Nations (Singapure Fringe Festival,
Singapure, 2007).
Mónica de Miranda participou em várias residências de artists como
Archipelago (French Institute, Maurícias, 2014), Verbal Eyes (Tate Britain,
Londres, 2009); Muyehlekete (Museu Nacional de Arte, Maputo, 2008), Living
Together (British Council/ Iniva, Georgia/Londres, 2008). Expõe regularmente e
internacionalmente desde 2004.
O seu trabalho é representado em várias colecções públicas e privadas como o
Museu Nacional de Arte Contemporânea do Chiado, Arquivo Municipal de
Lisboa, Centro Cultural de Lagos e Fundação Calouste Gulbenkian.
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Mónica is an artist and researcher. Born in Porto (Portugal) she has an Angolan
backgound. Her work is based on themes of urban archaeology and personal
geographies. Mónica has a visual art degree from Camberwell College of arts
(London, 1998); a Master’s degree in art and education at the Institute of
Education (London, 2000) and a PhD in visual art from the University of
Middlesex (London, 2014). She has received the support from the Foundation
for Science and Technology. She is currently developing her research project:
Post- archive at CEC (Centre of Comparative Studies, University of Lisbon) .
Mónica is one of the founders of the artistic project of residences Triangle
Network in Portugal and the founder of the Project Hangar (Center of artistic
research in Lisbon, 2014). She was nominated for Novo banco Photo prize and
exhibited at Museu Berado ( Lisbon, 2016). Mónica was also nominated for Prix
Piclet Photo Award (2016). She also exhibited at Photo Paris (Paris,2013), Arco
(Madrid, 2013), Arco Lisbon ( Lisbon, 2016), 1.54( London and New York ,
2016), ArtBo (Bogota, 2017), Artissima ( Milan, 2017).
Her solo exhibitions include: Atlantic. A Journey to the center of the earth
(Galería Sabrina Amrani, Madrid, Spain, 2017). Panorama (Tyburn Gallery.
London, UK, 2017) Arrivals and departures (Palácio D. Manuel, Évora, 2016),
Hotel Globo (Museu Nacional de arte contemporânea do Chiado, Lisbon,
2015) Arquipélago (Galeria Carlos Carvalho , Lisbon, 2014), Erosion (Appleton
Square, Lisbon, 2013), An Ocean Between Us (Plataforma Revólver, Lisbon,
2012); Novas Geografias (198 Gallery, London / Plataforma Revólver, Lisbon /
Imagem HF, Amsterdam, 2008).

Her collective exhibitions include: Doublethink:Doublevision (Pera Museum,
Istanbul, Turkey, 2017), Daqui Pra Frente (CAIXA Cultural. Rio de Janeiro,
Brazil), Le jour qui vient (Galerie des Galeries. Paris, France, 2017), Bienal de
Fotografia Vila Franca de Xira (Vila Franca de Xira, Portugal,2017),
Contemporary African Art and Aesthetics of Translations (Dakar biennial,
Dakar, 2016); Biennale Internationale de l’Art Contemporain de Casablanca
(Casabalanca, Morocco, 2016), Addis Foto Fest (Addis Abeba, 2016), Telling
Time (Rencontres de Bamako Biennale Africaine de la Photographie 10 éme
edition, Bamako, 2015); Ilha de São Jorge (14th Biennial of Architecture of
Veneza, 2014); Line Trap (Bienal de São Tomé e Principe, 2013); Do silêncio ao
outro Hino (Centro Cultural Português, Mindelo, Praia, Cape Verde 2012 );
Once upon a time (Carpe Diem, Lisbon, 2012); L’Art est un sport de combat
(Musée des Beaux Arts de Calais, France, 2011); This location (Mojo Gallery,
Dubai, 2010); She Devil (Studio Stefania Miscetti, Rome, 2010); Mundos Locais
(Centro Cultural de Lagos / Allgarve, Lagos, 2008); Do you hear me (Estado do
Mundo, Fundação Calouste Gulbenkian, Lisbon, 2008); United Nations
(Singapure Fringe Festival, Singapure, 2007).
Mónica de Miranda has participated in various residencies such as:
Archipelago (French Institute, Mauritius, 2014), Verbal Eyes (Tate Britain,
London, 2009); Muyehlekete (Museu Nacional de Arte, Maputo, 2008), Living
Together (British Council/ Iniva, Georgia/London, 2008). She exhibits regularly
and internationally since 2004.
Her work is represented in private and public collections, such as MNAC, AML,
CCL.
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