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Hangar in Lisbon produces exhibitions as spaces
of action for public engagement beyond spectatorship
and through strategies that produce sociality. Hangar
is comprised of a center of exhibitions, artistic r esidencies,
and artistic studies. It is also a center of e ducation, talks
and conversations that unify geographic locations and
stimulate the development of artistic and t heoretical
practices. Its artistic program is focused on South/North
problematics, starting from the specific position that
Lisbon occupies both geographically and h
 istorically.
The artists presented in Affective Utopia have all worked
with Hangar through residencies, talks, or exhibitions.
Delocalized at KADIST during the time of this exhibition,
Bruno Leitão and Mónica de Miranda’s project will
reframe their approach towards public engagement in
another context and towards another audience.

Utopia has become a disputed concept, s panning
the field between the belief in an ideal society, the dystopian
experience, and the imaginative modeling of a lternative
worlds as intimations of possibility. Furthermore, the
obsession occasioned by the failures of utopian enterprises
drives the effort to improve them, thence to build a new
experience of place, space, and time. O
 riginally, Thomas
More’s atheistic republic was described in his 1516 novel,
Utopia, in the form of an eponymous island. Ever since,
the word has denoted any vision of a perfect society
which plays the role of an ideal for a social m
 ovement
advocating changes to existing conditions. Within the last
decade, the contemporary art scene has witnessed
a return to utopian thinking, and this exhibition aims to
reflect these recent developments.
The artists in the exhibition discuss ways of thinking
and performing utopia from various angles. The c oncept
entails two contradictory perceptions: the aspiration for
a better world, and the acknowledgement that its form
may only ever live in our imagination. Affective Utopia
reflects this ambivalence and poses the question
of how art can be a critical tool to rethink socialization
and the affective geographic concepts of belonging, home,
and diaspora.
Strategies are employed towards the understanding
of space and place in relation to a subjective sense of
belonging. A southward pointing cartography is u
 tilized
as a guide for moving through locations, stimulating
a praxis of decolonization of thought. The artists c ombine
the experience of real space with fictional approaches,
fragmentation, and mobility, to produce a perception of
their affective geographies. The utopian impulse informs
activist practices that aspire to progressive social,
racial, or political change and individual freedoms, while
simultaneously generating an expanded field of curatorial
and artistic conventions.
Affective Utopia will unfold as three chapters
and public events, presenting morphing artistic encounters
as it evolves from one state of enquiry into another,
and as artists and works are replaced by others. This
a ction of re-framing concepts will embrace an active form

of investigation. This claims a type of practice that fosters
sociality, an embodied form of knowledge production
whose material quality is as important as its discursive
capacity. The end of the exhibition will be completely
different from the beginning. In effect, it will be a large
exhibition in a small container, reinforcing the idea of
ongoing discussion, and allowing the audience to imagine
a dialogue between all the works.
Bruno Leitão and Mónica de Miranda

Concrete Utopia
Ângela
Kiluanji Kia
     Sammy Baloji
& Filip De
Boeck
First chapter
February 8 – March 3

The first chapter entitled Concrete Utopia brings
together three artists and a researcher: Â
 ngela F
 erreira,
Kiluanji Kia Henda, Sammy Baloji & Filip De Boeck.
It creates a dialogue between works that reflect on roman
ticizing utopia and the possibilities for it, by looking
back at historical events and their retelling, as well as
proposing new ways to question hegemonic epistemologies
through irony and humor. The works presented r eflect
on the expectations and shortcomings of projects around
national identity, architecture and public engagement,
as well as space programs that re-signify spaces, p
 olitics
and social life; moving away from colonial language
and creating new and unexpected forms of living the city.

Ferreira
Henda

1 – Kiluanji Kia Henda, Icarus 13, Astronomy Observatory, Namibe Desert, 2007
Courtesy the artist and Galleria Fonti, Naples

Kiluanji Kia Henda’s work Icarus 13, The First Journey
to the Sun [1] tells the fictional story of an A ngolan space
mission to the Sun. Similar to the US space program,
it takes the name of a mythological figure, Icarus,
a mere mortal who tried to fly high using a pair of wax
wings, which melted when he got too close to the sun,
and sent him plummeting to his doom. Playing with
the idea of power through grandiose projects and architec
ture, K
 iluanji Kia Henda shows the obvious contradictions
and the need to critically view the past as a form
of potential for the future.

Ângela Ferreira’s Study for a monument to Jean Rouch’s
Super 8 workshops in Mozambique (nr. 3) [2] commemorates
a remarkable episode of her native Mozambique where
Jean Rouch and a team of ethnographic filmmakers
responded to a call for collaborations with the Center
for Communication Studies (CEC of the U
 niversity
Eduardo Mondlane in Maputo) to establish links b
 etween
the rural and urban areas. They arrived in Maputo in 1976
to run a series of Super 8 workshops at the university
and in various rural communities.

2 – Ângela Ferreira, Study for a Monument to Jean Rouch’s Super 8 Workshops
in Mozambique (nr. 3), 2011
Courtesy Galeria Filomena Soares, Lisbon

The films made in Maputo were taken to the rural a reas
and projected in communal villages. During the day,
trainees filmed life in the villages. This footage was later
edited and shown in the city. Ferreira’s piece is also
a reference to Robert Smithson’s “underground cinema”.

Sammy Baloji and Filip De Boeck’s video The Tower
– A Concrete Utopia [3], offers us a reflection in the form
of a visual essay on the legacy of colonial architecture
in Congo. This video about decay, as well as afterlife, is a
guided tour of a remarkable building in the municipality
of Limete, Kinshasa that has been under construction
since 2003 by its owner, the “Docteur”. In a testament to
self-built structures, the fragile balance between utopia
and dystopia is enacted in a quasi-performative way.

3 – Sammy Baloji and Filip De Boeck, The Tower – A Concrete Utopia, 2016

Courtesy the authors and Galerie Imane Farès, Paris

Art as a
Critical Tool
Second chapter
March 7 – March 24

Luis
Alfredo Jaar
Reynier Leyva

The second chapter, Art as a Critical Tool, presents works
by three South American artists from different g enerations:
L
 uis Camnitzer, A lfredo Jaar and Reynier Leyva Novo.
This exhibition reflects on how art can be a form of
critical thinking and a form of e mpathy, by forcing a
connection between a rtist and audience. This complex
interrelation provokes ways of re-signifying structures,
places, and ideas. Since k
 nowledge is power, expanding
its boundaries by use of an artist-artwork-audience s ystem
is a redistribution of such. Here, ideas such as g ender,
decolonization, and the non-inclusion of subaltern histories
can be questioned.

Camnitzer
Novo

4 – Luis Camnitzer, Lección de historia del arte, Lesson No 6, 2000
Installation View: “Bajo un mismo sol: Arte de América Latina hoy”,
Museo Jumex, Mexico City, Mexico, 2015. Collection of Solomon R. G
 uggenheim
Museum, New York, USA. Photo: Moritz Bernoully, Courtesy Museo Jumex
© Luis Camnitzer/Artists Rights Society (ARS), New York

Luis Camnitzer’s emblematic work, Leçon d’histoire
de l’art, no 11 [4], poetically describes the chaotic moment
of what the artist considers an “end to the History of
Art” and a new beginning, but this time controlled by the
public instead of being controlled by a hegemonic power.
The work September 15 [5] by Alfredo Jaar is a simple
but effective object that connects the implications of
the collapse of Lehman Brothers and predictions made
by Marx two centuries before. The envelope holds a
photograph of Karl Marx’s grave at Highgate Cemetery in

5 – Alfredo Jaar, September 15, 2009
Courtesy the artist and kamel mennour, Paris

London; it should only be opened every 15th of September,
on the anniversary of the crash of the North American bank.

Two works by Reynier Leyva Novo, 12 Wars [6] and
A Thousand and One Times Revolution, deal with text
as a material that generates meaning. The artist
created a software that analyzes the amount of ink used
in a text, revealing the uncanny connection between
an armistice or a peace treaty and the number of v ictims
of that conflict. 12 Wars, forms a visual depiction that
represents a correspondence of information. A Thousand
and One Times Revolution addresses the contradiction
between the shifts triggered by the Cuban Revolution
and the feeling that things stayed the same.

6 – Reynier Leyva Novo, 12 Wars from the series The Weight of Death, 2016
Photo by Ela Bialkowska, courtesy the artist and Galleria Continua,
San Gimignano/Beijing/Le Moulin/Havana

The Body as
a Political Tool
Grada
Paulo Nazareth
Third chapter
April 4 – April 21

8 – Paulo Nazareth, Untitled, from the series Notícias de América, 2011
Courtesy the artist and Mendes Wood DM, São Paulo/New York/Brussels

The Body as a Political Tool is the title of the third
chapter that brings together works by Grada Kilomba
and Paulo Nazareth, who use their own bodies as
the subject matter, focusing on issues of race, identity,
ethnicity, migration, gender, language, and political class.
The constant struggle against marginalization, objecti
fication, fetishization, and subsequent erasure of
the black body has compelled artists to confront issues of
representation in the white male-dominated visual arena.
Through simple gestures and decolonized ways
of thinking, the artists call attention to the underlying signs
of inequality and its root in history.

Kilomba

7 – Grada Kilomba, Illusions Vol. II, Oedipus, 2018
Installation view at the KW, 10 th Berlin Biennale. Photo by Timo Ohler
Courtesy the artist and Goodman Gallery Johannesburg/Cape Town

In her Illusions [7] series, Grada Kilomba reenacts
Greek myths in order to explore the deep roots of cultural
oppression. This series questions the implications of
the foundational myths at play in the racialization, sexism
and social oppression that still haunt our societies.
Notícias de América [8] by Paulo Nazareth is the result
of a journey through more than 15 countries in the
Americas that the artist made by foot and bus in 2011.
The artist started from Brazil and created this work,
consisting of performances, social sculptures, drawings,
and biographical portraits in video and film to tell a story
made of diverse and overlapping ways of being.

Sammy Baloji, born in 1978, L
 ubumbashi,
Democratic Republic of Congo. He lives and
works in Brussels, Belgium, and Lubumbashi.
Born in Katanga, a resource-rich region of the
Democratic Republic of Congo, Sammy Baloji
explores the cultural, architectural, and industrial
heritage of the region, as well as a questioning
of the impact of the Belgian colonization.
Colliding reality and representation, his works
expose past tensions and present entanglements.
Filip De Boeck, born in 1961, Antwerp,
Belgium. He is a Professor of Anthropology
at the Institute for Anthropological Research in
Africa (IARA), a research center based at
the University of Leuven, actively involved in
teaching, promoting, coordinating, and supervising research in and on Africa.

Sammy Baloji and Filip De Boeck worked
together on the exhibition Urban Now: City
Life in Congo that took place at WIELS,
Contemporary Art Center Brussels; Open
Society Foundations, New York and The Power
Plant, Toronto, between 2017 and 2018.
Focusing upon the “urban now”, a moment
suspended between the broken dreams of
a colonial past and the promises of neoliberal
futures, the exhibition offered an artistic
and ethnographic investigation of what living
– and living together – might mean in Congo’s
urban worlds.

Luis Camnitzer, Uruguayan, born in 1937,
Lübeck, Germany. He lives and works
in Great Neck, New York, USA. Artist, critic,
educator, and theorist Luis Camnitzer
was at the vanguard of 1960s Conceptualism.
Camnitzer’s artworks explore subjects such
as social injustice, repression, and institutional
critique. His humorous, biting, and often
politically charged use of language as art m
 edium
has distinguished his practice for over four
decades. He responded in great part to the
growing wave of Latin American military
regimes taking root in the late ‘60s, but his work
also points to the dynamic political landscape
of his adopted country, the United States.

Ângela Ferreira, born in 1958, Maputo,
Mozambique. She lives and works in Lisbon,
Portugal. Ângela Ferreira’s work is concerned
with the ongoing impact of colonialism and
post-colonialism on contemporary society.
Over the last thirty years the artist has created
an extensive body of work in which she interrogates geo-political, art historical and gender
issues related to given cultural contexts using
a range of different media. Her installations
frequently include sculptures that evoke
modernist vocabularies, combined with text,
semi-documentary photographs, and videos.

Alfredo Jaar, born in 1956, Santiago, Chile.
He lives and works in New York City, USA.
Alfredo Jaar’s multidisciplinary artistic p
 ractice
explores unequal power relations, and sociopolitical divisions, as well as issues of migration
and discrimination. In all his work, the artist
has focused on the imbalance of power between
industrialized and developing nations: he has
traveled to Latin America, Asia, and Africa
to investigate issues as diverse as the effect
of toxic waste on a village in Africa, the miners
of Sierra Pelada, Brazil, the conditions of
Vietnamese refugees incarcerated in Hong Kong,
and most recently, the genocide in Rwanda.

Kiluanji Kia Henda, born in 1979,
 uanda, Angola where he lives and works.
L
A self-taught artist, Kiluanji Kia Henda employs
a strong sense of humour in his work, which
often hones in on themes of identity, politics,
and perceptions of post-colonialism and
modernism in Africa. Practicing in the fields of
photography, video, and performance, Kiluanji
Kia Henda has tied his multidisciplinary
approach to a sharp sense of criticality. In
complicity with historical legacy, Kia Henda
realizes the process of appropriation and
manipulation of public spaces, and the different
representations that form part of collective
memory.

Grada Kilomba, born in 1968, Lisbon,
Portugal. She lives and works in Berlin,
Germany. Interdisciplinary artist and w
 riter,
Grada Kilomba develops a research focusing on
memory, trauma, race, gender, and the post-colonial condition. She is best known for her
unconventional writing and her subversive use
of artistic practices, bringing text into per
formance, and giving body, voice, and image to
her own writings. To approach “the colonial
wound,” as the artist says, she intentionally
creates a hybrid space between the academic
and the artistic languages, to explore new
formats of decolonizing knowledge and narrative,
bringing a new, experimental, and compelling
voice into contemporary art and discourse.

Reynier Leyva Novo, born in 1983,
 avana, Cuba where he lives and works.
H
The work of Reynier Leyva Novo proposes
a personal way of writing history. His multidis
ciplinary practice includes mining historical
data and official documents, the content of which
he transforms into formally minimalist and
conceptually charged work. The artist
operates as an archaeologist who challenges
ideology and symbols of power, uprooting
notions of an individual’s ability to affect
change. He is committed to deconstructing
myths while highlighting the fragment of reality
that generates them.
Paulo Nazareth, born in 1977, G
 overnador
Valadares, Brazil. He lives and works
around the world. Paulo Nazareth’s work draws
on language, ideas, actions, and objects in
order to e stablish or reveal the bonds that exist
between people and their surroundings.
Simple but strong gestures are used to evoke
historical memory as well as highlighting
social and economic tensions and class struggle
especially a
 pparent to him in Brazil and,
more widely, in the Americas and in Africa.
The artist has made the act of walking the
foundation of his artistic practice. Through the
act of traversing continents by foot and crossing
borders, he questions his own sense of self, in
a condition of physical and symbolic mobility.

