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Video

Ecos da opressão (2013) and the Echoes of Icons

Ecos da opressão is a piece in three parts created by three musici-
ans, namely Michael Küttrner (percussion, Germany), Jean-Pierre 
Joséphine (guitar, La Réunion), Matchume Zango (timbila/percus-
sion, Mozambique), and a choreographer/dancer, Luís Sala (Moz-
ambique). 

In the beginning, there were exchanges of ideas on the impor-
tance of images of Samora Machel and Sankara that are picked 
up across the continent during manifestations claiming social and 
political change. 

Luís  Sala also insists on the importance of images in a country 
like Mozambique: “Being born in Maputo, at the time I was born, 
I have the luck to have had a chance to interact and to pre-
sence  the transactions from the certain moment to this present 
moment. Growing up in a country like Mozambique where educa-
tion is still a luxury for so many people, IMAGE is what you have as 
the main form of understanding things - from social lives, politics, 
business, and so forth. When I look back to the day when I was a 
child, the first things that come to my mind are not the books I 
read, nor the parks I could have gone to, nor a TV that I could have 
watched. First things that come to mind are images of Samora 
Machel all over the places, stories I heard coming from him, 
images of all the speeches he gave, fighting for a better life for 
Mozambicans, fighting to keep up and alive Mozambican culture. 
And there is no way we could talk about Mozambican culture 
without talking about dance, music and song. As a matter of fact, 



that’s the main connection between the people, the past and the 
present, and I believe that it will be also the connection with the 
future.”

The piece “Ecos da opressão” combines all these elements, dance, 
music, songs, and images transmitting complex information and 
linking past, present and future. The opening sequence starts with 
footages of Sankara and Samora Machel, one above the other, 
that fill the visible and audible space. Then a path of light opens 
across the stage where the dancer tries to get rid of heavy chains 
stumbling across the room - accompanied by a speech of Nelson 
Mandela that links the action to the realm of ideas for the future. 
When the light switches off to illuminate only a circle on stage, the 
music changes immediately afterwards: a jazzy mix of sounds and 
melodies enter into a dialogue with the dancer. His movements 
are only visible when he enters the spotlight. This part makes per-
ceivable the inextricable entanglement of memory and forgetting, 
of visible and invisible, of stories told and untold. The mingling 
of past, present and future is often represented as a succession 
of events, but  one might imagine time rather like a helix, in an 
endless movement, turning over in spirals, seeming repetitive but 
nevertheless always different.



The moments when the dancer enters the circle are the moments 
when we are conscious of an event, we can grasp it, one out of 
many others that stay in the dark, that are not perceived. While 
Gadamer speaks of art that “occurs” in the formation of a concrete 
form out of the vague (1977:70), the intangible, this performance 
allows us to see this creative moment when something concrete - 
the fusion of light, movement, sound - brings into - a perceivable 
and conceivable - being the idea of the (non)representativeness 
of pastpresentfuture. The simultaneous quality that is inherent 
to a performance allows for experiencing time, as in each fugitive 
instance, the spectator grasps this moment that calls to be con-
tinued in the next moment, but is also already gone. The fluidity is 
intrinsic to light as well as to sound and movement that is bound 
to historical clips as well as to sound like the speeches try to bind 
the fugitive moments to a linear narration which organizes the 
chaotic (Rojo, 1989) meanders. 

Finally, the scene changes again: in the background two projec-
tions show again Sankara and Samora Machel giving speeches, 
while the third one shows symbols of a wealthy lifestyle like big 
cars. In front of this scenery, the dancer is bound in a rope. His 
movements are reduced to the range of the pending rope which 
insinuates the control of movements of each person by societal 
and political settings.

There are mainly two types of images: the images of charismatic 
political leaders and the images created by the performance as 
such. The images of the political leaders have turned into icons 
as they function like “icons” in the sacral meaning: the icon is 
meant to fill the absence of the ideal. The icon is the mediator 
between the observer and the ideal. The icon represents, stands 
in the place of the idea, incorporates or visualizes it. At the same 
time, the icon mediates between the moment of contemplation 
and the projection of the effect of the encounter to the future. The 
icon opens therefore a perspective towards a possible future as 
its indexical nature will always point to something else, beyond 
the physical representation, mediating the idea that are inherent 
to the icon. The image/icon of Sankara and Machel ensure the 



presence of the leaders and their ideas, as they project a possible 
future to come.

The performance of dance and music embedded in light modeling 
space and time (of which the video clips form a part) create new 
images that do not only reflect the icons, but they also reflect the 
linkage between the fixed icons and the “performing”-images. 
We could also refer to the title of the performance that includes 
“echo”, a “sonic reflection” of the icons. It allows us to think of me-
andering, reverberation that does not need a surface to reflect the 
image. It is a reverberation that is transmitted without mediation, 
more directly through swinging waves in the air. It transmits via 
air, via movement, and still the message that will be received can 
be identical - as the reflected one - as well as slightly different, 
blurred by the changing latitude of the waves. 
The intermedial performance demonstrates (in German I would 
say “veranschaulichen”, that renders better the idea that so-
mething can be conceived and perceived with the help of pictures 
and images) the complex chaos (Benitez Rojo) of past, present 
and future that can only be conceived via images in a large sense. 
The impact images might have on the conceptualizing of future 
depends on the echoes, sonic movements turned visible. 
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 Luís  Sala is a professional 
dancer, teacher and choreo-
grapher from Maputo, Moz-
ambique. He has danced for 
the National Song and Dance 
Company of Mozambique for 
10 years, assuming the role of 

principle soloist from 2000 to 2007. Luís  has performed for 
over 70 presidents and historical figures such as Queen Eli-
sabeth, Nelson Mandela, and Hilary Clinton and had a chance 
to be in the Movie “Ali“ by Will Smith.  He has toured across 
four continents and worked for numerous international cho-
reographers, including but not limited to: Donald Byrd, Chuck 
Davis, Jawole Whila Zollar, George Khumalo, David Zambrano, 
Arco Renz, Bettina Holzhousen, Kwame Rose, Lia Rodrigues, 
Clara Andermatte, Francisco Camacho, David Abilio and Casi-
miro Nhussi.

In 2000 Luís  started choreographing his own full length 
shows. He also choreographed for the FIFA WORLD CUP and 
for the South African Rugby League. In Luís ’ creations he has 
worked with dancers, Capoeira masters, and musicians from 
Mozambique, Brazil, South Africa, Canada, England, Portu-
gal, Spain, Norway, Reunion Island and Austria. He has taught 
internationally in Mozambique, South Africa, Zimbabwe, USA, 
Canada, Portugal, Lybia  and China. Since Luís  returned back 
to Mozambique, he started a professional training program to 
increase professionalism in dance throughout the country, and 
collaborating with other countries in Southern Africa and the 
Indian Ocean. Luís  is one of the main partners of MoNo, (a col-
laboration between the Mozambican and Norwegian Govern-
ment).
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Can you briefly explain your project/ research and your approach 
to this?

We have been talking briefly about the importance of images and 
how an image of Samora Machel or Sankara can carry on an idea, 
in a very condensed way. We also discussed a former show “gym 
do povo” that combined dance, video footage of manifestations in 
Maputo and music. The question is how can the power of images 
and their impact on the imaginary of the future not only be visua-
lized but weighed in a transmedial performance. The interaction of 
diverse media would also help to think about the complexity and 
the specificity of the nature of the transmission of iconic messa-
ges. 

Which format/ method did you choose as the way of researching/ 
communicating your findings or questions?

We exchanged images, video clips of music and dance, music that 
seem to part of an ongoing flow of mediating projections of ideas 
and concepts about a possible future and their links to the past 
and the present.

Can you explain how the term „Future“is reflected in your project? 
How do you relate to the topic Future Africa and Visions in Time, 
and did your idea of the terms change? 

Future is a concept of time that is inseparable from past and 
present. Past and present can be captured in images that turn 
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immediately into past. Future might therefore rather be conveyed 
in other media than photos/images, movement and sound. The 
combination of various media and forms of artistic expressions 
reflect the complexity of ‘visions in time‘ and how past-present-
future are intimately linked to each other. 

How did the cooperation with your partner (artist/ scientist) in-
fluence you in your thinking about your project?

If dance/performance bring to life ‘collective imaginary‘, turn 
iconic chiffres of the intermingled pastpresentfuture into an en-
actment of which each movement reaches out to the next step, 
the next move. Future might be captured at the turning-point, the 
transitory moment when present turns into past and into future 
at the same time. A new question appeared: is the idea of future 
linked to the concept of simultaneousness? Of ‘arts vivants‘? And 
then more linked to sound and performance than to visual arts?

What are your overlapping fields and why is this cooperation pro-
ductive/ enriching/ interesting?

We work both with various media and think about and in trans-
media-phenomena. But when it comes to turn ideas and images 
into movement, only dance can “visualize” aspects of time, give 
time an imaginary space and with space also time. The artistic 
work is complementary and helps to grasp what is not con- 
ceivable.



How do you think an interdisciplinary approach like this can 
create new knowledge?

LS & UF: Each dance move incorporates the flow of the timeline 
and its entanglement with music and images. While the video 
clips return in a loop and underline the quality of the orientation 
of images towards the past, the music and movement seem to 
“be” in the present and simultaneously prepare the next step, the 
future. 

Arts needs reflection put into words in order to generate new re-
flection that moves on. It is an ongoing dialogue that advances in 
a zigzag way
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