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CHAPTER 5

Cinema and Conflict in Postcolonial
Mozambique: Archival Images as Illustration
and Evidence in Estas Sido as Armas (1978)

Robert Stock

INTRODUCTION

When the film Estas sdo as avmas came out in 1978, just three years had
passed since Mozambique’s independence. Within this short period
of time, the young socialist country governed by Fremte da Libertacio
de Mogambique (Frelimo) had founded and established the Inmssituto
Nacional de Cinema (INC). During the next two decades the INC pro-
duced a series of feature films and documentaries as well as the well-known
newsreel Kuxa Kanema (Taylor 1983, p. 30; Loftus 2012) that became
one of the important centers for film production in sub-Saharan Africa
in the 1970s and 1980s (Andrade-Watkins 1995, p. 139). The INC also
became a gathering place for filmmakers, technicians, cameramen, and
other enthusiasts from both the Americas and Europe. Together with
Mozambican supporters, this institution trained young people interested
in film production, creating a legacy that continues today (Roof 2004;
Pasley 2009). Estas sdio as avmas embodies this transnational connection as
its director, Brazilian Murilo Salles, collaborated with the writer and poli-
tician Luis Bernardo Honwana on the production of the first full-length
documentary made by the INC (Filme Cultura 1988; Hamilton 1975,
pp. 212-20).
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However, following the end of the prolonged decolonization war and
subsequent end of Portuguese rule in 1975, other conflicts emerged due
to the political situation in sub-Saharan Africa.? There, an independent
Mozambique ‘was seen with alarm by white-minority regimes in Rhodesia
and South Africa’ (Finnegan 1992, p. 31). The Mozambican government
took a clear stand against Ian Smith’s regime in neighboring Rhodesia by
closing its borders and cutting all connections to Rhodesia in 1976,2 caus-
ing serious economic problems for the state. Soon afterwards, Rhodesian
aggression started and troops began to attack civilian objectives on
Mozambican territory (Allen 1977). This began one of the most violent
wars in South African history: a complicated and prolonged conflict that
only ended with the General Peace Agreement in 19924

Estas sio as armas articulates the above outlined tension in Mozambique
at the end of the 1970s. Entirely produced in Mozambique$ the film
addresses the Rhodesian attacks on Mozambique after 1976. It relates
the loss of human life and destruction of civilian infrastructure such as
bridges, hospitals, and schools caused by these attacks alongside the colo-
nial history and struggle for independence. The film argues for legit-
mating Frelimo and supports the idea of ‘liberation’ and independence

!The wars for independence in the Portuguese African colonies took place from 1961 to
1974. On April 25, 1974, the Carnation Revolution abolished the authoritarian regime and
the African territories like Angola, Mozambique, Guinea Bissau, and others subsequently
gained independence (Mateus 1999; Pinto 2001).

2“The year 1975 marks an important shift in the history of southern Africa, the winning/
gaining of independence by Mozambique and Angola. [...] With independence, they pro-
claimed the first state of people’s democracy in the southern part of the continent’ (José and
Vieira 1992, p. 16).

3 After the independence, the new Mozambican government decided to accept a United
Nations instruction relating to sanctions to Rhodesia and closed the railway connections.
This deprived the young country of important revenue needed to rebuild the nation
(Birmingham 1995, p. 57).

#Due to economic and political reasons, Rhodesia and its army started to launch attacks
inside Mozambique in 1976. Attacks by Renamo started in 1977. The violent war only
ended in 1992, claiming about one million lives and leaving approximately four million dis-
placed (Seibert 2003, p. 254; see also Dinerman 2006).

*The closing credits of the film hence state: “Agradecemos a todos que apoiaram e tor-
naram a produgdo deste filme possivel. Este filme foi totalmente produzido em Mogambique.
Laborat6rios I.N.C.” [We thank all who have supported us and made the production of this
film possible. This film was entirely produced in Mozambique.] (my translation). The partici-
pation of Murilo Salles and Luis Bernardo Honwana was addressed later (Filme Cultura
1988, pp. 7-8; Convents 2011, p. 443).
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while accusing Rhodesia of collaborating with imperial Portugal in its war
against the Mozambican nationalists and the use of excessive military vio-
lence against targets in Mozambique after 1976 (Convents 2011, p.- 443).

In order to develop its rhetoric, the film draws on a variety of audio-visual
sources. This includes films about Frelimo and the struggle for independence
from 1964 to 1974. Films like these were produced by the independence
movements in close cooperation with individual filmmakers like Margaret
Dickinson, Robert van Lierop, and Lennart Malmer (Dickinson 2011;
Crowdus and Gupta; Diawara 1992, p. 90). Being politically engaged, their
films about the ‘liberated zones’ in northern Mozambique were shown in
Europe and the United States to raise questions about the colonial policies of
Portugal in Africa (Diawara 1992, p. 89). Estus sio as armasalso draws upon
colonial newsreels (Pigarra 2011, pp. 115-123; de Matos-Cruz 1999) and
films produced by the state television program Radiotelevisiio Portuguesn
and the Cinematographic Services of the Army (C4dima 1996; Mendong¢a
1993; Convents 2011, p. 329). The colonial footage included was originally
produced by production companies working in Lourenco Marques and was
taken into the INC’s archives following the political change in 1975; the
extensive extracts Estas sio as armas uses to make its arguments plausible
stem from official archives.® The film therefore takes moving images made
in a context where films and their production were part of the ‘cultural
politics of colonial rule’ (Cooper and Stoler 1989, p. 619) that were ‘used
to justify the imposition of [...] colonial authority’ (Bloom 2008, p. vii)
and reinvests them with new meaning. Like many other filmic productions,
Estas sito as aymas therefore exercises and articulates a specific postcolonial
memory politics (Ukadike 2004; Thackway 2003, pp. 93-119). In addition
to the material predating 1975, extracts from the documentary report O
massacre de Nyazénia (1977, Fernando Silva) are also included. This film
was intended to “fornecer um equilibrio &s reportagens na imprensa oci-
dental sobre Nyazénia que apresentaram quase sempre o ponto de vista do
governo na Rodésia’ (Convents 2011, p. 470).7

¢These audio-visual productions emerged in a context where the public sphere was con-
trolled by an authoritarian regime with strong censorship (Vaz 1997). As Frelimo invited
foreign filmmakers to make films about the liberated areas, these films often reproduced
Frelimo’s political perspectives. Therefore, the independence movement exercised a certain
control over its cinematographic representation {Diawara 1992, p. 89).

7The film was intended to offer 2 balance to Western press reports on Nyazénia, since they have
always been presented from the viewpoint of the Rhodesian government (my translation).

One of the central points of reference in the film is the massacre of Nyazénia: an attack on
'11 grggugcc ca)mp by Rhodesian military forces in which hundreds of people died (Finnegan

,p-31).
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Since the 1970s moving images taken from the colonial period or the
struggle for independence have continued to be used in filmic recon-
structions of Mozambican history. Examples include Joaquim Furtado’s
television series A Guerra. Colonial. Do Ultramay. De Libertacio (2007-
2010), which discusses the decolonization of Angola, Guinea Bissau,
and Mozambique by drawing on archival images and interviews with
veterans, and Natal 71 (1999) by Margarida Cardoso, which develops a
particularly aesthetic way of negotiating moving images from Portuguese
archives. Through the employment of audio-visual testimony and other
strategies, these films address the colonial past differently (but some-
times no less politically) than the films of the postrevolutionary 1970s,
such as Deus Patria Awutoridade (1976) or Estas sio as armas (1978),
which are mainly informed by a political and anti-colonial, anti-imperi-
alist discourse.?

As space restrictions limit the comparative analysis of these and
other films, this essay will focus on the Mozambican production Estas
s@o ns armas (1978).° In doing so, I provide much needed response
to, and extension, of recent work on Mozambican and Lusophone
cinema (Diawara 1992, pp. 88-~103; Andrade-Watkins 1995; Eshun
and Gray 2011; Arenas 2011; Ferreira 2012; Meleiro 2012). Among
the various studies on sub-Saharan cinema, film production, and indi-
viduals, such as Jean Luc Godard or Ruy Guerra, and in addition to
the detailed overview of the history of cinema in Mozambique by
Guido Convents, few studies analyze specific films.** More work on

8 Another example is the film 25 (1976, Celso Lucas and José Celso Correa), which
advances a cinematographic experiment and proposes a revolution in both society and film
culture (Monteiro 2011).

For an overview on films about African history see Cham (2004), Bickford-Smith and
Mendelsohn (2007). For general developments of Lusophone and African cinema consult
Andrade-Watkins (1995), Armes (2006), Convents (2011).

°1 am pursuing the analysis of this and other productions within a PhD project at the
International Graduate Centre for the Study of Culture (University of Giessen). However,
my dissertation project aims at studying documentary films from both Mozambique and
Portugal, namely productions after 1975 that negotiate the colonial past. The aim of the
research consists of examining the various uses and functions of archival images and testimo-
nies in documentaries discussing the decolonization of the Portuguese colonies in Africa.

¥ See for example the dissertation of Raquel Schefer (Paris; 2011) who is working on the
film Mueda. Memdria ¢ Massacre (1979) by Brazilian-Mozambican filmmaker Ruy Guerra or
the work of Ute Fendler (Bayreuth), who also participates in the annual Dockanema
Documentary Festival, who is examining films by Licinio de Azevedo.
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this subject, and specifically the relationship between history and film,
is needed to provide further insight into the cinematic representation
of African decolonization. A close reading of these films can shed light
on audio-visual negotiations of the colonial past and thereby provide
insights into the cultural dimensions of decolonization.

ARcHIVAL IMAGES IN HISTORICAL DOCUMENTARIES:
VoIce VERSUS IMAGE

Having provided some background on cinematographic production
and the situation in Mozambique, I now discuss some ideas on archi-
val images in documentary films to enable a better understanding
of the strategies used in films like Estas sdo as armas, where archival
images are reframed through techniques such as the voice-over com-
ment. Archival images, as Jorio et al. (2011) note, are ‘a discursive ele-
ment based on the promise of the satisfaction of remembrance.” From
this position, they argue that ‘an archival image is to be understood
as an element whose original context is both spatially and chrono-
logically distinct from that of the moment when it is used again.” In
historical documentaries, the voice-over is commonly used to order
the various materials used to present a certain event. Often, ‘a narra-
tor [...] speaks while we see recent footage of historical sites intercut
with older footage, often from newsreels, along with photos, artifacts,
paintings’ (Rosenstone 2001, p. 50). But while voice and images are
juxtaposed they are also interrelated and form a hierarchical order,
especially when included in a political documentary. To explain this
structure, one could follow Bill Nichols, who argues that (archival)
images in documentary films are mostly used to illustrate a certain
‘argument about the world.” A good example of such a configura-
tion is documentaries in the expository mode as they rely ‘heavily
on an informing logic carried by the spoken word in a reversal of the
traditional emphasis in film, images serve a supporting role’ (Nichols
2010, pp. 167-168). In many cases, this point might be plausible
when looking at more official productions.

However, at the same time, it seems a rather simplifying explana-
tory model because the structure of these films is more complex, as
Judith Keilbach (2010) convincingly demonstrates in her analysis of
German documentaries on the Nazi period (2010, p. 99). Besides
the illustrative function of images where footage serves merely as
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a visible addition for what is said without explicit reference to the
people or situation shown in the images," documentaries also present
certain images. In the latter case, viewers are requested to look at
the image and direct their attention to specific elements in the pic-
ture. The image is ascribed an ‘argumentatively and visually intrinsic
value.’’? There is therefore a particular relationship between image
and the spoken word, a complex interaction that goes beyond the
binary scheme of dominant voice-over and subordinated footage that
has to be analyzed case by case. Furthermore, this means of combining
images with sounds or voices can also initiate processes of resignifica-
tion. As Sergei Eisenstein puts it ‘montage is not an idea composed
of successive shots stuck together but an idea that DERIVES from
the collision between two shots that are independent of one another’
(1998, p. 95)

That is, the editing of footage from the colonial period with images
from a postcolonial reality enables a renegotiation and creation of a new
context of meaning, which is furthered and mediated by strategies like
“llustration,’ ‘presentation,” and the like.

AN ANALYSIS OF ESTAS SA0 AS ARMAS (1978)

The following brief analysis of Estas sdo as armas highlights some of
the particular techniques used. I begin with the premise that the struc-
ture and production of documentary films primarily addressing politi-
cal and historical topics cannot be reduced to a model in which the
voice-over commentary is conceived as the unchallenged ruler over
the visual. As will be demonstrated, additional strategies can fore-
ground the visual features of the colonial footage and render these
images as evidentiary cues that in turn constitute important elements
of the film’s argument.

1L When footage is used illustratively, it is subordinate to the voice-over commentary with-
out explicitly explaining the filmed situation or people. [...] As a consequence, the viewer’s
attention is not drawn to the images that seem to be immediately evident, but rather concen-
trates on the dominant voice-over commentary.” {Keilbach 2010, p. 100)

12¢The presentation of historical footage concentrates the viewer’s attention on the visual
by the use of different techniques. [...} The presentation is thus an invitation to look at and
it therefore confers an argumentatively and visually intrinsic value to the image.” (Keilbach
2010, p. 103)
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Images as Illustration

Estas sio as armas aims to cinematographically affirm the position of an
independent Mozambique in Sub-Saharan Africa and was intended as a
contribution to a complex nation building process within a geopolitical
setting shaped by white minority regimes. Therefore, when analyzing the
film’s perspective and argument, one has also to consider it as a form
of identity politics reliant on the construction of an ‘own’ national his-
tory (cf. Wolf 1982). This includes both colonialism and the struggle for
independence. As such, this filmic articulation is closely related to what
Eduardo Mondlane writes about nationalism in Mozambique:

Como todo o nacionalismo africano, o de Mog¢ambique nasceu da experién-
cia do colonialismo europeu. [...] Em Mog¢ambique foi a domina¢3o colo-
nial que deu origem A comunidade territorial e criou as bases para uma
coeréncia psicoldgica, fundada na experiéncia da discriminacio, exploracio,
trabalho for¢ado e outros aspectos da dominagiio colonial.'®* (Mondlane
quoted in Sousa 2008, p. 149)

Against this backdrop, the first step of this analysis consists of scrutiniz-
ing the voice-over as a means to provide information about the authorship
and the arguments advanced within the film. I therefore begin with an
analysis of archival images as an illustrative tool to enhance verbal rhetoric
through visual information.

One scene at the beginning of the film illustrates this technique well.
The opening credits are followed by footage of the equestrian statue of
Mouzinho de Albuquerque situated in the center of Louren¢o Marques in
front of the city hall.'* The Estado Novo, with its discourse on Portugal’s
mission of colonization and evangelization, emphasized the significance
of figures like Mouzinho, a leading military official in occupation cam-

» As with all African nationalisms, Mozambican nationalism was born out of the experi-
ence of European colonialism. In Mozambique the colonial domination originated the ter-
ritorial community and created the basis for a psychological coherence, founded on the
experience of discrimination, exploitation, forced labor and other aspects of the colonial
domination (my translation).

#The monument was removed in 1975 (Morton 2010). Nowadays, the statue of
Mouzinho and the reliefs showing the imprisonment of Gungunhane can be visited in the
inner courtyard of the Forte de Nossa Senhora da Concei¢do in Maputo. The films 25 (1976
Celso Lucas and José Celso Correa) and Le double vie de Dona Ermelinda (1995, Aldo Lce;
use the footage of the removal in distinct ways.
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paigns around 1900 (Wheeler 1980, pp. 314-117; Fernandes 2010).
While the moving images of Mouzinho’s statue made before 1974 were
used as part of an official discourse, which foregrounded the presence
of the Portuguese in East Africa as well as its merits in developing the
colony and building European like urban centers, in the context of Estas
siio as nrmas the footage provides a visual background for a counter-
discourse accusing the colonial power(s) of aggression. The voice-over
frames them:

Mocambique foi dominado pelo colonialismo portugués durante 500
anos. Durante 500 anos, e, principalmente depois da chamada Guerra de
Ocupagio, nés aprendemos que o verdadeiro rosto do colonialismo € a
agressio. Os exércitos coloniais sdo exércitos de agressio. O colonialismo,
ele proprio, é uma agressio permanente. Uma agressao que tem por fim
manter a dominacio para realizar a exploragdo.’s

The hierarchy of the auditory and visual elements is evident. The
images, which stress the monumentality of Mouzinho and its memorial-
ization through the use of low angle shots that foster ‘looking up’ to the
military leader, serve here to illustrate the violent dimension of the colo-
nization process in Mozambique as the imprisonment of Gungunhane
by Mouzinho and its troops in 1895 occupies a central place (Alexandre
2000; see also Garcia 2008). The visual material is subordinate to the
commentary without explicit reference or explanation for the visu-
als. Lacking identification or specification, the footage provides a non-
problematic visualization of the text. Consequently, viewers are likely to
focus on the dominant voice-over rather than the seemingly self-evident
visual (Keilbach 2010, p. 100). Regarding the ‘500 years’ mentioned in
the voice-over, it is quite obvious that such a statement simplifies the com-
plexity of historical reality (Newitt 1995, pp. 517-614). Simultaneously,
when seen in its socio-political context, the affirmation reveals its close
relation with official Frelimo discourse on the colonial past (Frelimo
1971, pp. 34, 78; Muiuane 2006, pp. 112-113, 462-463, 474-475),
where a rather dichotomous view in which there was little or no dynamic

15 Mozambique has been dominated by Portuguese colonialism for 500 years. For 500
years, and particularly during the so-called Occupation War, we have learnt that colonialism’s
true face is aggression. Colonial armies are aggression armies. Colonialism itself is a perma-
nent aggression. An aggression that has as its goal to maintain domination in order to carry
on exploiting (my translation).
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beyond the scheme of oppression, collaboration, and resistance predomi-
nated (Braganga and Depelchin 1989; Cooper 1994, p. 1517).

This use of colonial footage to illustrate the argument presented by
the voice-over can also be found in another scene where images of poor
cotton workers or wealthy settlers and ‘colonialists’ are subordinated by
a ‘Mozambican’ voice. A particular characteristic that somehow distin-
guishes this film from others that solely employ ‘the cultivation of the
professionally trained, richly toned male voice of commentary’ (Nichols
2010, p. 105), is the introduction of an equally important female voice. In
several scenes, which address the economic exploitation in cotton growing
and other topics, this voice furthers the construction of a (female) national
identity and thereby addresses Frelimo discourse on the idealized role of
women during the struggle for independence and during the reconstruc-
tion of the country after 1975 (Arnfred 2004, pp. 113-119).

Avchival Images ns Evidence

While the film mainly relies on a scheme where a dominant voice-over
is illustrated by archival images, some scenes apply other strategies and
foreground particular images in order to convey a certain argument.
Specifically, images are presented so as to direct the viewer’s attention
towards the visual (Keilbach 2010, p. 103).

One such moment occurs in the sequence on the presence of Rhodesian
troops in Mozambique and their participation in the war of independence.
Besides being an important neighbor and partner to colonial Mozambique
and Portugal, Rhodesia provided military support for the construction of
the Cahora Bassa dam. As such, a new {military) constellation emerged in
Northern Mozambique where Rhodesia and South Africa provided troops
to protect the construction site and convoys of materials (Barroso 2009;
Huffman 1992, p. 17; Henriksen 1983, pp. 29, 34).

In the film, a contrast is set between a guiding male voice-over, which
presents the broader context surrounding Cahora Bassa, including illus-
trative footage, and a female voice, which provides a detailed descrip-
tion of a photograph. Beginning with a close-up where only the legs of
some soldiers are recognizable, viewers might be puzzled by the initial
framing until the voice-over informs the viewer that: ‘Esses de cal¢Bes,
s30 rodesianos.’'® The item of interest in this picture turns out to be the

16<Those wearing shorts are Rhodesians (my translation).
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uniform, whereby some of the soldiers can be identified as elements of the
Rhodesian armed forces. Then, when the film subsequently cuts to show
the entire photograph, it first appears that the photograph was probably
taken by one of the soldiers as the features are those of a snapshot rather
than an organized group picture. However, the female voice-over contin-
ues to recontextualize the photograph: ‘Esta foi uma das muitas operacoes
conjuntas que realizaram com o exército colonial portugués.””

Rather than dominate the image, the voice-over seems to provide a
“caption” by directing the viewer’s attention (Arthur 1997, p. 4; Zryd
2003, p. 48). The instructions to observe details located in the image fur-
ther the isolation of individual elements, specifically the soldier’s uniforms,
accentuating the picture’s literal dimension (Keilbach 2010, p. 103)."8
By doing so, the snapshot is transformed into a kind of visual proof that
functions as an evidence-producing element in the film’s argument (see
Campany 2008, pp. 115-118). Hence, the combination of voice-over and
photograph contribute to reinforcing the delegitimization of Rhodesian
politics that have aimed to weaken and destabilize Frelimo’s efforts since
the 1960s.*

Constructing Victory Through Sound and Image

The film’s political perspectives are clear in its presentation of the
Mozambican Liberation Front. Throughout the film, Frelimo is charac-
terized as a unified force that successfully combats the colonial power.
Although the film sketches a rather simplified and biased version of the
decolonization war in Mozambique, some of the sequences are worth
analysing for the application of filmic strategies and persuasive techniques
using archival images.

For instance, one of the sequences in Estas sio as armas describes the
armed struggle of Frelimo against Portuguese rulein Mozambique. Combat
is reconstructed through the juxtaposition of footage from Frelimo films

17This was one of the many military operations they undertook with the Portuguese colo-
nial army (my translation).

18¢The instruction to see something s the image highlights its literal sense and emphasizes
the reification of the image, accompanied by a simultaneous isolation of its single elements.’
(Keilbach 2010, p. 103)

YWhen the film goes on to explain the violent tactics used by Rhodesian troops in order
to intimidate civilian populations, it promptly returns to the expository mode where images
again merely serve as a simple means of illustration.
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with other archival images produced by the Portuguese armed forces. The
scene showing military action is followed by an extract of the television
program Conversas em Familia where Marcello Caetano denies the exis-
tence of any armed conflict in the overseas territories (cf. Ribeiro 2004,
p. 26; Cadima 2010). His statement, shown without interfering com-
ment, is subsequently contradicted: Footage showing Portuguese soldiers
in African territories shows the problems in Mozambique. Additionally,
images of injured Portuguese soldiers demonstrate that this problem was
far from being resolved. However, these images serve only as a backdrop
for the female voice-over:

Marcelo Caetano diz que nio hd guerra colonial. Ele queria que os soldados
portugueses viessem a Mogambique matar secretamente ¢ também morrer
secretamente. Caetano nio sabia que nio se pode parar o vento com as
maos. Nio se pode derrotar um povo determinado que pega em armas para
se libertar de domina¢do.*

To then show that the struggle for independence was successful, an
interesting montage of various shots taken from Caetano’s televised
address combines different footage of Portuguese milirary vehicles. The
first scene, probably taken from a production of the Portuguese Armed
Forces {Mendonga 1993), shows a military parade shot in Lourenco
Marques where formations of Portuguese soldiers march past followed by
military artillery and vehicles. The footage is intercut with a shot showing
soldiers on a vehicle moving through rough terrain followed by images of
a huge scrap yard with innumerable wrecked and rusty military vehicles.
While the parade footage remains intact, including its original military
march soundtrack, the impressions of the scrap yard are accompanied
by complete silence. This confrontation between a kinetic and audible
Portuguese military machine and a motionless and silent vehicle cemetery
is repeated three times before being succeeded by a brief visual allusion to
Mozambique achieving independence on June 25 1975. The deliberate
silencing of the soundtrack creates a vacuum that compels the viewer
to realize the implications of the scrap yard images: immobile and rusty
scrap metal. In alluding to the subsequent destruction of their equipment,

20Marcelo Caetano claims there is no colonial war. He warned that Portuguese soldiers
came to Mozambique to kill in secret and also to die in secret. Caetano was aware that you
cannot stop the wind with your bare hands. You cannot defeat a determined people who take
up arms in order to free themselves of domination. (my translation)
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this technique renders the footage evidence of the futility of Portuguese
efforts to hold Mozambique. In particular, the sound editing supports
the creation of a short visual narrative implying that Frelimo’s (success-
ful) military actions effectively led to Mozambique’s independence. The
images of the scrap yard thereby symbolize the defeated Portuguese forces
and suggestively hint at Frelimo’s victory, a rather unilateral perspective
that also downplays the difficulties Frelimo encountered during the course
of the war (Newitt 1995, pp. 523-527).

CONCLUSION

The above analysis has shown how the film makes use of various strate-
gies to recontextualize archival images from a postcolonial and social-
ist perspective. Specifically, the images illustrate and thereby support
information given by the voice-over; they illustrate particular items or
are embedded in montages where sound, silence, and the visual com-
municate through contrasting juxtaposition. However, a specific politi-
cal perspective is ever present throughout the film. Through the use of
voice-over commentary and archival images, a historical master narrative
is produced that presents colonial oppression, collaboration, resistance,
liberation, and the subsequent attempt to survive a hostile geopoliti-
cal situation. But while Estas sdo as armas gives voice to the discourse
of a national elite engaged in the construction of the new country,
it denies such a voice to the common people. For instance, although
Mondlane and his collaborators collected the testimony of rural cot-
ton workers and others (Mondlane 1983, pp. 4449, 85-89), the film
makes no use of this material but substitutes the colonial voice-over
with another dominant discourse when showing newsreels about cotton
harvest, thereby silencing the subalterns. Furthermore, in the context
of an idealized national history written by Frelimo, internal issues like
the handling of political opponents, former political prisoners, or the
challenges the movement faced when trying to build the ‘homem novo’
have no place (Igreja 2010). Still, this is not surprising when taking into
account that Estas sio as armas is closely linked to a period in which a
certain type of cinema, a ‘liberation cinema’ (Andrade-Watkins 1995,
p. 135) prevailed.

Following socio-political changes, cinematographic production was
restructured and the free market production of the 1980s was followed
by private sector production at the beginning of the 1990s (Convents
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2011). While a large number of the films produced in Mozambique
addresses social and health issues (i.e., AIDS) a considerable number also
engage with contemporary reality or the country’s history. One of the
most important directors in this respect is Licinio Azevedo. Along with
the production company Ebano Multimedia, Azevedo directed Ferro em
brasa (2006) about the photographer Ricardo Rangel and Hdspedes da
Noite (2007) about daily life in Grande Hotel in Beira. Both search to
articulate the legacy of the colonial past that continues to have an impact
on today’s Mozambican society (Arenas 2011).%! At a time when the INC
is slowly recuperating from its decay, and near end, during the 1990s
(Costa 2008), which is compellingly portrayed in Margarida Cardoso’s
Kuxa Kanema. O Nascimento do Cinema (2003), Mozambican and other
filmmakers (e.g., Lotte Stoops or Ike Bertels) are exploring approaches
that reconstruct the past and enable discussion of the present. Happily,
Mozambican film finds great support in the Maputo documentary festival
Dockanema that provides a platform for an emerging multifaceted film
culture. However, as far as recent commemorative initiatives are con-
cerned, one must remember that government officials celebrated ‘o ano
de Samora Machel’ [the year of Samora Machel] in 2011 and Frelimo
commemorated its 50th anniversary in 2012. In addition, Muiuane’s
book on the history of the Liberation Front is still in use and statues of
Samora Machel have been erected in many cities in the past two years.
This was also the case in Maputo, where a huge monument of Samora
Machel now stands in front of the city hall, occupying the void left by the
statue of Mouzinho de Albuquerque. Against the backdrop of an offi-
cially shaped (urban) memory scape relying on the idealization of former
political leaders and scattered filmic interventions, one is reminded of the
practice of ‘forgetting from above and memory from below’ pointed out
by Pitcher (2006). The question remains where and when it will be pos-
sible for official and experimental cinematographic attempts to negotiate
Mozambique’s past to meet.
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‘ZlIn .addition, with his new film Virgem Margarida (2012), Azevedo also engages in the
discussion of problematic themes like the re-education camps in socialist Mozambique, an
issue not likely to be addressed by Frelimo.
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