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yme! jest projektem pomyslanym na-
dce, jest projektem stworzonym ad hoc. Przektada sie
tonajego strukture w tak znaczacy sposéb, ze wazniejsze
wydaje sie nam, aby w pierwszej kolejnosci scharakte-
ryzowac dynamike jego powstawania niz to, co jest jego
przedmiotem. Przebywajac niespetna pét roku na Wyspie
Swietego Tomasza w trakcie naszego naukowego wywcza-
su - zwanego formalnie urlopem naukowym - mieliSmy
zaplanowane aktywnosci: Anita wyktady i warsztaty dla
cacau (Casa das Artes, Criagdo, Ambiente e Utopias), a Piotr
staz praktyczno-badawczy w departamencie odpowie-
dzialnym za alfabetyzacje dorostych saotomejskiego
Ministerstwa Edukacji, Kultury i Ksztatcenia (Diregéo de
Educacéo de Jovens e Adultos, Ministério da Educagéo, Cul-
tura e Formagéo). W tym czasie nie spos6b byto odciac sie
od codziennego zycia Saotomejczykow i tworzonej przez
nich kultury. Zreszta wcale tego nie chcieliSmy. Wszak
w A Luta Continua, elementarzu dla dorostych z okresu
mtodej niepodlegtosci Demokratycznej Republiki Wysp
Swietego Tomasza i KsigZzecej, napisane jest:
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Introducgio

Bomdia, Séo Tomé! é um p
mente, é um projecto cria so traduz-se na sua
estrutura de modo téo sig e nos parece mais
importante primeiro caracterizar a dindmica de como
o projecto nasceu do que caracterizar o objecto propria-
mente dito. Passdmos na ilha de Sdo Tomé quase seis
meses no ambito do nosso repouso cientifico - chamado
formalmente de uma sabatica - para realizar projectos:
a Anitaia dar palestras e organizar oficinas de trabalho
para o cacau (Casa das Artes, Criagcdo, Ambiente e Uto-
pias), enquanto o Piotr realizava um estégio de caracter
practico-cientifico no departamento responsavel pela al-
fabetizacdo dos adultos (Direc¢do de Educagéo de Jovens
e Adultos do Ministério da Educagdo, Cultura e Formagéo).
Durante esta estadia revelou-se impossivel fugir da vida
cotidiana dos sdo-tomenses e da cultura deles. Alids, nem
o pretendiamos fazer. Pois em A Luta Continua, um ma-
nual para adultos do periodo da independéncia “jovem”
da Republica Democratica de Sdo Tomé e Principe, lemos
o seguinte:

nasceu espontanea-
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Introduction

Good morning, Sdo Tomé! is a hastily thought-out project,
one that has been created ad hoc. This is reflected by its
structure to such a significant extent that it seems to us
more important to characterise, in the first place, the
dynamics of its emergence rather than its object. During
our holidays on Sdo Tomé Island, formally called a sab-
batical leave, which lasted almost half a year, we had
some planned activities: Anita lectures and workshops
for cacau (Casa das Artes, Criagdo, Ambiente e Utopias);
Piotr practical and research scholarship in the department
responsible for the literacy of adults in the Sdo Toméan
Ministry of Education, Culture and Formation (Direcéo
de Educacéo de Jovens e Adultos, Ministério da Educacéo,
Cultura e Formacdo). At the time, it was impossible to
dissociate oneself from the everyday life of Sdo Toméans
and their culture. As a matter of fact, we did not even
want it. For in A Luta Continua, an elementary book for
teaching adults to read published during the first years
of independence of the Democratic Republic of Sdo Tomé
and Principe, it is written:
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Sdo Tomé e Principe, czyli Wyspy Swietego Tomasza i Ksigzeca, to jeden
z najmniejszych krajow afrykanskich, potozony w Afryce Zachodniej,
w Zatoce Gwinejskiej. Panstwo to sktada sie z pieciu wysp, sposrod
ktérych trzy sq zamieszkane, a od dwéch najwiekszych - Swietego
Tomasza i Ksigzecej - pochodzi wtasnie nazwa kraju. Jego stolica
inajwieksze miasto nosi réwniez imie Sdo Tomé.

Sdo Tomé e Principe, mais precisamente llhas de Sdo Tomé e Principe,

é um dos mais pequenos pafses africanos, situado na Africa Ocidental,
no Golfo da Guiné. O arquipélago é composto por cinco ilhas, das quais
trés sdo habitadas, sendo que o nome da reptblica vem das duas maiores
-adeSdo Tomé e a do Principe. A capital e maior cidade tem também

o nome de Sdo Tomé.

Located in Western Africa, in the Gulf of Guinea, Sado Tomé and Principe
is one of the smallest African countries. It consists of five islands, three
of which are inhabited; the name of the country is derived from the two
biggest islands: SGo Tomé and Principe. The capital and the biggest city
also bear the name Séo Tomé.

PRINCIPE

SAO TOME

Santo Anténio

Sdo Tomé @

GULF or
GUINEA

EQUATOR



»Kolonisci mowili, ze tylko oni maja kulture. Méwili, ze
przed ich przybyciem nasza Afryka nie miata historii.
Ze nasza historia rozpoczeta sie wraz z ich przybyciem.
Twierdzenia te sg fatszywe, ktamliwe wrecz. Byty potrzeb-
ne do tego, by nas wyzyskiwac. Aby przedtuzy¢ do granic
mozliwosci nasz wyzysk, kolonizatorzy musieli podjac
probe zniszczenia naszej tozsamosci, zakwestionowania
naszej kultury i naszej historii.

Kazdy lud ma kulture, poniewaz pracuje, poniewaz prze-
ksztatca Swiat, a przeksztatcajac Swiat, przeksztatca sam
siebie. Tanice ludowe to kultura. Muzyka ludowa to kultu-
ra, kultura jest takze sposéb uprawy ziemi. Kultura jest
sposob, wjaki lud sie przemieszcza, $mieje sie, rozmawia,
Spiewa i pracuje.

Calulu to kultura, sposéb przyrzadzania calulu to kultura,
podobnie kulturowe jest lubienie potraw. Kultura sa na-
rzedzia, ktérych Lud uzywa w procesie produkecji. Kultura
jest forma rozumienia i wyrazania §wiata przez Lud i to,
jak Lud pojmuje siebie w relacji do swego §wiata. Kultura
jest niczym beben styszany w nocy z oddali. Kultura jest
rytmem. Kultura jest kotysaniem sie Ludu w jej rytmie”
(A Luta Continua 1978, s. 38).

Tetniace zyciem S&o Tomé, ruch uliczny, setki motocykli
przeciskajacych sie pomiedzy z6ttymi mikrobusami i tak-
sowkami, pick-upy i gdzieniegdzie nowy suv z kierowca,
ktéry wybrat sie na wojne klasowa z pozostalymi uzyt-
kownikami drogi. Przy ulicach skupia sie drobny handel.
Kobiety sprzedaja owoce, warzywa i ryby, a mezczyzni
handlujg, czym tylko sie da: tania chiniska elektronika, pa-
pierosami, importowanymi owocamii warzywami. Rzeka
ludzi spieszacych sie z pracy, do pracy. W catym tym miej-
skim zgietku odnajdujemy przedmiot naszego zaintereso-
wania - reklamowe malarstwo uliczne. Nasze reakcje na
kolejne szyldy oraz murale to mieszanina radoscii zdziwie-
nia, ktéra przerodzita sie w ksenofilny entuzjazm i fascyna-
cje. Uczucie, ktére nam towarzyszyto w dokumentowaniu
kolejnych obrazéw, mozna poréwnac do jakiejs formy zbie-
ractwa. Poczatkowo nasza dokumentacja saotomejskiego
malarstwa reklamowego byta co najwyzej dezynwoltura
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“Os colonialistas diziam que somente eles tinham cultura.
Diziam que antes da sua chegada a Africa nés ndo tinhamos

histéria. Que a nossa histéria comegou com a sua vinda. Es-
tas afirmacoes sdo falsas, sdo mentirosas. Eram afirmacdes

necessarias a pratica espoliadora que exerciam sobre nés.
Para prolongar ao maximo a nossa exploragdo econémica,
eles precisavam tentar a destruicdo da nossa identidade,
negando a nossa cultura, a nossa historia.

Todos os povos tém cultura, porque trabalham, porque

transformam o mundo e ao transforma-lo transformam-
-se. A danc¢a do Povo é cultura. A musica do Povo é cultura,
como cultura é também a forma como o Povo cultiva a ter-
ra. Cultura é também a maneira que o Povo tem de andar,
de sorrir, de falar, de cantar e de trabalhar.

O calulu é cultura, a maneira de fazer o calulu é cultura,
como cultural é o gosto das comidas. Culturas sdo os ins-
trumentos que o Povo usa para produzir. Cultura é a forma

como o Povo entende e expressa o seu mundo e como o Povo

se compreende nas suas relagdes como o seu mundo. Cul-
tura é um tambor que soa pela noite fora. Cultura é o ritmo

do tambor. Cultura é o gingar dos corpos do Povo ao ritmo

dos tambores” (A Luta Continua 1978, p. 38).

A vida palpitante de Sdo Tomé, o transito, centenas de
motas a abrir caminho por entre as carrinhas e taxis,
pickups e de vez em quando um novo suv com motorista
que decidiu travar uma guerra de classes com os restantes
utilizadores da estrada. O pequeno comércio concentra-se
naberma da estrada. As mulheres vendem fruta, legumes
e peixe, enquanto os homens vendem tudo e mais alguma
coisa: electronica chinesabarata, cigarros, fruta e legumes
importados. Um rio de gente com pressa a vir do e a ir
para o trabalho. Nesta confusédo urbana encontramos
0 objecto do nosso interesse - a pintura publicitaria de
rua. No inicio, as nossas reac¢des perante os letreiros
e murais encontrados compreendiam uma mistura de
alegria e espanto que logo se tornou num entusiasmo
e fascinacdo xenofila. Esta sensagéo, que nos acompanhou
no processo de documentacio de imagens sucessivas, pode
ser comparada a uma forma de coleccionismo. No inicio
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“The colonists used to say that only they had culture. They
said that before their arrival, our Africa had no history.
That our history began with their arrival. These state-
ments are false, mendacious even. They were necessary for
them to exploit us. To make our exploitation even longer,
the colonists had to make an attempt to destroy our iden-
tity, to question our culture and our history.

All peoples have their culture because they work, because
they transform the world and by doing so, they transform
themselves. Popular dances are culture. Popular music is
culture as well as the way of cultivating land. Culture is
how people move, laugh, talk, sing and work.

Calulu is culture; the way of preparing it is culture too;
similarly, liking meals is culture. Culture are tools that
People use in the production process. Culture is the form
of understanding and expressing the world by People and
how they perceive themselves in relation to their world.
Culture is like a drum that is heard in the distance in the
middle of the night. Culture is rhythm. Culture is People
swaying to this rhythm.” (a Luta Continua 1978, 38)

Sdo Tomé is vibrant with life, with constant traffic on its
roads: hundreds of motorcycles are threading their way
between yellow minibuses and taxis, sometimes pick-ups
and new SUVs, which launched a class war against other
road users, appear here and there. Small trading is organ-
ised in the streets. Women sell fruits, vegetables and fishes
whereas men trade in everything from Chinese electronic
appliances through cigarettes to imported fruits and veg-
etables. A stream of people hurrying home or rushing to
work. In this hustle and bustle of city life, we find the ob-
ject of our interest - street advertisement painting. Our
reaction to new signboards and murals was a mixture of
happiness and astonishment, which turned into xenophilic
enthusiasm and fascination. The feeling that accompanied
us while we were documenting new pictures could be com-
pared to a certain form of hoarding. In the beginning, our
documentation of the Sdo Toméan advertisement painting
was only a tourists’ casualness. However, with the grow-
ing number of photographs representing pictures from
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Calulu to tradycyjna saotomejska potrawa jednogarnkowa na bazie ryb
lub miesa. Jej istotnym sktadnikiem sq liscie nawet dwudziestu réznych
gatunkow roslin. Potrawa ta jest nieodtgcznym elementem Swiqt

i uroczystosci rodzinnych. Wariacji na temat calulu jest tyle co kucharzy.

O calulu é uma caldeirada, um prato tradicional sGo-tomense preparado
a base de peixe ou carne. Um ingrediente importante sdo as folhas

de vinte diferentes espécies de plantas. Este prato é um elemento
indispensavel nos feriados e celebracdes em familia. Ha tantas
variedades de calulu quantos cozinheiros.

Calulu is a traditional Sdo Toméan one-pot dish based on fish or meat.

Its vital ingredients are leaves of even twenty different species of plants.
The dish is an integral element of holidays and family celebrations. There
are as many variations of calulu as there are cooks.
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2_Rosliny uzywane w saotome]skle] kuchni. Mural namalowany
do ksigzki kucharskiejSabores de nossa terra | Plantas usadas
nacozinha sdo-tomense. Mural pintado a propésito do livro de
receitas Sabores de nossa terra | Plants used in Sdo Toméan cuisine.
A mural painted for the cookbook Sabores de nossa terra

Qua Téla, Sdo Tomé, Rafael Ventura
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turystow, lecz liczba zdje¢ kolejnych przedstawien ze stoli-
cyizinnych czesci Wyspy Swietego Tomaszarosta, awnas

rosta pewnos¢, ze fenomen saotomejskiego malarstwa

reklamowego wymaga bardziej systematycznego i plano-
wego ogladu. WeszliSmy zatem do teorii przez turystyke

- wedrujac przez dyskursy i kultury, robiac sobie ,wakacje

od wiasnych znaczen” (melosik, Szkudlarek 2010, s. 36).

Nalezy pamietac, ze Sdo Tomé nie jest wielkim miastem,
wiec spotkanie artystow przy pracy byto nieuniknione. Tak

tez spotkaliSmy Rafaela Venture oraz artystéw z grupy S6

Pintura, ktérzy zgodzili sie opowiedzie¢ nam o swojej pracy
tworczej.

Zatem projekt Dzieri dobry Sdo Tomé! Saotomejskie malar-
stwo reklamowe - analiza dyskursu wizualnego ma nature
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esta documentacdo da pintura publicitaria sdo-tomense
era,namelhor das hipéteses, um gesto turistico, no en-
tanto o nimero de fotografias tiradas na capital e em
outras partes dailha de Sdo Tomé continuou a crescer tal
como dentro de nés cresceu a certeza de que o fendme-
no da pintura publicitaria sdo-tomense necessitava de
uma abordagem mais sistematica e planeada. Foi através
do turismo que encontramos uma entrada para a teo-
ria - vagabundeando pelos discursos e culturas, a tirar
“férias dos proprios significados” (melosik, szkudlarek 2010,
p- 36).

E preciso termos em conta que Sdo Tomé nio é uma cidade
grande e por isso encontrar os artistas a trabalhar foi
inevitavel. Assim encontramos Rafael Ventura e artistas
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the capital and other parts of Sdo Tomé Island, we were
growing certain that the phenomenon of the Sdo Toméan
advertisement painting required a more systematic and
methodical examination. Therefore, we went into theory
through tourism - wandering through discourses and
cultures, having “days off our own meanings” (melosik, szkud-
larek 2010, 36).

It should be remembered that Sdo Tomé is not a big city, so
it was inevitable to encounter artists at work. This way we
met Rafael Ventura and artists from the S6 Pintura group
who agreed to tell us about their creative work.

As aresult, the project Good morning, Sdo Tomé! The Sdo
Toméan advertisement painting - visual discourse analysis is
of inductive nature, in which detailed observation leads
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3+4_Artysci przy pracy.

Na sasiedniej stronie Rafael Ventura,
powyzej grupa S6 Pintura | Artistas
ao trabalho. Na pagina vizinha:
Rafael Ventura; em cima: colectivo
S6 Pintura | Artists at work. Rafael
Ventura on the adjacent page and the
S6 Pintura group above
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indukcyjna, ktéra zmierza od szczegdtowej obserwacji ku
ogo6lnej teorii obserwowanego zjawiska. Poczatkowy brak
planu, ktéry wynikat z braku wiedzy, ze takie zjawisko
jak saotomejskie uliczne malarstwo reklamowe w ogéle
istnieje, mozna postrzegac jako zasadniczy mankament
projektu badawczego. Z drugiej strony jednak tak spon-
taniczne i zywiotowe obranie przedmiotu badan - szcze-
gdlnie gdy chodzi o badania jakosciowe - moze sie stac
atutem, gdyz chroni nas przed przesadzaniem wynikéw
przed przeprowadzeniem samych badan. ,Rozmys$lna
naiwno$¢” (kvale 2004, s. 42-44) zastapiona zostata faktycznag
naiwnoscig, naszaignorancjg, niewiedza o tym fenomenie
wpisanym w kulture wyspy. Piszemy o tym z niepokojem,
ale takze z nadzieja, ze nasza interpretacja tego fenomenu
bedzie mozliwa do przyjecia.

Tu jednak rodzi sie problem perspektywy interdyscy-
plinarnej, ktéra bierze sie z naszych profesji. Jedno z nas
osiadto w dziedzinie projektowania graficznego, drugie zas
w dziedzinie filozofii wychowania i studiéw kulturowych,
co - z oczywistych wzgledéw - przektada sie na nasze
instrumentarium interpretacyjne. Jednakze w odniesie-
niu do przedmiotu, ktérym jest reklamowe malarstwo
uliczne, kierujemy sie radykalnym postulatem interdy-
scyplinarno$ci proponowanym za Rolandem Barthes’em
przez Nicholasa Mirzoeffa w kontekscie badania kultury
wizualnej:

+~Aby wykonaé robote interdyscyplinarng, nie wystarczy
obrac tematu i spojrzec¢ nan z obszaréw dwéch, trzech
nauk. Badania interdyscyplinarne polegaja na stworze-
niu nowego obiektu, ktéry nie nalezy do nikogo” (Barthes
za: Mirzoeff 1999, s. 4).

Podobnie w naszym podejsciu do zgromadzonego mate-
riatu wizualnegoidanych pochodzacych z wywiadéw nie
bedzie to wprost interpretacja osadzona ani w dziedzinie
krytykisztukiiprojektowania graficznego, ani w dziedzi-
nie teorii komunikacji, pedagogiki kultury czy semiotyki
wizualnej. Reklamowe malarstwo uliczne nie nalezy do
zadnej z tych dziedzin, nalezy do Saotomejczykdw - jest
wytworem ich kultury narodowej.
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do colectivo “S6 Pintura” que concordaram em falar sobre
o trabalho criativo deles.

Deste modo, o projectoBom dia Sdo Tomé! Pintura publicitaria
sdo-tomense - andlise do discurso visual é de caracter indu-
tivo, nasce de uma observacdo pormenorizada e caminha
rumo a uma teoria geral do fenémeno observado. A nossa
ignordncia quanto a existéncia da pintura publicitaria de
rua sdo-tomense faz com que se possa interpretar a falta
de um plano de pesquisa cientifica inicial como uma falha
consideravel. Por outro lado, a escolha tdo esponténea
e viva de um objecto de pesquisa, sobretudo quando se
trata de um estudo qualitativo, pode tornar-se uma van-
tagem porque nos protege de formular conclusdes antes
de conduzir a prépria pesquisa. “Ingenuidade deliberada”
(kvale 1996, p. 33) foi substituida por uma ingenuidade de fac-
to, pelanossaignorancia e pela falta de conhecimento no
que diz respeito a este fenémeno integral da cultura da
ilha. Estamos preocupados ao escrever isto, mas também
esperanc¢osos quanto a possivel legitimidade da nossa
interpretacdo do fenémeno.

Aqui é que, porém, surge o problema da perspectiva inter-
disciplinar que tem a ver com as profissdes que exercemos.
Um de nés tem afinidades com o design grafico, outro com
a filosofia de educacéo e estudos culturais, o que de um
modo obvissimo afecta as ferramentas interpretativas
que usamos. No que diz respeito ao objecto desta pesquisa,
a pintura publicitaria sdo-tomense de rua, orientamo-
-nos por um postulado radical de interdisciplinaridade,
tal como proposto por Nicholas Mirzoeff no contexto de
estudo da cultura visual, derivante do pensamento de
Roland Barthes:

“Para se fazer interdisciplinaridade, ndo basta tomar o as-
sunto (um tema) e convocar em torno duas ou trés ciéncias.
A interdisciplinaridade consiste em criar um objeto novo
gue néo pertenga a ninguém” (Barthes apud Mirzoeff 1999, p. 4).

E assim a nossa abordagem quanto & interpretacgdo do
material visual recolhido e dados provenientes de en-
trevistas ndo compreendera o estudo inclinado apenas
a areada critica de arte ou design grafico, nem s6 a teoria
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to a general theory about the observed phenomenon. The
initial lack of plan, which resulted from the lack of knowl-
edge that such a phenomenon as the Sdo Toméan street ad-
vertisement painting existed, may be perceived as a major
drawback of this research project. On the other hand, this
spontaneous act of choosing the research object - especial-
ly in the case of qualitative research - may become a chief
asset since it protects us from prejudging the results before
the research is conducted. “Deliberate naiveté” (kvale 1996,
33) was replaced with actual naiveté, our ignorance, lack of
knowledge of this phenomenon inscribed in the island’s
culture. We write about it with not only apprehension but
also hope that our interpretation of this phenomenon will
be possible to accept.

However, here arises the problem of interdisciplinary per-
spective related to our professions. One of us is immersed
in the field of graphic design, whereas the other in philoso-
phy of education and cultural studies, which - for obvious
reasons - is translated into tools for interpretation. With
reference to such a subject as street advertisement paint-
ing, we are guided by the postulate of interdisciplinarity
proposed by Nicholas Mirzoeff, after Roland Barthes, in the
context of researching visual culture:

“In order to do interdisciplinary work, it is not enough to
take a ‘subject’ (a theme) and to arrange two or three sci-
ences around it. Interdisciplinary study consists in creat-
ing a new object, which belongs to no one” (Barthes quoted in
Mirzoeff 1999, 4).

Similarly, in our approach to the collected visual material
and the data from interviews, it would not be directly an
interpretation embedded either in the field of art criticism
and graphic design or in the field of communication theory,
culture pedagogy or visual semiotics. Street advertisement
painting does not belong to any of these fields; it belongs to
the Sdo Toméan people - it is an artefact of their national
culture.

We would like to begin by underlining our clearly critical
attitude towards capitalism in general (stanczyk 2013) and
advertising in particular (wasik2012). We perceive advertising
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Na wstepie musimy podkresli¢ nasz jednoznacznie kry-
tyczny stosunek do kapitalizmu w ogdle (stariczyk2013), a do
reklamy w szczeg6lnosci (wasik 2012). Reklame postrzega-
my w kategoriach kapitalistycznej fabryki snéw, miejsca
wytwarzania fantazji, ktérej rewersem jest groza ka-
pitalizmu, do$wiadczajaca nas codziennym wyzyskiem
ialienacja pracy. Nier6wnosci spoteczne rosna i osiagaja
poziom podobny do tego sprzed I wojny §wiatowej (piketty
2015). W roku 2016 doszlis$my do takiego poziomu rozwar-
stwienia, ze 1% najbogatszych ludzi na ziemi posiada 99%
wszelkich débr (oxfam 2016). Zdaniem Ladislaua Dowbora
kapitalistyczny rynek nie ma zdolnosci do trafnej alokacji
zasob6w, czego rezultatem jest globalna nieréwnowaga
(Dowbor 2008). Jedna z przyczyn tego stanu jest system re-
klamy. Stoi za nim logika homo oeconomicus, ktérej przy-
Swieca jeden jedyny cel - wykorzystanie cudzej pracy
(Horkheimer, Adorno 1994). System reklamy jest doskonatym
przyktadem tego, co Mark Fisher nazywa ,realizmem
kapitalistycznym”, ktéry ,zainstalowat sie jako «ontologia
biznesu»” we wszystkich dziedzinach zycia - od ochrony
zdrowia przez edukacje az po komunikacje spotecznag
(Fisher 2009,5.17). Trawestujac stowa Dowbora, ze ,w miejsce
ochrony zdrowia powstat przemyst choréb, w przypad-
ku edukacji przemyst dyplomoéw, w przypadku kultury
przemyst rozrywkowy” (Dowbor 2009, 5. 117), uwazamy, ze
w komunikacji spotecznej dominuje system reklamy. Ken
Garland w manifescie Najpierw rzeczy pierwsze sektor
reklamy kojarzy z trwonieniem talentéw, ludzkich umie-
jetnosci i zasobow, ktére mogtyby by¢ wykorzystane na
~Sprawy warte zachodu” (Garland 2011,s.331-332). 0 ile u Gar-
landa krytyka reklamy nie ma jeszcze tresci politycznie
kontrkulturowej, o tyle Najpierw rzeczy pierwsze 2000
(2011) oraz Najpierw rzeczy pierwsze. Nowe spojrzenie Ri-
charda Poynora (2011) wskazuja wprost na najwazniejsze
problemy, wobec ktérych zorientowany na wytwarzanie
popytu kapitalistyczny system reklamy jest bezradny.
Rozwigzywanie kryzyséw spotecznych, ekonomicznych
i ekologicznych spowodowanych globalna nieréwnoscia
nie przysporzy zyskoéw najbogatszym, a zatem w krytyce
reklamy chodzi o demokracje: ,Komercja zagarniajaca
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de comunicacgéo, pedagogia de cultura ou semi6tica visual.
A pintura publicitaria de rua nio pertence exclusivamente
anenhuma dessas areas, pertence aos sdo-tomenses, é um
produto da cultura nacional deles.

No inicio queremos destacar fortemente o nosso ponto de
vista critico quanto ao capitalismo em geral (staniczyl 2013)
e a publicidade em particular (wasik2012). A publicidade para
nos encarnauma fabrica capitalista de sonhos, um lugar de
produzir fantasias cujo reverso é o pavor do capitalismo
que resulta diariamente em exploracéo e alienagédo no tra-
balho. As desigualdades sociais crescem e atingem um nivel
parecido aquele de antes da Primeira Grande Guerra (Piketty
2015). No ano 2016 atingimos um nivel de desestruturacgéo
onde 1% dos mais ricos possui 99% de todos os bens (oxfam
2016). Segundo Ladislau Dowbor o mercado capitalistanéo
é capaz de distribuir os bens de um modo acertado o que
resulta num desequilibrio global (Dowbor 2008). Uma das
razdes para este estado de coisas é o sistema publicitario.
Este sistema é apoiado pela légica de homo economicus
orientada por um unico objectivo - explorar o trabalho
do outro (Horkheimer, Adorno 1994). O sistema de publicidade
é um exemplo perfeito de algo que Mark Fisher chama de
“realismo capitalista” que “se instalou como a ontologia do
negdcio” em todos os aspectos da vida, desde a protecgéo
da saude e educagdo até a comunicacgéo social (Fisher 2009,
p.17). Parafraseando as palavras de Dowbor, “no lugar da
satde surgiu a industria da doencga, no caso da educacéo
ainduastria do diploma, no caso da cultura a indastria do
entretenimento” (Dowbor 2012), podemos constatar que na
comunicacdo social domina o sistema da publicidade. Ken
Garland no manifesto First Things First (As Primeiras Coisas
Primeiro) atribui a publicidade a destruicdo dos talentos,
capacidades e potencialidades humanas que podiam ser
aproveitadas “para o que vale a pena” (Garland 1964,). Enquanto
acritica da publicidade em Garland ainda néo toma contor-
nos politicamente contraculturais, ja First Things First 2000
(1999) e First Things First (Revisited) de Richard Poynor (1999)
indicam directamente os problemas mais graves perante
os quais o sistema da publicidade, orientado para criar
a procura capitalista, se torna indefeso. A resolucéo dos
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in terms of a capitalist dream factory, a place that creates
fantasy whose true nature hides the threat of capitalism
that afflicts us with everyday exploitation and alienation
of labour. The level of social inequalities is increasing and
reaches a point similar to the one before the First World
War (piketty 2014). In 2016, social stratification achieved such
a high level that the richest 1% of world population held
99% of all wealth (0oxfam2016). According to Ladislau Dowbor,
a capitalist market is not able to allocate resources cor-
rectly, which results in global imbalance (Dowbor 2008). The
advertising system is one of the reasons for this state. It
is based on the logic of homo economicus that is motivated
by one and only goal - make use of other people’s work
(Adorno, Horkheimer 2002). The advertising system is an excel-
lent example of what Mark Fisher calls “capitalist realism”,
which “installed a ‘business ontology’” in all areas of life
- starting from healthcare through education ending with
social communication (Fisher 2009,17). Travestying the words
of Dowbor that “instead of health, the industry of disease
surfaced, in the case of education, the diploma industry, in
the case of culture, the entertainment industry” (powbor 2011)
we state that social communication is dominated by the
advertising system. In his First Things First manifesto, Karl
Garland associates the advertising sector with wasting
talents, human skills and resources that could be used “for
worthwhile purposes” (Garland 1964). While in Garland’s text
the criticism of advertising does not include a politically
countercultural content, First Things First 2000 (1999) and
First Things First (Revisited) by Richard Poynor (1999) directly
indicate the most important problems in the face of which
the capitalist advertising system, orientated towards gen-
erating demand, is helpless. Defusing social, economic and
ecological crises caused by global inequality will not bring
profits for the richest, thus the criticism of advertising is
about democracy: “The escalating commercial take-over of
everyday life makes democratic resistance more vital than
ever” (Poynor 1999).

Criticising the advertising system, we came to the culmi-
nation point which one of us described as the categorical
imperative of designing:
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coraz wieksze obszary naszego codziennego zycia czyni
demokratyczny opér bardziej istotnym niz kiedykolwiek”
(Poynor 2011, s. 348).

Punktem szczytowym naszej krytyki systemu reklamy
jest to, z czym ciagle sie zgadzamy, a co jedno z nas okres-
lito jako imperatyw kategoryczny projektowania:

»Bierz udziat w takim projektowaniu graficznym, pojmo-
wanym jako masowe komunikowanie, jakbys sam miat by¢
przedmiotem jego oddziatywania. Projektowanie graficz-
ne jest nie tylko rzemiostem, ale ma tez moc kreowania
rzeczywistosci, dlatego nie twoérzmy takiej rzeczywistosci,
jakiej nie chcieliby$Smy sami do§wiadczy¢” (wasik 2012,s.106).
Jakie sg zatem przyczyny naszej jednoznacznie entuzija-
stycznej postawy wobec saotomejskiego reklamowego
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problemas sociais, econémicos e ecoldgicos resultantes
da desigualdade social ndo enriquecera os ricos, por isso
a critica da publicidade é democrética: “O comercialismo
que rouba cada vez mais dreas do nosso dia-a-dia faz com
que aresisténcia democratica se torne cada vez mais im-
portante” (Poynor 1999).

O topo das nossas criticas ao sistema de publicidade con-
tinua a ser o mesmo paradigma que uma vez foi por nés
descrito como um imperativo categérico do design:
“Participe num projecto de design grafico, como se este
fosse parte de uma comunica¢do em massa, tal como se
vocé proprio potencialmente fosse um objecto da acgdo
dele. O design grafico ndo é somente artesanato, pois pos-
sui também o poder de moldar a realidade. Assim, néo
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Tudo Qué, Sdo Tomé

“You should take part in such graphic design, understood
as mass communication, as if you were the object of its
influence. Graphic design is not only a craft, but it also has
the power of creating the reality; therefore, we should
not create a reality that we would not like to experience
ourselves” (wasik 2012, 106).

What are thus the reasons for our explicitly enthusiastic
attitude towards the Sdo Toméan street advertisement
painting if we are so negative about the whole advertising
system? We ourselves had to face this question; however,
we can underline here that, for reasons unclear to us, we
first became habitual viewers of the advertising content
that we came across on S&do Tomé Island. In the conclusion
of the book, we will try to answer the question how the
Sdo Toméan advertisement painting is different from the
advertising system created by global corporations and
how it enables us to accept and even affirm it. This answer,
however, is preceded by a part that includes an elabora-
tion of theoretical and methodological threads as well
as a discussion on the results of the analysis of images
- which we perceive as the most important part of this
book - and a presentation of the photographic material
that we gathered.

Thus, the book Bom dia, Sdo Tomé! consists of three essen-
tial parts. The first chapter, entitled Word, image, discourse.
Constructing the object of the Sdo Toméan advertisement
painting, is an overview of theoretical bases and practical
solutions of the research on the phenomenon of the Séo
Toméan advertisement painting. Those readers who are
more impatient can skip over to the second chapter, The
Sdo Toméan advertisement painting - visual discourse anal-
ysis, in which we discuss conclusions drawn from our
research. In the third chapter, we present the collected
visual material.
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malarstwa ulicznego, skoro caty system reklamy oce-
niamy az tak negatywnie? Sami musieliSmy sie zmierzy¢
z tym pytaniem, ale juz we wstepie mozemy podkreslic,
ze najpierw z niejasnych dla nas powodow stalismy sie
natogowymi odbiorcami tresci reklamowych, ktére na-
potykali§my na Wyspie Swietego Tomasza. Na pytanie,
w jaki sposéb saotomejskie reklamowe malarstwo uliczne
rézni sie od systemu reklamy tworzonego przez globalne
korporacje i wjakisposéb pozwala sie akceptowaé, awrecz
afirmowac, postaramy sie odpowiedzie¢ w zakonczeniu.
Ale te odpowiedz bedzie poprzedzac czes¢ zawierajaca
rozwiniecie watkéw teoretycznych i metodologicznych,
a takze - co uznajemy za najwazniejsza czes¢ tej ksiazki
-omoéwienie wynikéw analizy obrazéw oraz prezentacja
zgromadzonego przez nas materiatu fotograficznego.
KsigzkaBom dia Sdo Tomé! sktada sie zatem z trzech zasad-
niczych czesci. Rozdziat 1, Stowo, obraz, dyskurs. Konstru-
owanie przedmiotu saotomejskiego malarstwa reklamowego,
jest oméwieniem podstaw teoretycznych i praktycznych
rozwigzan badania fenomenu saotomejskiego malarstwa
reklamowego. Bardziej niecierpliwi czytelnicy moga od
razu przeskoczy¢ do rozdziatu 2, Saotomejskie malarstwo
reklamowe. Analiza dyskursu, w ktérym omawiamy wnio-
ski ptynace z naszych badan. W rozdziale 3 prezentujemy
zgromadzony material wizualny.
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criemos uma realidade que nés préprios ndo queriamos
experienciar” (wasik 2012, p. 106).

Quais sédo entdo as razdes da nossa atitude inequivoca-
mente entusiastica perante a pintura publicitaria de rua
sdo-tomense, se nds proprios avaliamos o sistema publi-
citario de um modo abertamente negativo? Nos proprios
tivemos de enfrentar esta pergunta, mas para ja podemos
destacar que por razdes cuja l6gica nos escapa, tornamo-
-nos viciados no contetido publicitario que encontramos
nallha de Sdo Tomé. Tentaremos no fim dar uma resposta
ao porqué de a pintura publicitaria de rua sdo-tomense se
diferenciar do sistema criado pelas corporagdes globais
e como é possivel ndo sé o aceitar, mas até o afirmar. Mas
estaresposta sera prefaciada por uma parte tedrica e me-
todolégica, bem como por algo que achamos a parte mais
importante deste livro, nomeadamente por uma descrigdo
dosresultados da analise das imagens e pela apresentacéo
do material fotografico recolhido por nés.

O livroBom dia, Sdo Tomé! é, no entanto, composto por trés
partes principais. O capitulo 1, “A formacéo da pintura
publicitaria sdo-tomense como um objecto”, consiste em
descrever as bases tedricas e praticas para a realizacio do
estudo do fenémeno da pintura publicitaria sdo-tomense.
Os leitores mais impacientes podem saltar logo para o ca-
pitulo 2, “Pintura publicitaria sdo-tomense. Anéalise de dis-
curso”, no qual descrevemos as concluses do nosso estudo.
No capitulo 3 apresentamos o material visual recolhido.
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Bardziej niecierpliwi czytelnicy
moga od razu przeskoczyc
do rozdziatu 2

Os leitores mais impacientes
podem saltar logo para o capitulo 2

Those readers who are more
impatient can skip over to
the 2" chapter
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Stowo, obraz, dyskurs.
Konstruowanie przedmiotu
saotomejskiego malarstwa
reklamowego

Sformutowanie ,konstruowanie przedmiotu badawczego”
sugeruje, ze 6w przedmiot nie istnieje ot tak, po prostu,
oczekujac na swoje odkrycie. Rzeczywiscie, saotomejskie
malarstwo reklamowe nie istniato, czekajac na swoje
odkrycie. A juz na pewno nie mogliby$Smy sie zgodzi¢ na
europocentrycznaiegocentryczng perspektywe, w ktorej
reklamowe szyldy i murale czekajg nieniepokojone przez
nikogo, by zosta¢ odkryte wtasnie przez nas. Wprawdzie
-jak zauwaza Linda Tuhiwai Smith (2010,5.17) - w badaniach
nastapit powrét do ,modernistycznego i imperialistycz-
nego” pojmowania ,,odkrycia” naukowego, ktére wigze sie
ze zjawiskiem globalizacji ekonomicznej i komercjaliza-
cji wiedzy i nauki, lecz sami nie chcemy stac sie czescia
tego zjawiska. Boimy sie jednak, ze europocentryczno$¢
naszej perspektywy moze przesadzi¢ o naszej interpre-
tacji fenomenu saotomejskiego malarstwa reklamowego
-ze wzgledu na to, ze nie dos¢ doktadnie przeprowadzili-
$my ,samo-krytyke” wtasnych zatozen oraz ze nie dosé
dobrze przeprowadziliSmy ,,samo-kontrole” w procesie
badawczym.
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Palavra, imagem, discurso.
A formacao da pintura
publicitaria sdo-tomense
CcOomo um objecto

Dizer “a construcgédo do objecto de pesquisa” sugere que
o proprio objecto nédo existe assim do nada, a espera de
ser descoberto. E 6bvio que a pintura publicitaria sdo-
-tomense ndo existia apenas a espera de ser descoberta.
E ainda por cima ndo podiamos aceitar a perspectiva eu-
rocéntrica e egocéntrica que dita que os letreiros e murais
estdo a espera de serem descobertos por nés. Alids, como
destaca Linda Tuhiwai Smith (2008, p. 113), nas pesquisas
cientificas voltou-se a perceber a “descoberta” cientifica
na perspectiva “modernista e imperialista”, o que se liga
com o fendmeno da globalizacdo econémica e com a comer-
cializacdo de sabedoria e ciéncia - pois nds ndo queremos
fazer parte deste fendmeno. No entanto, tememos que
o eurocentrismo da perspectiva aceite por nés possa pesar
nanossainterpretacdo do fendmeno da pintura publicitaria
sdo-tomense pelo simples facto de que a “autocritica” dos
nossos objectivos e o “autocontrole” durante o processo
de pesquisa ndo foram cumpridos plenamente.

O problema ao qual tentamos aqui dar a volta é bastante
velho porque nasceu com Marx, ou mais propriamente
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Word, image, discourse.
Constructing the object
of the Sdo Tomeéan
advertisement painting

The term “constructing the research object” suggests that
the object in question does not exist just like that, waiting
forits discovery. Indeed, the Sdo Toméan advertisement
painting did not exist waiting for being discovered. We
would certainly not agree to an Eurocentric and egocentric
perspective in which advertising signboards and murals,
not bothered by anyone, are awaiting us to discover them.
Indeed, Linda Tuhiwai Smith notices that there has been
“the turn back to the modernist and imperialist” (smith
2008, 113) understanding of scientific “discovery”, which is
related to the phenomenon of economic globalisation and
commercialisation of knowledge and science, yet we do not
want to participate in this. We feel anxious, however, that
the Europocentricity demonstrated by our perspective may
determine our interpretation of the phenomenon of the Sdo
Toméan advertisement painting because we did not self-
criticise our assumptions precisely enough or we did not
practise “self-control” in the research process too well.

The problem we are trying to manage here is quite old - it
dates back to Marx, or Kant to be precise - but it assumed
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Problem, z ktérym prébujemy sie tu uporac, jest dosc stary,
bo wywodzi sie od Marksa, a wtasciwie juz od samego
Kanta, ale dojrzata postac przybrat w socjologii wiedzy,
ktérej podstawowa teza gtosi, ze formy wiedzy i myslenia
maja swoje zZrodta spoteczne (mannheim 1985). Tym samym
zrodta spoteczne musi mie¢ takze mysl, iz mysli maja
spoteczne zrodta, ale Mannheimowska socjologia wiedzy
jest tylko jednym z wielu przyktadéw kryzysu wiedzy,
ktéry towarzyszy wspotczesnemu (nowoczesnemu) spo-
teczenstwu od czasu uprzemystowienia. Zawsze jakas
ideologia okreslata ludzkie myslenie, i cho¢ teraz jestesmy
tego bardziej Swiadomi niz kiedys, wcale nie oznacza to,
Ze jesteSmy sobie w stanie z tym poradzi¢. Pomimo ogto-
szenia ,upadku wielkich narracji” (Lyotard 1997) ich upadek
wcale nie nastapit.

Zdajac sobie jednak sprawe ze spotecznych uwarunko-
wan proceséw poznania i podazajac za Habermasowskim
kontrfaktycznym, a zatem niemozliwym do petnej reali-
zacji, cho¢ koniecznym postulatem ,hermeneutycznej
bezwzglednosci” (Habermas 1999,s.110), u§wiadamiamy sobie
niemozno$¢ uzyskania ,,obiektywnego” punktu widzenia
na ,obiektywnie” istniejacy przedmiot. Wobec tego nie
probujemy tworzy¢ ztudzenia bezstronnosci, charaktery-
stycznego dla pozytywistycznego paradygmatu w bada-
niach spotecznych, gdyz - uzywajac okreslenia Douglasa
Foleyai Angeli Valenzueli(2010,s.316)- mozna prébowac tej
~boskiej sztuczki” obiektywnosci, ale sztuczka ta udac sie
nie moze. Tym samym nasze spojrzenie na saotomejskie
malarstwo uliczne jest jednym ze spojrzen, a nasza inter-
pretacja tego fenomenu jedna z wielu sktadajacych sie na
proces negocjowania znaczen. Wyjsciowym warunkiem
koniecznym tej mozliwos$ci jest uznanie przez nas granicy
zarysowanej przez Bogumita Jewsiewickiego (2013) miedzy
sztuka tradycyjna a sztuka nowoczesna: ,Inaczej niz wia-
domos¢ przesytana przez duchy lub przodkéw i komuni-
kowanaw czyich$ snach lub transie, figuratywne murale
byly wytwarzane i odbierane w sferze publicznej, gdzie
dyskutowano problemy wspdélnoty” (jewsiewicki 2013, s. 334).
Analogicznie do figuratywnego malarstwa na terenach
wiejskich w Kongo saotomejskie malarstwo reklamowe

PL

ainda com Kant, mas que s6 ganharia a sua forma plena
no dmbito da sociologia do conhecimento cujabase da tese

postula que as formas do conhecimento e de pensar tém
raizes sociais (Mannheim 1954). Sendo assim, o pensamento

de que os pensamentos sociais tém raizes sociais, também
tem de ter raizes sociais. Mas a sociologia do conheci-
mento de Mannheim constitui apenas um dos muitos

exemplos da crise de sabedoria que tem acompanhado

asociedade contemporéanea (moderna) desde os tempos

daindustrializacdo. O modo de pensar humano sempre

foi orientado por alguma ideologia e embora hoje em

dia estejamos mais conscientes disso, isto néo significa

que saibamos como lidar com a situagdo. Apesar de se

ter anunciado “a queda das grandes narrativas” (Lyotard

1984), esta queda ainda nédo se deu realmente.

Tendo plena consciéncia do condicionamento social de

processos de conhecimento e seguindo o postulado de

“impiedade hermenéutica” de Habermas (Habermas 1985,
p.55), contrafactual e por isso impossivel de ser realizado,
mas ao mesmo tempo indispensavel, estamos também

conscientes de que ndo se pode atingir um ponto de vista

“objectivo” sobre um objecto que existe “objectivamente”.
Por isso nem tentamos criar uma ilusdo de imparcia-
lidade, tdo caracteristica no paradigma positivista de

estudos sociais porque, recorrendo a expressio usada

por Foley e Angel Valenzuela (2005, p. 218), pode-se tentar
este “truque divino” da objectividade, mas o truque falha

logo a partida.

Sendo assim, o nosso olhar sobre a pintura de rua séo-
-tomense é apenas um dos olhares possiveis, bem como

a nossa interpretacdo deste fendmeno uma de muitas

que compdem o processo de negociacéo dos significados.
A condicdo necessdriainicial desta possibilidade consiste

em aceitarmos a fronteira desenhada por Bogumit Jew-
siewiecki (2013) entre a arte tradicional e a arte contempo-
rénea: “Os murais figurativos, ao contrario das mensagens

enviadas pelos espiritos ou pelos antepassados através

dos sonhos ou transe de alguém, eram produzidos e en-
tendidos na esfera publica onde se discutia os problemas

da comunidade” (jewsiewicki 2013, p. 334).
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its mature form in the sociology of knowledge, whose
principal thesisis that modes of knowledge and thinking
are of social origin (Mannheim 1954). Thus, the thought that
thoughts are of social origin has to be of social origin too.
Mannheim’s sociology of knowledge is only one of many
examples of the crisis of knowledge that has accompanied
the contemporary (modern) society since industrialisa-
tion. There has always been an ideology that determined
human thinking and although we are now more aware
of it than in the past, it does not mean that we are able to
handle it. Even though the “collapse of metanarratives”
(Lyotard 1984) was announced, it did not happen.

Being aware of social factors in cognitive processes and
following Habermas’s counterfactual, thus impossible
to be fully realised but necessary postulate of “herme-
neutic severity” (Habermas 1985, 55), we do realise that it is
impossible to provide an “objective” viewpoint on an object
that exists “objectively”. Therefore, we do not attempt
to create an illusion of objectivity, characteristic of the
positivist paradigm in social research because - to use
Douglas Foley and Angela Valenzuela’s term (2005, 218) - one
can try to use this “god trick” of objectivity, but it will not
work. For this reason, our look at the Sdo Toméan street
painting is one of many looks and our interpretation of
this phenomenon is one of many interpretations, which
- combined - form the process of negotiation of mean-
ings. For us, an essential prerequisite of this possibility
is to recognise the border between traditional art and
contemporary art established by Bogumit Jewsiewicki:
“Unlike a message sent by spirits or by ancestors and con-
veyed by someone’s dream or trance, figurative images
on murals were produced for, and received in, the public
sphere, where the concerns of the community were de-
bated” (Jewsiewicki 2013, 314).

In a similar way to the perception of figurative paint-
ing in the rural areas of the Congo, we perceive the Sdo
Toméan advertisement painting in terms of modernism,
modernisation, modernity or the present time in their
characteristic Sdo Toméan varieties. As in case of the
Congolese figurative painting, on Sdo Tomé Island we
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nie probujemy tworzyc
zhudzenia bezstronnosci

nem tentamos criar uma ilusao
de imparcialidade

we do not attempt to create an
illusion of objectivity
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pojmujemy w kategoriach modernizmu, modernizacji,
nowoczesnosci czy wspdtczesnosci w ich swoistej saoto-
mejskiej odmianie. Podobnie do figuratywnego malarstwa

kongijskiego takze na Wyspie Swietego Tomasza mozemy
mie¢ do czynienia z tym, co Jewsiewicki okreslit jako

udostepnienie ,do§wiadczenia nowoczesnosci” (2013,s.334).
Co jednak wazniejsze, traktujemy saotomejskie szyldy
i murale reklamowe jako forme komunikowania tresci,
ktoérej sami byliSmy odbiorcami. Zatem punktem wyjscia

dlanasjest to, ze jezyk wykorzystany w poszczegdlnych

obrazach-znakach nie byt dla nas zupetnie obcy. Ponadto

zaktadamy, ze fenomen malarstwa reklamowego wpisuje

sie w szerszy trend modernizacyjny, ktérego - wpraw-
dzie winnej formie - sami do§wiadczamy. To sa warunki

wstepne do tego, by ostroznie rozpoczac proces negocjo-
wania znaczen obecnych w malarskich przedstawieniach

reklamowych.

Przy tym caty czas pozostaje problem jednoczesnego nad-
miaruideficytu wiedzy w czasie poprzedzajacym badanie.
Zjednej strony bowiem raczej wiemy juz co$, niz nie wiemy
nic, a to moze przesadzic o interpretacji, z drugiej strony
zas istnieje deficyt wiedzy utrudniajacy dekodowanieiin-
terpretacje poszczegdlnych obrazéw-znakéw. Celnie 6w

problem przedstawia Tomasz Szkudlarek. Otéz jego zda-
niem badamy co$, bo nie wiemy, jakie to co$ jest, a chcemy
sie dowiedzie¢. Zeby jednak to co$ zbada¢ dobrze, musimy
wiedzieé, jakie to co$ jest, aby dostosowa¢ procedury ba-
dawcze do przyjetego przedmiotu badan, a przeciez tego

jeszcze nie wiemy - i tak koto sie zamyka (szkudlarek 2000,
s.277-278). MOwiac wprost, tworzenie teorii naukowej wy-
maga uruchomienia wiedzy potocznej, wiedzy o nizszym

standardzie, w tym sensie, Ze nie jest to wiedza ani dos¢

uniwersalna, ani do§¢ krytyczna, bo jest wiedzg party-
kularna i niekwestionujaca sposobéw jej wytwarzania.
Tomasz Szkudlarek ten moment zatozycielski teorii wiaze

z dwiema kategoriami, pochodzacymi z zupetnie innych

nastawien filozoficznych: ,hermeneutycznym przedro-
zumieniem” i ,ideologicznym przedzatozeniem”. W obu

przypadkach jednak chodzi o to samo, gdyz - w pewnym

sensie - w punkcie wyjscia mamy juz gotowa interpretacje

PL

Decidimos tentar entender a pintura publicitaria sdo-
-tomense de uma forma semelhante a pintura figurativa
rupestre no Congo, isto é, nas categorias modernistas, de
moderniza¢do, modernidade ou contemporaneidade na sua
vertente peculiar sdo-tomense. Na ilha de Sdo Tomé, tal
como no caso da pintura figurativa congolense, podemos
presenciar algo que Jewsiewicki definiu como uma par-
tilha de “experiéncia de modernidade” (2013, p. 334). O que,
alias, é ainda mais importante, é que tratamos os letreiros
e murais publicitarios sdo-tomenses como uma forma de
comunicacdo de contetdos dos quais éramos nés proprios
receptores. Por isso, 0 nosso ponto de partida compreen-
de o facto de que a linguagem usada nas imagens-signos
néo nos era de todo desconhecida. Achamos também que
o fenémeno da pintura publicitaria inscreve-se numa onda
modernizante mais vasta que, sob uma forma diferente,
nos proprios também experienciamos. Esses sdo os pré-
-requisitos para que se possa iniciar o processo de nego-
ciacdo dos significados presentes nas imagens publicitarias
pintadas.

Paralelmente continua premente a questio de tanto se
saber demais, como de se saber de menos, antes de iniciar
um estudo. Por um lado, sabemos algo em vez de nédo saber
nada, o que pode condicionar a nossa interpretagio. Por
outro lado, existe um défice de conhecimentos que dificulta
adescodificacdo e interpretacdo de imagens-signos especi-
ficas. Este problema foi delineado de um modo acertado por
Tomasz Szkudlarek. Segundo ele, estudamos algo porque
nédo sabemos como este algo é e porque queremos sabé-lo.
Alias, para estuda-lo bem temos de saber como este algo é,
de modo a ajustar os procedimentos de pesquisa ao tema
definido, contudo ainda nada sabemos sobre ele. E assim se
fecha o circulo (szkudlarek 2000, p.277-278). Ou seja, para criar
uma teoria cientifica é preciso activar os conhecimentos
correntes, os conhecimentos de um nivel mais baixo, isto
é, os conhecimentos que ainda nem séo suficientemente
universais, nem criticos, porque fazem parte de um co-
nhecimento particular que ndo nega os métodos da sua
criacdo. Tomasz Szkudlarek liga este momento fundador
de uma teoria com duas categorias provenientes de duas
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can face what Jewsiewicki determined as making the
“experience of modernity” (Jewsiewicki 2013, 334) available.
What is more important, however, is the fact that we
treat the Sdo Toméan advertising signboards and mu-
rals as a mode of communicating the content which we
received ourselves. Therefore, we depart from the point
in which the language used in particular images-signs
was not completely strange to us. Moreover, we assume
that the phenomenon of advertisement painting is con-
sistent with the broader modernisation trend that we
also experience, although in some other form. These are
the prerequisites for starting carefully the process of
negotiation of meanings that are present in advertise-
ment painting.

At the same time, there still exists the problem of the
simultaneous surfeit and deficit of knowledge in the
period that preceded the research. On the one hand, we
do know at least something, which may determine our
interpretation; on the other hand, we experience a deficit
of knowledge that makes it difficult to decode and inter-
pret particular images-signs. This problem was perti-
nently presented by Tomasz Szkudlarek. In his opinion,
we examine something because we do not know what it
is like but we want to learn about it. In order to examine
it well, we have to know what it is like so that we can
adapt our research procedures to the chosen research
object, which we still do not know - and so it comes
full circle (szkudlarek 2000, 277-278). Strictly speaking, the
formulation of a scientific theory requires using com-
mon knowledge, that is knowledge of lower standard
in the sense that this knowledge is neither universal
enough nor critical enough because it is particularis-
tic and does not question the ways of its production.
Tomasz Szkudlarek associates this moment of theory
formulation with two categories derived from com-
pletely different philosophical attitudes: “hermeneutic
pre-understanding” and “ideological pre-assumption”.
Both examples, however, are concerned with the same
issue because - in a way - the point of departure is the
already prepared interpretation of an object that has
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przedmiotu, ktérego badanie naukowe jeszcze sie nie
odbyto. Przytaczajac stowa Mannheima w konteks$cie
ideologicznego uwiktania badacza, ,z ta3 obnazona nie-
Swiadomos$ciag nadal trzeba zy¢”, a jedyne, co pozostaje,
to skonstruowanie ,nowej koncepcji obiektywnos$ci” na
fundamencie ,samo-kontroli” i,,samo-krytyki” (Mannheim
1985, 5. 349-350).

Tym samym nieodzowne wydaje sie nam zrekonstruowa-
nie naszego punktu widzenia i przedstawienie sposobu
konstruowania przedmiotu saotomejskiego malarstwa
reklamowego. Chodzi po prostu o to, aby przedstawic
konstrukcje teoretyczna tego, co badamy, bo wprawdzie
zebrany materiat badawczy to zdjecia szyldéw i murali
reklamowych, ale nie mozemy sie powstrzymac od tego,
by umiesci¢ nasze obserwacje w szerszym kontekscie
teoretycznym. Mamy tu wiec do czynienia z problemem
tego, co ,rzeczywiste” (konkretne szyldy i murale czy teo-
rie, ktére moga je wyttumaczy¢). Przekonujace wydaje sie
nam podejscie Paula Willisa, polegajace na umieszczeniu
obserwacji w szerszym polu teorii, ale w taki sposéb, by
proces ten nie umniejszat obserwacji poprzez zreduko-
wanie lokalnych zdarzen do poslednich ,podpérek dla
teorii” (saukko 2010, s. 490).

Jakie zatem sg nasze inspiracje teoretyczne w badaniach
saotomejskiego malarstwa reklamowego? Przede wszyst-
kim traktujemy to malarstwo - zgodnie z zatozeniami
studiéw kulturowych - jako praktyki znaczace (Barker
2005, s. 8).

Szyldy i murale reklamowe
jako praktyka oznaczania
-na marginesach kultury wizualnej

Samo istnienie pojecia kultury wizualnej paradoksalnie
sktania do postawienia pytania o to, czy w ogéle formy
kultury nie majg z koniecznos$ci charakteru wizualnego.
Pytanie to jest catkowicie uzasadnione w kontekscie pro-
cesu opisywanego przez specjalistéw od kultury wizualnej,
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abordagens filoséficas completamente distintas, ou seja,
com “pré-entendimento hermenéutico” e “pré-requisito
ideoldgico”. Nos dois casos trata-se, no entanto, do mesmo
porque, até um certo nivel, o ponto de partida compreende
uma interpretacio pronta do objecto cujo estudo cientifico
ainda nem foi realizado. Recorrendo as palavras de Man-
nheim quanto ao envolvimento ideolégico do pesquisador,
“com esta inconsciéncia deliberada é preciso continuar
aviver” e o Ginico que resta, é construir “uma nova ideia”
nabase de “autocontrole” e “autocritica” (Mannheim 1954, p. 42).

Assim sendo, parece-nos inevitavel reconstruir o nosso
ponto de vista e, consequentemente, apresentar desta
forma a construgdo do objecto da pintura publicitaria sdo-
-tomense. Trata-se de, nem mais nem menos, apresentar
os fundamentos tedricos do que estudamos, pois ainda que
o material recolhido para estudo sejam apenas fotografias
de letreiros e murais publicitarios, ao mesmo tempo néo
nos podemos abster de colocar as nossas observagdes num
contexto tedrico mais vasto. Enfrentamos, pois, agui uma
questdo de algo que é “real” (letreiros e murais particula-
res ou teorias que os podem contextualizar). Parece-nos
acertada a atitude de Paul Willis que colocou a observacgédo
num campo tedrico alargado de modo que a o processo néo
inferiorize a observagdo por reduzir os acontecimentos
locais a meros “suportes tedricos” (saukko 2005, p. 345).
Quais sdo entdo as nossas inspiragdes tedricas no estudo
da pintura publicitaria sdo-tomense? Sobretudo, tratamos
esta pintura, conforme as bases dos estudos de cultura,
como sendo uma pratica significativa (Barker 2008, p. 15).

Letreiros e murais publicitarios
como uma pratica significante
-nas margens da cultura visual

A prépria existéncia da cultura visual paradoxalmente faz-
-nos perguntar se em geral todas as formas da culturando
tém por acaso caracter visual. Esta pergunta é justificadis-
sima quanto ao processo compreendido pelos especialistas
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not been researched yet. To quote Mannheim’s words
in the context of a researcher’s ideological entangle-
ment, one has to “continue to live with the unconscious
uncovered” and the only thing left to do is to formulate
a “new conception of objectivity” based on “self-control”
and “self-criticism” (Mannheim 1954, 42).

Therefore, it seems essential to reconstruct our point of
view and thus present the way of constructing the object
of the Sdo Toméan advertisement painting. The aim is to
present a theoretical structure of this that we research
into. Although the collected research material includes
photographs of advertising signboards and murals, we
cannot refrain from placing our observations in a broader
theoretical context. Therefore, we face here the problem
of this that is “real” (specific signboards and murals or
theories that can explain them). In our opinion, Paul Willis’s
approach that consists in placing an observation in
a broader field of theory but in such a way so as the
process does not belittle the observation by reducing
local events to mediocre “props for social theories” (saukko
2005, 345) seems convincing.

What are our theoretical inspirations in our research
into the Sdo Toméan advertisement painting? We treat
it, above all, as meaningful practices, in accordance with
the assumptions of cultural studies (Barker 2008, 15).

Advertising signboards
and murals as a signifying practise
- on the margins of visual culture

The mere existence of the concept of visual culture para-
doxically induces to ask the question whether there are
in general any forms of culture that can be of different
character than the visual one. This question is com-
pletely justified in the context of the process described
by specialists in visual culture that consists in shifting
from the word culture to the image culture. Nicholas
Mirzoeff (1999, 7) writes that “the world-as-a-text” has
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ktoéry polega na przejsciu kultury stowa do kultury obrazu.
Nicholas Mirzoeff (1999,s.7) pisze, ze ,,§wiat-jako-tekst” zo-
stat zastapiony przez ,,Swiat-jako-obraz”, co - jego zdaniem
-jest silnie powiazane z napieciem miedzy modernizmem
i postmodernizmem:

sPostmodernizm czesto byt definiowany jako kryzys mo-
dernizmu. W tym kontekscie kryzys postmodernistyczny
powodowany jest przez modernizm i modernistyczna
kulture konfrontujaca sie z porazka wtasnej strategii
przedstawiania” (Mirzoeff 1999, s. 3).

Zdaniem Mirzoeffa dominacja obrazu jest dystynktyw-
ng cechg postmodernizmu, a zatem przyczyna kryzysu
wiedzy. Co do kryzysu wiedzy - zgoda, nie taczymy go
jednak z sama kultura wizualng, ale z ogélna cecha mo-
dernizmu, ktérataczy sie z rewolucjonizowaniem srodkéw
produkcji, sposobéw komunikacji i stylow codziennego
zycia, co oczywiscie musi sie przektada¢ na formy wiedzy
imyslenia. Zatem zwiekszajaca sie rola przedstawien wi-
zualnych w dyskursie jest wazna, ale tylko jedna z wielu
przyczyn wspoétczesnego kryzysu wiedzy - przy czym
pojecie kryzysu wcale nie jest pojeciem negatywnym.
Gunther Kress i Theo van Leeuwen (1996,1998) rGwniez do-
strzegaja napiecie miedzy kultura stowa i kultura obrazu,
lecz opozycji tej nie traktuja w tak antagonistyczny sposéb
jak Mirzoeff. W ich mniemaniu historia pisma przechodzi
od konkretu pod postacia obrazéw figuratywnych przez
piktogramy do abstrakcji i - obecnie - z powrotem do
figuratywnego konkretu (kress, Leeuwen 1998, s. 18-21). Kress
i Leeuwen ktada wobec tego nacisk na multimodalnos¢
jezykaidyskursu, conalezy rozumiec tak, ze system ozna-
czania oraz uzycie jezyka nie sprowadzaja sie do stowa
mowionego i pisanego, ale takze do obrazu (kress, Leeuwen
1998, s.186-187). Co wiecej i co wazniejsze, w kategoriach
komunikowania mozna réwniez spojrzeé na wszystkie
obiekty materialne i dowolne praktyki spoteczne, ktére
sgwyrazem dyskursywnego konstruowania tozsamosci
cztowieka. A zatem nie tylko stowo mdéwione i pisane
oraz obraz, ale takze to, w jaki sposéb sie ubieramy, co
robimy ze swoimi ciatami, jak sie poruszamy czy jakimi
przedmiotami sie otaczamy, moze by¢ traktowane jako
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na area da cultura visual como a passagem da cultura
da palavra a cultura da imagem. Nicholas Mirzoeff (1999,
p.7) escreve que “mundo-como-texto” foi substituido por
“mundo-como-imagem” o que, segundo ele, tem ligagdes
fortes com a tensdo entre modernismo e pds-modernismo:
“Pés-modernismo foi frequentemente definido como uma
crise do modernismo. Neste contexto, a crise pés-moder-
nista é causada por um modernismo e por uma cultura
modernista que enfrentam a derrota da sua proépria es-
tratégia de apresentar” (Mirzoeff 1999, p. 3).

O dominio da imagem, segundo Mirzoeff, é um traco dis-
tintivo do pés-modernismo e por isso é também a causa
da crise do conhecimento. Quanto a crise do conheci-
mento, estamos de acordo, mas néo a ligamos com a cul-
tura visual propriamente dita, mas com o traco geral do
modernismo, que tem a ver com o revolucionamento dos
meios de producédo, maneiras de comunicacéo e estilos
da vida cotidiana, o que necessariamente se traduz nas
formas de conhecimento e pensamento. Por isso, o papel
crescente das manifestacdes visuais no discurso constitui
uma causa importante, mas ndo Unica, da crise actual do
conhecimento. Tenhamos ainda em conta o facto de que
o conceito de crise ndo é necessariamente negativo. Gun-
ther Kress e Theo van Leeuwen (1996,1998) também notam
atensdo entre a cultura da palavra e a cultura daimagem,
mas ndo tratam esta oposi¢do como sendo tdo antagonis-
ta como a percebe Mirzoeff. Segundo eles a histéria da
escrita passa de uma concreta apresentac¢do imagética
figurativa, pelos pictogramas até a abstracc¢éo e, hoje em
dia, de volta ao concreto figurativo (kress, Leeuwen 1998, p. 18-21).
Kress e Leeuwen sublinham entdo a multimodalidade da
linguagem e do discurso e, dai, devemos compreender que
o sistema significativo e o emprego da linguagem néo se
limitam & palavra falada ou escrita, mas compreendem
também a imagem (kress, Leeuwen 1998, p. 186-187). Mais ainda,
e o que alids é mais importante, podemos perceber nas
categorias de comunicac¢édo todos os objectos materiais
e todas as actividades sociais que exprimem a criagéo
discursiva da identidade do ser humano. Entdo, ndo sé
apalavra dita e escritabem como aimagem, mas também
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been replaced by the “world-as-a-picture,” which is - in
his opinion - strongly related to the tension between
modernism and postmodernism:

“Postmodernism has often been defined as the crisis of
modernism. In this context, this implies that the postmod-
ernis the crisis caused by modernism and modern culture
confronting the failure of its own strategy of visualizing”
(Mirzoeff 1999, 3).
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praktykiznaczace. Jak pisze o tym przedstawiciel studiéw
kulturowych Chris Barker:

sjezyk nadaje znaczenie obiektom materialnym i prakty-
kom spotecznym, ktére w ten sposéb sa wtaczane w pole
widzenia i stajg sie dla nas zrozumiate w wyznaczonych
przez jezyk granicach. Procesy tworzenia znaczen to ina-
czej praktyki znaczace. W celu zrozumienia kultury nale-
zy dokonaé analizy proceséw symbolicznego tworzenia
znaczenia w jezyku rozumianym jako «system znaczacy»"
(Barker 2005, s. 8).

Mamy tu zatem do czynienia z semiotyczna gra miedzy
tym, co werbalne i wizualne (kress, Leeuwen 1998, 5. 187), ale
co akcentuja autorzy Reading Images, mozna zaobserwo-
wacé znaczace réznice w schematach wdrazania jedno-
stek w uzycie stowa wobec wdrazania do uzycia jezyka
wizualnego (Kress, Leeuwen 1996, s. 15-21). Stowo, a nie obraz,
jest ciggle uprzywilejowana modalnoscia dyskursu (kress,
Leeuwen 1998, s. 186-187), O znajduje przetozenie na prakty-
ki alfabetyzacji. Kress i Leeuwen uzywaja okreslenia
»nowa alfabetyzacja wizualna”, ktéra ma wyjs¢ naprze-
ciw problemowi ,zarezerwowania” aktywnej formy ko-
munikowania wizualnego dla dzieci, ktére w procesie
edukacji stopniowo odchodza od produkecji obrazéw na
rzecz produkecji tekstow, oraz dla stosunkowo waskiej
grupy specjalistow (1996,s.15-16). Uprzywilejowanie stowa,
czyli zjawisko, ktére za Mirzoeffem mozemy skojarzy¢
z dyskursem modernistycznym, bierze sie zatem gtéw-
nie z dominacji stowa w powigzanych ze soba obszarach
nauki i edukacji, co jednak wiaze sie z problemem, ktéry
Kress i Leeuwen okreslaja w kategoriach analfabetyzmu
wizualnego, uniemozliwiajacego aktywne uzycie jezyka
wizualnego (Kress, Leeuwen 1996, s. 15).

Umiejscowienie ,czytania obrazéw” w kontekstach alfa-
betyzacjiipost-alfabetyzacji jest nadaniem edukacyjnego
wymiaru twierdzeniu o spotecznych Zrédtach jezyka (icress,
Leeuwen 1996,s.15). Wizualno§¢ wytwarza sytuacje spoteczna,
reguluje zycie grupy, umozliwia przekaz ideologii i mitow,
czyli - méwiac wprost - partycypowanie w wizualnej
warstwie kultury uczy, jak patrzeé, porzadkuje procesy
poznawcze, co sktada sie na alfabetyzacje wizualna, ale
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amaneira como nos vestimos, o que fazemos com o0s nos-
SOS COrpos, COMOo nNos movimentamos ou com que tipo de
objectos nos rodeamos, podem ser compreendidos como
praticas significantes. Como representante dos estudos
culturais, Chris Baker escreve o seguinte:

“a lingua concede significado aos objectos materiais e as
actividades sociais que por isso sdo incluidas no nosso
perimetro e por isso tornam-se para nés compreensiveis
dentro dos limites tracados pela lingua. Os processos de
criacdo dos significados sédo praticas significantes. Para
entender uma cultura, é preciso concluir uma analise dos
processos da criagdo simbdlica do significado numa lingua
entendida como um «sistema significante»” (Barker 2008, p.7).
Entendemos que se trata aqui de um jogo semidtico entre
o verbal e o visual (kress, Leeuwen 1998, p. 187), mas 0s autores
de Reading Images sublinham que se pode observar dife-
rencas significativas quanto a implementagdo das unidades
verbais e do uso da linguagem visual (kress, Leeuwen 1996, p.
15-21). A palavra, e ndo a imagem, continua a ser a moda-
lidade discursiva privilegiada (kress, Leeuwen 1998, p. 186-187)
o que se reflecte nas actividades de alfabetizagdo. Kress
e Leeuwen usam a expressio “nova alfabetizagéo visual”
que visa enfrentar o problema de “reservar” a forma ac-
tiva de comunicar visualmente com um grupo restrito de
peritos na area e com criangas que no processo educativo
gradualmente se afastam da producio das imagens em
favor dos textos (1996, p.15-16). Privilegiar a palavra, ou seja,
um fenémeno que recorrendo a Mirzoeff podemos associar
ao discurso modernista, nasce sobretudo do dominio da
palavranas areas do ensino e da ciéncia, o que se ligam com
um problema que Kress e Leeuwen definem nas categorias
de analfabetismo visual, o que impossibilita o emprego
activo da linguagem visual (kress, Leeuwen 1996, p. 15).

Colocar “aleitura de imagens” no contexto da alfabetizagéo
e pos-alfabetizacdo significa conceder um nivel educacio-
nal a teoria de raizes sociais da lingua (kress, Leeuwen 1996,
p.15). A visualidade cria uma situacio social, regula a vida
de um grupo, possibilita a transmissdo de uma ideologia
e dos mitos, isto é, simplesmente, a participagdo no estrato
visual da cultura ensina como ver, estabelece a ordem nos
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According to Mirzoeff, the domination of picture is a dis-
tinctive feature of postmodernism and thus a reason for
the crisis of knowledge. We can agree about the crisis
of knowledge; however, we do not connect it only with
visual culture but also with a general characteristic fea-
ture of modernism that is related to the revolution of
means of production, ways of communication and life-
styles, which of course has to translate into modes of
knowledge and thinking. Therefore, the growing role of
visual representations in discourse is an important cause,
yet it is one of many causes for the present-day crisis of
knowledge. In addition, the notion of crisis is not nega-
tive at all. Gunther Kress and Theo van Leeuwen (1996;
1998) also notice this tension between the word culture
and the image culture, but they do not treat the opposi-
tion as antagonistically as Mirzoeff. In their opinion, the
history of writing goes from the concretum in the form
of figurative images through pictograms to abstraction
and - currently - back to the figurative concretum (iress,
Leeuwen 1998,18-21). Kress and Leeuwen place emphasis on
the multimodality of language and discourse, by which
one should understand that a signifying system and the
use of language are not reduced only to the spoken and
written word, but also to the image (kress, Leeuwen 1998,
186-187). More importantly, in categories of communica-
tion, one could also look at all material objects and any
social practices that are the expression of the discursive
establishment of one’s identity. For not only the spoken
and written word and the image but also what we wear,
what we do with our bodies, how we move or with what
objects we surround ourselves may be treated as sig-
nifying practices. As Chris Barker, a representative of
cultural studies, writes:

“language gives meaning to material objects and social
practices that are brought into view by language and
made intelligible to us in terms that language delimits.
These processes of meaning production are signifying
practices. In order to understand culture, we need to
explore how meaning is produced symbolically in lan-
guage as a ‘signifying system’” (Barker 2008, 7).
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jednoczes$nie pozostawia mozliwo$¢ kwestionowania po-
rzadku Swiata spotecznego, dekonstruowania znaczen
oraz ich negocjacji (Frackowiak, Rogowski 2011, s. 45-49). Przy
tym spoteczny proces produkcji i konsumpcji tekstow
- niezaleznie od modalnos$ci - sktada sie ostatecznie na
»krajobraz semiotyczny” (kress, Leeuwen 1996, s. 15-42), pole
praktyk oznaczania,locus dyskursywnej konstrukeji toz-
samosci podmiotu (Cackowskaiin. 2012). Jak pisze Krzysztof
T. Konecki, mamy do czynienia z ,nasyceniem kultury
materialnej elementami wizualnymi” (Konecki 2012,s.12), CO
dalej przektada sie na to, ze: ,Podmiotowos¢ jest czesto
wyrazana wizualnie, przy pomocy §rodkéw wizualnych
sa takze czesto budowane tozsamosci i Swiaty spoteczne”
(Konecki 2012, s. 12-13).

Przy tym, jak pisza Frackowiak i Rogowski, zainspirowani
koncepcjami Schiitza oraz Bergera i Luckmanna:
sTakrozumiany §wiat spoteczny spetnia co najmniej trzy
funkcje. Po pierwsze, chroni jednostke przed nattokiem
zbednych informacji, a wiec pozwala dokonywac¢ selekeji
i dzieli¢ zdarzenia na mniej lub bardziej istotne w danej
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processos cognitivos o que activa a alfabetizacéo visual,
mas ao mesmo tempo deixa uma margem para desafiar
a ordem do mundo social, desconstruir e negociar signi-
ficados (Frackowiak, Rogowski 2011, p. 45-49). O processo social de
producéo e de consumo de textos, independentemente da
modalidade, compde no fim “a paisagem semidtica” (kress,
Leeuwen 1996, p. 15-42), 0 campo de actividades do significado,
locus da construcgdo discursiva da identidade do objecto
(Cackowska et al. 2012). Como escreve Krzysztof T. Konecki,
podemos ver aqui “a saturacio da cultura material com
os elementos visuais” (Konecki 2012, p. 12), 0 que se traduz no
facto de que:

“A sujeicdo frequentemente se exprime visualmente, as
identidades e mundos sociais constroem-se com o apoio
de meios visuais” (Konecki 2012, p. 12-13).

Por isso, como alegam Frackowiak e Rogowski, inspirados
pelos conceitos de Schiitz e Berger e Luckmann:

“Um mundo social compreendido assim cumpre pelo menos
trés funcdes. Primeiro, protege da afluéncia de informagdes
supérfluas, isto é, deixa seleccionar e dividir acontecimentos
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We face here, therefore, a semiotic game between the

verbal and the visual (kress, Leeuwen 1998, 187). However, as

the authors of Reading Images underline, one could ob-
serve some significant differences between schemes for

introducing individuals into the use of word and those

for introducing them into the use of visual language (iress,
Leeuwen 1996,15-21). It is the word, not the image that is still

aprivileged modality of discourse (kress, Leeuwen 1998, 186-187),
which translates into literacy practices. Kress and Leeu-
wen use the term “new visual literacy”, which is supposed

to confront the problem of “reserving” an active form of
visual communication for children, who in the process of
education gradually abandon the production of images in

favour of the production of texts, and for a rather small

group of specialists (1996, 15-16). Granting special privi-
lege to the word, which is a phenomenon that, following

Mirzoeff, can be associated with modernist discourse,
originates mainly from the domination of the word in the

fields of science and education, which are related to each

other, yetitisalso connected to the problem which Kress

and Leeuwen determine in terms of visual illiteracy that
makes it impossible to use visual language actively (kress,
Leeuwen 1996, 15).

To place “reading images” in the context of literacy and

post-literacy is to bring an educational dimension to the

statement about the social origins of language (kress, Leeuwen

1996, 15). Visuality creates a social situation, regulates the
life of a group and enables the transfer of ideologies and
myths; strictly speaking, participation in the visual layer
of culture teaches how to look and organises cognitive
processes, which constitutes visual literacy, but at the
same time leaves open the possibility of questioning the
social world order, deconstructing meanings and negotiat-
ing them (Frackowiak, Rogowslki 2011, 45-49). Moreover, the social
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sytuacji. Po drugie, zwalnia z obowiazku uzasadniania

prawdziwo$ci/realnosci wtasnych dziatan czy przekonan.
Po trzecie, umozliwia zdefiniowanie tych wszystkich ele-
mentow, ktére nie wchodza w zakres wiedzy podzielanej

przez innych: tego, co nierealne (lub przynajmniej nieko-
niecznie, albo nie w petni, realne), i tego, co «wytacznie

moje»" (Frackowiak, Rogowski 2011, s. 43-44).

Taka konstrukcja §wiata nigdy nie jest jednak niewinna, bo

zawsze zostaje uwiktana w partykularne interesy jedno-
steki grup spotecznych, prébujacych narzucic jej znacze-
nieistworzyc¢ jakas forme hegemoniczng - uzyskiwania

zgody na spoteczne stosunki wtadzy, a zatem hegemonia

jest forma rzadzenia metodami czysto kulturowymi za

posrednictwem systemu oznaczania (Laclau 2004,2009). Tak
uwiktana w relacje wtadzy praktyka dyskursywna, gdy
mowa o dyskursie wizualnym, zmusza do myslenia o es-
tetyce w kategoriach polityki, co jest charakterystyczne

dla paradygmatu studiéw kulturowych (Hunter1992,s.347). Jak
twierdzi Barker, chodzi tu o ,0siaganie zgody”, polegajace

na ,powszechnej identyfikacji ze znaczeniami”, ktérych

nosnikiem sg teksty (obrazy) dominujace, stajace sie tym

samym ,tekstami hegemonicznymi” (Barker 2005, s. 11). Nie

inaczej do zagadnienia wtadzy dyskursu podchodzi Lydia

Spenceley (2012, s. 189-202), ktéra zajmujac sie dyskursem

edukacyjnym, ktadzie nacisk na relacje wtadzy w proce-
sach wytwarzania i konsumowania tekstow (i obrazow),
bedace rezultatem proceséw uczenia sie hegemonicznego

i sposobu kodowania i dekodowania znaczen zgodne-
go z rezimem prawdy. Podobnie jak to jest w studiach

kulturowych, Spenceley zaktada jednak mozliwos¢ opo-
zycyjnego odczytania znaczen hegemonicznych, ktére

staje sie momentem rozpoczecia procesu negocjowania

znaczen (2012,s.199).

Procesy, o ktérych piszemy - tworzenie Swiatéw spotecz-
nych, tworzenie jezyka, uzycie jezykai praktyki oznacza-
nia, dyskursywne konstruowanie tozsamosci podmiotu
i grup spotecznych, uwiktane w relacje dominacji i kon-
struowanie hegemonii - wydaja sie procesami doniostymi
ipewnie takimi sa. Wobec tego moze pojawi¢ sie pytanie
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entre mais e menos importantes numa dada situacéo. Se-
gundo, livra daresponsabilidade de justificar a veracidade/
realidade dos nossos proéprios feitos ou crencgas. Terceiro,
possibilita definir todos os elementos que nio fazem parte
do conhecimento partilhado por outros: aquilo que é irreal
(ou pelo menos ndo necessariamente, ou nio cabalmente,
real) e aquilo que é «apenas meu»” (Frackowial, Rogowski 2011,
p.43-44).

Alias, este tipo de constru¢do do mundo nunca é inocente
porgue se encaixa sempre nos interesses particulares de
seres humanos e grupos sociais que lhe tentam impor
o significado e criar uma forma hegemonica, uma forma de
ter acordo para criar uma situacdo social de poder. Sendo
assim, a hegemonia é uma forma de governar através
de métodos puramente culturais que recorre ao sistema
de significantes (Laclau 2004, 2009). A actividade discursiva
imersa nas relagdes de poder, no &mbito do discurso visual,
faz com que se tenha de pensar sobre a estética nas cate-
gorias politicas o que é caracteristico para o paradigma
dos estudos culturais (Hunter 1992, p. 347). Como alega Baker,
trata-se aqui de “chegar aum acordo” que se baseia numa
“identificacdo cabal com os significados” cujos portadores
sdo os textos (imagens) dominantes que assim se tornam
“textos hegemonicos” (Barker 2008, p. 11). Esta visdo de poder
do discurso é partilhada também por Lydia Spenceley (2012,
p.189-202) que ao tratar do discurso educativo destaca as
relagdes de poder nos processos de produzir e consumir
textos (imagens) que resultam de processos de aprendiza-
gem hegemonica e da maneira de codificar e descodificar
dos significados conforme o nosso regime de verdade.
Porém, Spenceley, de modo semelhante ao que se faz nos
estudos de cultura, deixa a possibilidade de uma leitura
oposicionista dos significados hegemoénicos que se torna
num inicio da negociacio dos significados (2012, p. 199).

Os processos que nés descrevemos, nomeadamente, a cria-
cdo dos mundos sociais, da linguagem, o emprego desta
e as praticas significantes, a formacéo discursiva do su-
jeito e dos grupos sociais, tudo metido nas relagdes de
dominio e de construcéo da hegemonia, parecem notaveis
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process of producing and consuming texts - regardless of
modality - composes ultimately the “semiotic landscape”
(Kress, Leeuwen 1996, 15-42), a set of signifying practices, the
locus of the discursive construction of an individual’s
identity (cackowska etal.2012). As Krzysztof T. Konecki writes,
we experience “the saturation of material culture with
visual elements” (Konecki 2012, 12), which further translates
into the fact that: “Subjectivity is often expressed visually;
identities and social worlds are also very often constructed
with the use of visual means” (konecki 2012, 12-13).

At the same time, Frackowiak and Rogowski, inspired
by Schiitz's and Berger and Luckmann’s concepts, write:
“Understood this way, the social world performs at least
three functions. First of all, it protects an individual from
a mass of unnecessary information and thus allows to
make selection and divide events into more or less rel-
evant in a given situation. Second of all, it exempts from
the obligation to justify the authenticity/reality of one’s
own action and beliefs. Third of all, it makes possible to
define all these elements that do not fall within the scope
of knowledge shared by others: the unreal (or at least not
necessarily, or not completely, real) and the ‘only mine”
(Frackowiak, Rogowski 2011, 43-44).

However, this structure of the world is not innocent for it
is always entangled with particularist interests of indivi-
duals and social groups that are trying to impose a mean-
ing on it and create some kind of hegemonic form - obtain-
ing the approval for social power relations; thus hegemony
is a form of ruling with purely cultural methods by the
agency of the signifying system (Laclau 1996;2005). When we
talk about visual discourse, this discursive practice, en-
tangled in power relations, makes us think of aesthetics in
terms of politics, which is characteristic of the paradigm
of cultural studies (Hunter 1992, 347). As Barker states, it is
about “the production of consent [that] implies popular
identification with the cultural meanings,” whose car-
riers are dominant texts (images) which, therefore, become
“hegemonic texts” (Barker 2008, 11). The issue of discourse is
approached in a similar way by Lydia Spenceley (2012, 189-202)
who, focusing on educational discourse, puts emphasis on

il
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o celowo$¢ umieszczania fenomenu saotomejskiego malar-
stwareklamowego w tak ztozonym kontekscie teoretycz-
nym. Nalezy jednak pamietac, ze doniosty czyn tworzenia
kultury, tworzenia jezyka czy tozsamosci podmiotow
i grup dokonuje sie w trakcie banalnych, codziennych
czynnosci. ,Kultura jest zwyczajna” - jak pisze Barker
(2005,s.16,66-71) — CO 0ZNacza, ze wytwarzana jest codzienne
przez ,tworcza zdolnos¢ ludzi do konstruowania wspoél-
nych praktyk znaczacych” (Barker 2005, s. 16). W wypadku
saotomejskiego malarstwa reklamowego mamy zatem
do czynienia z fragmentem kultury materialnej, w kto-
rym -jak w soczewce - skupiajg sie procesy tworzenia sie
»krajobrazu semiotycznego” Wyspy Swietego Tomasza
z praktykami znaczacymi codziennego Zycia Saotomej-
czykow w jego komercyjnej warstwie.

Malarstwo reklamowe
w krajach Afryki Zachodniej

Nie bedzie zadnej przesady w stwierdzeniu, Ze fenomen
saotomejskiego malarstwa reklamowego nie doczekat
sie jeszcze naukowego opracowania czy choc¢by skata-
logowania. Zreszta oba te zadania muszg by¢ sita rzeczy
prowizoryczne, gdyz komunikacja wizualna jest dzietem
otwartym i podlega nieustannym zmianom wraz z prze-
ksztatcaniem sie tkanki miejskiej i lokalnej gospodarki,
a takze stylow zycia. O ile jednak brakuje opracowania
saotomejskiego malarstwa reklamowego, o tyle znane sa
opracowania podobnych form malarskich z innych cze-
sci Afryki Zachodniej. Prekursorem badania malarstwa
reklamowego tego rejonu §wiata jest francuski fotograf
Jean-Marie Lerat (Lerat 1990;1992; Floor, Zanten 2010, s. 11), ktéry do-
kumentowat prace z Mali, Senegalu, Togo, Beninu, Burkina
Faso i Ghany. Jednakze stowo ,badanie” zostato tu uzyte
nieco na wyrost, w tym sensie, ze Lerat ograniczat sie do
tworzenia dokumentacji fotograficznej murali i szyldow
reklamowych w krajach Afryki Zachodniej. Jego najstyn-
niejsza ksiazka, Chez Bonne Idée images du petit commerce en
Afrique de I'Ouest, to album fotograficzny uporzadkowany
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e de certeza assim o sdo. No entanto, podera surgir uma
pergunta sobre a validade de colocar a pintura publicitaria
sdo-tomense num contexto tedrico tdo complexo. Lembre-
mo-nos alids de que a proeza notavel de criar a cultura, de
criar a linguagem ou da identidade de sujeitos e grupos,
também ocorre nas actividades mais corriqueiras do dia-
-a-dia. “A cultura é ordinaria”, como nos diz Barker (2008,
p.15,41-45), 0 que significa que se produz todos os dias por
“uma capacidade criativa dos homens para construir pra-
ticas significantes de grupo/comuns” (Barker 2008, p. 15). NO
que diz respeito a pintura publicitaria sdo-tomense, nés
enfrentamos um pedaco de cultura material onde, como
numa miniatura, se acumulam os processos de formacéo da
“paisagem semidtica” dallha de Sdo Tomé com as suas pra-
ticas significantes do dia-a-dia na vida dos sdo-tomenses
ao nivel comercial.

Pintura publicitaria
nos paises da Africa Ocidental

Nédo exageraremos se constatarmos que o fenémeno
da pintura publicitaria sdo-tomense ainda néo foi pes-
quisado, nem catalogado. Alias, as duas tarefas tém de
ser, por habito de forca, provisérias porque a comuni-
cagdo visual é uma obra aberta e sofre perpetuamente
mudangas motivadas pelas alteragdes no tecido urbano
e daindustrialocal, bem como pelas alterac¢des no estilo
da vida. Se falta uma descri¢do da pintura publicitaria
sdo-tomense, ndo faltam porém descri¢des de pinturas
parecidas de outras partes da Africa Ocidental. O pio-
neiro dos estudos da pintura publicitaria desta parte do
mundo é Jean-Marie Lerat, fotografo francés (Lerat 1990;
1992; Floor, Zanten 2010, p. 11) que documentou trabalhos em
Mali, Senegal, Togo, Benin, Burkina Faso e Gana. Alias,
a palavra “estudo” é neste caso um tanto exagerada na
medida em que Lerat se limitou a criar um espdlio fo-
tografico dos murais e letreiros publicitarios na Africa
Ocidental. O seu livro mais conhecido, Chez Bonne Idée
images du petit commerce en Afrique de’'Ouest, é um album

PT

power relations in the processes of producing and consum-
ing texts (and images) that are the results of the processes
of learning the hegemonic way of coding and decoding
meanings in accordance with the regime of truth. As in
the case of cultural studies, Spenceley notes the possibil-
ity of decoding hegemonic meanings in the opposite way,
and this is the moment when the process of negotiation
of meanings begins (spenceley 2012,199).

The processes that we write about - the creation of social

worlds and languages, the use of language and signifying

practices, the discursive construction of identity of an en-
tity or social groups, entangled in dominance relationships

-seem and probably are significant. Therefore, one could

ask a question about the purpose of placing the phenom-
enon of the Sdo Toméan advertisement painting in such

a complex theoretical context. It should be remembered,
however, that an act of creating culture, language or iden-
tities of individuals and groups is performed during trivial,
everyday activities. “Culture is ordinary,” as Barker writes

(2008, 15,41-45), which means that it is created every day by
“creative capacity of people to construct shared meaning-
ful practices” (Barker 2008, 15). Thus, in the case of the Séo

Toméan advertisement painting, we deal with a fragment
of material culture in which - like in a lens - all processes

of the creation of the island’s “semiotic landscape”, with

the signifying practices of Sdo Toméans’ everyday life in

its commercial layer, are focused.

Advertisement painting
in Western African countries

It would not be an exaggeration to say that the phenom-
enon of the Sdo Toméan advertisement painting has not
been researched or even catalogued yet. As a matter of
fact, both activities have to be provisional since visual
communication is an open work, subject to constant
changes due to transformations of the urban tissue and
local economy as well as lifestyles. Although there are
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komunikacja wizualna
jest dzietem otwartym

a comunicacdo visual
€ uma obra aberta

visual communication
is an open work
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zgodnie z poszczegdlnymi kategoriami ,,drobnej przed-
siebiorczosci”. Wsparcie teoretyczne zapewnili mu au-
torzy zamieszczonych w tej ksigzce esejéw naukowych
- afrykanisty Jeana-Marie Gibbala oraz historyka sztuki
Denysa Riouta. Struktura ksiazki Lerata powielana byta
przez kolejnych autoréw zajmujacych sie afrykanskim
malarstwem reklamowym, czego szczegdlnym przypad-
kiem jest ksiazka African Signs Roba Floora i Gerta van
Zantena (2010). Jej autorzy sa tylko ,kolekcjonerami” obra-
zOw, a wsparcia teoretycznego w postacilapidarnego eseju
naukowego udziela im afrykanista Paul Faber. Podob-
nie tez najbardziej zaawansowanym narzedziem analizy
zgromadzonego materiatu wizualnego stosowanym przez
autoré6w African Signs jest stworzenie typologii obra-
z6w, ktérej kryterium stanowia podmiot umieszczajacy
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fotografico ordenado conforme categorias distintas de
um “empreendedorismo pequeno”. O apoio tedrico foi
garantido nesse livro através de ensaios cientificos es-
critos por um africanista, Jean-Marie Gibbal e por um
historiador de arte, Denys Riout. A estrutura do livro
de Lerat tem sido copiada pelos autores que o seguiram
e optaram por abordar a pintura publicitaria africana.
Um caso particular desta tendéncia é o livro African Signs
de Robert Floor e Gert van Zanten (2010). Os autores sio
apenas “coleccionadores de imagens”, enquanto a base
tedrica tem a forma de um ensaio lapidario cientifico de
um africanista, Paul Faber. A ferramenta mais avancada,
a qual recorrem os autores de African Signs na analise do
material visual recolhido, é a tipologia de imagens cujos
critérios se apoiam no tema abordado na publicidade e no
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no studies of the Sdo Toméan advertisement painting,
there are works devoted to similar forms of painting
from other parts of Western Africa. A precursor of re-
search on the advertisement painting from this part
of the world is French photographer Jean-Marie Lerat
(Lerat 1990; 1992; Floor, Zanten 2010, 11), who documented works
from Mali, Senegal, Togo, Benin, Burkina Faso and Ghana.
However, the word “research” is a slight overstatement
in the sense that Lerat limited himself to creating only
a photographic documentation of murals and advertising
signboards in Western African countries. His famous
book, Chez Bonne Idée images du petit commerce en Afrique
del’Ouest, is a photo album arranged according to specific
categories of “small business”. In Lerat’s work, the theo-
retical framework was outlined in scientific essays by
Africanist Jean-Marie Gibbal and art historian Denys Riout.
The structure of the book was copied by other authors
who were interested in the African advertisement paint-
ing. A special case is the book African Signs by Rob Floor
and Gert van Zanten (2010). The authors are only “collec-
tors” of images, while the theoretical background, in the
form of a concise scientific study, is provided by Afri-
canist Paul Faber. Similarly, the most advanced tool for
the analysis of the collected visual material used by the
authors of African Signs is a typology of images whose
criteriainclude the person who places an advertisement
and the advertised object. Therefore, Floor and Zanten
distinguish: hairdressing, fashion, health, gastronomy,
food, video filming and photography services, telephony,
transport and others. The readers do not learn - as it occurs
in Lerat’s work - how the material was collected; there is
neither any quantitative nor qualitative analysis of the
corpus of images-texts that we can define as a collection.
Moreover, the images presented in the above mentioned
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reklame oraz reklamowany przedmiot. Tak wiec Floor
i Zanten wyroézniaja: fryzjerstwo, mode, zdrowie, ga-
stronomie, jedzenie, wideofilmowanie i ustugi fotogra-
ficzne, telefonie, transport oraz pozostate. Czytelnicy
nie dowiaduja sie - podobnie zresztg jak u Lerata - jak
zbierany byt materiat, nie przedstawiono tez analizy ilo-
Sciowej ani jakosciowej korpusu obrazéw-tekstow, kto-
ry mozemy okresli¢ jako kolekcje. Przy tym obrazy za-
mieszczone we wspomnianych opracowaniach, a takze
innych tekstach tego typu, omawiane sa na dwa sposo-
by: po pierwsze - przez pozostajacy ,,blisko” empirii opis
tego, ,co wida¢” na obrazie, a po drugie - przez abstrak-
cyjny opis malarstwa reklamowego, umieszczajacy to
zjawisko w szerokim kontekscie spotecznym, historycz-
nym, ekonomicznym i kulturowym. W pewnym sensie
tworzacy sie opis fenomenu malarstwa reklamowego
z panstw Afryki Zachodniej reprodukuje sposoby formo-
wania sie wiedzy o sztuce afrykanskiej w ogdle - proces
ten w pierwszej swej fazie zawsze opiera sie na kolekcjo-
nerach (Eisenhofer, Wolf 2010, s. 8). A zatem to nie profesjona-
lista, lecz amator tworzy kolekcje, a wraz z nig tworza
sie jakie$ jej myslowe reprezentacje. W warunkach pol-
skich doskonatym przyktadem takiego amatorskiego
zainteresowania malarstwem reklamowym i tworzenia
sie wiedzy na jego temat jest kolekcja plakatéw filmo-
wych z Ghany kompletowana przez Dawida Gryze (plakaty
filmowe z Ghany). Tak jak i inni kolekcjonerzy, w pierwszej ko-
lejnosci koncentruje sie on na pieknie i sile wyrazu zbioru
dziet, a dopiero pézniej na kontekscie spotecznym, ekono-
micznym czy historycznym ich powstawania.

W kazdym razie badacze fenomenu malarstwa reklamo-
wego z Afryki Zachodniej sa zgodni co do czterech jego
charakterystycznych elementéw. Po pierwsze, wpisuja
rozwdj malarstwa reklamowego w wielkie moderniza-
cyjne procesy spoteczne, jak dekolonizacja i uzyskanie
niepodlegtosci, a takze przyspieszona urbanizacja i rozwoj
drobnej przedsiebiorczosci w miastach afrykanskich. Po
drugie, wskazuja na hybrydyczny charakter kulturowy
malarstwa reklamowego. Po trzecie, pojmujga malarstwo
reklamowe w kategoriach sztuki ludowej. I po czwarte
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objecto publicitado. Sendo assim, Floor e Zanten identificam:
penteados, moda, saide, gastronomia, comida, video-
-gravacéo e servicos fotograficos, telefonia, transporte
e tudo o resto. Os leitores ndo sabem, tal como em Lerat,
como foi recolhido o material, nem chegam a conhecer
a analise quantitativa, nem a qualitativa do corpus ima-
gético-textual ao qual podemos chamar de uma mera
coleccdo. Ao mesmo tempo, as imagens que fazem parte
dos trabalhos mencionados, bem como em outros textos
damesma laia, sdo abordadas em dois modelos: primeiro,
empiricamente, isto é, “perto” do que “se vé” naimagem,;
segundo, através de uma descricdo abstracta da pintu-
ra publicitaria que coloca este tipo de fenémeno num
vasto contexto social, histérico, econémico e cultural.
Até um certo ponto, a descri¢do do fenémeno da pintura
publicitaria nos paises da Africa Ocidental reproduz os
métodos de como se formam os conhecimentos sobre
aarte africana em geral. Este processo na primeira fase
é realizado sempre pelos coleccionadores (Eisenhofer, Wolf
2010, p. 8). Por isso, ndo é um profissional, mas um amador
a criar uma coleccdo junto com o que nascem algumas
representa¢des mentais. Um bom exemplo polaco de um
interesse amador deste tipo é a colec¢do dos cartazes
filmicos do Gana organizada por Dawid Gryza (plakaty fil-
mowe z Ghany). Tal como outros coleccionadores, também
ele se concentra em primeiro lugar na beleza e forca de
expressdo de um grupo de obras, e sé depois no contexto
social, econémico ou histérico no qual elas apareceram.
Do mesmo modo, todos os que estudam o fenémeno da
pintura publicitaria da Africa Ocidental estdo de acordo
quanto a quatro elementos caracteristicos deste. Primeiro,
todos ligam o desenvolvimento da pintura publicitaria
com os processos sociais de modernizacdo como a desco-
lonizagdo e independéncias, bem como com a urbanizagio
acelerada e o desenvolvimento do empreendedorismo
pequeno nas urbes africanas. Segundo, indicam um ca-
racter cultural hibrido da pintura publicitaria. Terceiro,
véem a pintura publicitaria nas categorias da arte popular.
Quatro, o que é evidente, acentuam o caracter comercial
da pintura publicitaria.
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works, and also in other texts of this type, are discussed
in two ways. Firstly, there is almost an “empirical” de-
scription of that which “can be seen” in the painting. Sec-
ondly, there is an abstract description of advertisement
painting that places this phenomenon in a broader social,
historical, economic and cultural context. To some extent,
the emerging description of the advertisement paint-
ing in Western African countries reproduces the ways
of acquiring knowledge about African artin general -in
the first phase, this process is always based on collectors
(Eisenhofer, Wolf 2010, 8). Therefore, it is an amateur, not a pro-
fessional, who creates a collection. And what is produced
along with that collection are mental representations.
In Polish conditions, a perfect example of this amateur
interest in advertisement painting and the creation of
knowledge about this subject is the collection of film post-
ers from Ghana compiled by Dawid Gryza (plakaty filmowe
zGhany). Like other collectors, he especially concentrates
on the beauty and power of expression of his collection;
the social, economic or historical context in which they
were produced is of second importance.

Nonetheless, researchers concur that there are four charac-
teristics of Western African advertisement painting. First
of all, they include the development of advertisement
painting in great social processes of modernisation, such
as decolonisation and achieving independence, as well as
accelerated urbanisation and the development of small
businessesin African cities. Second of all, they indicate
the hybridity of the cultural character of advertisement
painting. Moreover, they understand advertisement paint-
ing in terms of popular art. Finally, they obviously under-
line the marketing character of advertisement painting.
Asregards the characterisation of the context in which the
phenomenon of Western African advertisement painting
is set, the authors of essays included in the already men-
tioned works are exceptionally unanimous. The selected
time period is the second half of the 1950s (Li¢ina 2013,119) and
is related to the processes that led to the decolonisation
of Africa (Floor, zanten 2010, 9). Writing about the advertise-
ment painting in Ghana, Paul Faber defines the historical
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- co oczywiste - akcentuja marketingowy charakter ma-
larstwa reklamowego.

Jezeli zatem chodzi o charakterystyke kontekstu, w kto-
rym miesci sie fenomen zachodnioafrykarnskiego malar-
stwareklamowego, to autorzy esejow naukowych dotacza-
nych do wspomnianych opracowan sa wyjatkowo zgodni.
Cezura czasowa zostata okreslona na druga potowe lat
piecdziesiatych (Licina 2013,s.119), co wiaze sie z procesami
prowadzacymi do dekolonizacji Afryki (Floor, Zanten 2010,5.9).
Paul Faber, piszacy o ghanskim malarstwie reklamowym,
okresla historyczny kontekst spoteczno-kulturowy w ka-
tegoriach niepodlegltosciowego optymizmu (Floor, Zanten
2010,s.9). Oczywiscie proces dekolonizacji nie jest jedynym
procesem, w ktérym miesci sie powstanie i dynamiczny
rozwoj malarstwa reklamowego, gdyz nie mniej istot-
nym procesem byta przyspieszona modernizacja krajow
afrykanskich, a zatem i przemiany ekonomiczne, takie
jak uprzemystowienie, ale przede wszystkim rozwdoj sek-
tora ustug, a takze dynamiczna urbanizacja zwiazana ze
spontanicznym ruchem ludnosci z terenéw wiejskich
do miast (Lerat 1990, s. 13-15; Floor, Zanten 2010, s. 9). Faber pisze
orozwoju malarstwa reklamowego zwigzanym z rozwo-
jem miast i gospodarki nieformalnej, ktéra jednoczesnie
nie jest sprzegnieta z rezimem kolonialnym i jego pozo-
stato$ciami (Floor, Zanten 2010, s. 9). Mdwigc wprost, chodzi
o rozw6j sektora ustug, ktére Afrykarnczycy swiadcza
Afrykanczykom, co oczywiscie przektada sie na sposéb
komunikowania o tych ustugach - na sposéb ich reklamo-
wania. Jean-Marie Gibbal pisze w podobnym duchu, ale
podkresla doniostos¢ procesu dekolonizacji spoteczenstw
afrykanskich w ogdle, a malarstwa reklamowego i sztuki
w szczegdlnosci, ujmujac je w kategoriach wolnosci (Lerat
1990, s.14). Afrykanista ten w procesach urbanizacji i mi-
gracji ze wsi do miasta dostrzega mozliwos¢ odciecia sie
od ograniczen charakterystycznych dla tradycjonalnych
srodowisk wiejskich, takich jak cho¢by ograniczajace
relacje miedzy mtodymi a starymi cztonkami wspélnoty,
wptyw starych wierzen na zycie codzienne czy - general-
nie rzecz ujmujac - kontrola spoteczna styléw zyciaibrak
alternatywy dla narzuconego tradycjonalnego ustroju
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No que diz respeito a caracteristica do contexto em que
se coloca o fenémeno da pintura publicitaria da Africa
Ocidental, os autores dos ensaios que acompanham os
trabalhos mencionados acima sdo excepcionalmente una-
nimes. A cesura temporal que indicam é a segunda metade
dos anos cinquenta (Li¢ina 2013, p. 119) que tem a ver com 0s
processos resultantes da descolonizagdo em Africa (Floor,
Zanten 2010, p.9). Quando Paul Faber escreve sobre a pintura
publicitaria do Gana, define historicamente o contexto
socio-cultural nas categorias de um optimismo indepen-
dentista (Floor, Zanten 2010, p. 9). Obviamente o processo de
descolonizagdo nédo é o inico que abrange o aparecimento
e desenvolvimento dindmico da pintura publicitaria, pois
um processo ndo menos consideravel foi a modernizacgéo
acelerada dos paises africanos que compreendia trans-
formacgdes econémicas como a industrializacdo, mas so-
bretudo o desenvolvimento do sector de servicos, bem
como a urbanizac¢do dindmica resultante da movimentacéo
espontanea do povo das areas rurais para as cidades (Lerat
1990, p. 13-15; Floor, Zanten 2010, p. 9). Neste contexto, Faber escreve
também sobre o desenvolvimento da pintura publicitaria
ligada com o desenvolvimento das cidades e da economia
informal independentemente do regime colonial e dos
seus residuos (Floor, Zanten 2010, p. 9). Trata-se, nem mais nem
menos, do desenvolvimento do sector de servigos que os
africanos prestam a outros africanos, o que se traduz na
maneira de comunicar sobre estes servicos, isto é, na ma-
neira como se publicita. Jean-Marie Gibbal fala no mesmo
tom, mas destaca qudo notavel foi o processo de descolo-
nizacéo das sociedades africanas em geral e qudo notavel
se revelou no caso da pintura publicitaria em particular,
falando desta nas categorias independentistas (Lerat 1990,
p.14). Nos processos de urbanizacio e migracéo aldeia-
-cidade vé uma oportunidade de se abstrair das limitacdes
caracteristicas para as comunidades tipicamente rurais.
Como possiveis limitacdes vé, por exemplo, as relacoes
entre os membros jovens e velhos de uma dada comuni-
dade, a influéncia das crencas velhas no dia-a-dia ou, em
geral, o controle social de modos de viver e da falta de
alternativas a vida tradicional imposta tanto em comum,
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socio-cultural context in terms of post-independence

optimism (Floor, zanten 2010, 9). Obviously, the process of de-
colonisation is not the only one in which the creation

and dynamic development of advertisement painting

can be included. Not less important was the accelerated

modernisation of African countries and hence economic

transformations such as industrialisation and, above all,
the development of the service sector, as well as the rapid

urbanisation connected with the spontaneous migratory
movements from the rural to the urban areas (Lerat 1990,13-15;

Floor, Zanten 2010, 9). Faber writes about a correlation between

the development of advertisement painting and the de-
velopment of cities and the informal economy that is not

linked to the colonial regime and its vestiges (Floor, Zanten

2010,9). Strictly speaking, it is about the development of the

service sector and services that Africans offer to Africans,
which of course translates into the way of communicating,
thatis advertising these services. Jean-Marie Gibbal writes

in a similar vein, yet he underlines the importance of the

process of decolonisation of African societies in general

and advertisement painting and art in particular, includ-
ing them in the categories of freedom (Lerat 1990, 14). This

specialist in African studies notices that in the processes

of urbanisation and migration from the rural to the urban

areas, there is a possibility to dissociate oneself from the

restrictions typical of traditionalist rural communities,
such asrestrictive relations between young and old mem-
bers, the influence of old beliefs on everyday life or, in gen-
eral, the social control of lifestyles and lack of alternatives

to the imposed traditionalist organisation of collective

and individual life (Lerat 1990, 13). Gibbal connects tradi-
tionalist communities with creative apathy and modern-
ising communities with the emergence of new forms of
life and hence new forms of artistic expression, which

can be exemplified by the phenomenon of advertisement
painting (Lerat 1990, 13).

However, the art produced in the context of modernising

rural communities that is characterised by job insecurity,
poor living and sanitary conditions, crime and power abuse

(Lerat1990,13-15) is necessarily changeable andimpermanent.
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zycia zbiorowego i indywidualnego (Lerat 1990, s.13). Gibbal
wigze spotecznosci tradycjonalne z twérczym marazmem,
awspolnoty modernizujace sie z powstawaniem nowych
form zycia, a zatem i nowych form ekspresji artystycznej,
czego przyktadem jest fenomen malarstwa reklamowego
(Lerat 1990, s. 13).

Jednakze sztuka tworzona w kontekscie modernizujacych
sie spoteczenstw miejskich, charakteryzowanym przez
niepewnos¢ zatrudnienia, zte warunki mieszkaniowe
i sanitarne, przestepczos$¢ i naduzycia wtadzy (Lerat 1990,
s.13-15), z koniecznosci jest zmienna i nietrwata. Swiet-
nym tego przyktadem jest powstanie ghanskiej szkoty
plakatu filmowego oraz jej dalsze losy. Poczatki plakatu
filmowego z Ghany przypadaja na potowe lat osiemdzie-
siatych i zwigzane s3 z eksplozja kultury vus. Kultura ta
- podobnie zreszta jak w Polsce - znalazta swoje miejsce
w klubach wideo, w ktérych prezentowana byta produkcja
filmowa Hollywood, krajéw Azji Potudniowo-Wschodniej
(z hongkoniskimi filmami akcji na czele), a takze Nolly-
wood, czyli nigeryjskiego przemystu filmowego, ktéry
nalezy do Scistej Swiatowej czotodwki, jezeli chodzi o liczbe
produkowanych filméw (Ruyter, Dinos 2009). Plakaty filmowe
zamawiane byty przez wtascicieli klubéw wideo i w wy-
padku obwoznych kin tego typu podrézowaty razem z klu-
bem. Druga potowa lat dziewiecdziesiatych to zapasé na
tym rynku, spowodowana obnizeniem cen sprzetu wideo
iwzrostem sity nabywczej Ghaniczykéw, ale poczatek xx1
wieku to powrét ghanskiej szkoty plakatu filmowego
w wielkim stylu, spowodowany pojawieniem sie mody
na ogladanie filméw w kinach (rRuyter, Dinos 2009). W tym
kontekscie znaczace jest pytanie Fabera o ,ztotg ere” ma-
larstwa reklamowego i odpowiedz, jakiej on udziela. Oté6z
jego zdaniem fenomen ten w catosci zalezy od mozliwosci
ekonomicznych, mody i smaku (Lerat 1990, s.10). Nie inaczej
zreszta postrzega zaleznos¢ malarstwareklamowego od
ekonomii i mody Marija Li¢ina (2013, s. 122). Co wazniejsze,
badaczka ludowej sztuki afrykanskiej Karin Barber (1987,
s.41)uwaza, ze roznorodnos¢ sztuki ludowej nie wigze sie
z oryginalnoscig artystéw, ale z kontekstem kulturowym
ispotecznym, w ktérym powstaja dzieta. Jezeli mamy sie
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como a nivel individual (Lerat 1990, p. 13). Gibbal liga as co-
munidades tradicionais com um marasmo criativo, e as
comunidades modernizantes com a nascenc¢a de novos
modos de vida o que resulta também em novas formas
de expressdo artistica. O exemplo disso é o fendmeno da
pintura publicitaria (Lerat 1990, p. 13).

No entanto, a arte criada no 4mbito de sociedades urba-
nas que se modernizam, onde existem a incerteza quanto
ao emprego, mas condicdes de alojamento e sanitarias,
criminalidade e transgressdes de poder (Lerat 1990, p. 13-15),
é necessariamente mutavel e ndo duravel. Um exemplo
perfeito desta tendéncia é o nascimento da escola de car-
tazes ganesa e o seu destino. Os inicios do cartaz ganés
calham nametade dos anos oitenta e tém a ver com o boom
da cultura vHs. Esta cultura, aliads, de um modo parecido
aPoldnia, desenvolvia-se em videoclubes onde se mostra-
va a producéo cinematografica de Hollywood, de paises
do sudeste asiético (filmes de ac¢do de Hong Kong), bem
como de Nollywood, isto é, da industria cinematografi-
ca nigeriana que ocupa altos lugares na lista dos paises
quanto ao nimero de filmes produzidos (Ruyter, Dinos 2009).
Os cartazes dos filmes eram encomendados pelos proprie-
tarios dos ditos videoclubes e dentro das actividades de
cinema ambulante viajavam com os mesmos. Na segunda
metade dos anos noventa este sector entrou numa crise
profunda causada pela queda do prego do equipamento
video e o crescimento do poder de aquisi¢do dos ganeses,
mas no inicio do século xx1 a escola ganesa do cartaz ci-
nematografico voltou em grande estilo, o que se explica
pelo facto de que se tornou moda assistir aos filmes no
cinema (Ruyter, Dinos 2009). Neste contexto parecem signifi-
cantes tanto a pergunta de Faber sobre a “época de ouro”
da pintura publicitaria, como a resposta que ele fornece.
Segundo ele, este fendmeno depende cabalmente das ca-
pacidades econémicas, da moda e do gosto (Lerat 1990, p. 10).
Marija Li¢ina percebe a interdependéncia entre a pintura
publicitaria, economia e moda da mesma forma (2013, p. 122).
Mais ainda, Karin Barber, a pesquisadora de arte popular
africana (1987, p. 41) acha que a diversidade da arte popular
nédo tem nada a ver com a originalidade dos artistas, mas
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This can be exemplified by the establishment of the
Ghanaian school of film posters and its future. The film
poster artin Ghana had its beginnings in the middle of the
1980s; it was related to the explosion of the vHs culture,
which - as it happened in Poland - flourished in video clubs
presenting productions from Hollywood, Southeast Asian
countries (with Hong Kong action films at the top) and Nol-
lywood, that is the Nigerian film industry, which is one
of the top centres in the world in terms of the quantity of
produced pictures (Ruyter, Dinos 2009). Film posters were made
to club owners’ order, and if a club had a travelling cinema,
travelled with it. In the second half of the 1990s, there was
a slump in this market caused by the decrease in prices
of video equipment and increase of Ghanaians’ spending
power, but the beginning of the 21°* century marked the
comeback of the Ghanaian school of film posters in grand
style, which was caused by the new fashion for watching
films in cinemas (Ruyter, Dinos 2009). In this context, Faber’s
question about the “Golden Age” of advertisement painting
and his answer are crucial. He states that this phenom-
enon depends entirely on economic possibilities, fashion
and taste (Lerat 1990, 10). This opinion about the relation-
ship between advertisement painting and economy and
fashion is shared by Marija Li¢ina (2013,122). What is more
important, Africanist Karin Barber (1987,41) states that the
diversity of popular art is not connected with the original-
ity of artists but with the cultural and social contexts in
which works of art are created. If we were to agree with
the last statement, we could do it only if it concerned art
in general and not “African popular art”. Still, the impact
of context on the work of art is clearly visible in the latest
stage of the development of the Ghanaian school of post-
ers. The popularity of this type of depiction has already
gone far beyond the local, which can be proved by the
activity of collectors. Nowadays, collectors from all over
the world not only collect ready posters of films that are
screened in Ghana, but they also order posters of films not
screened in the country from Ghanaian poster designers.
These posters are an example of a perfect cultural hybrid
since they combine the types of depiction known from
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zgodzié z tym ostatnim stwierdzeniem, to tylko w wy-
padku, gdyby miato ono dotyczy¢ sztuki w ogdle, a nie
~ludowej sztuki afrykanskiej”. Niemniej wptyw kontekstu
na dzieto znajduje doskonata ilustracje w najnowszej fazie
rozwoju ghanskiej szkoty plakatu. Stawa tego sposobu
obrazowania daleko przekroczyta zasieg lokalny - czego
dowodem jest dziatalno$¢ kolekcjoneréw. Obecnie kolek-
cjonerzy z catego Swiata nie tylko zbieraja gotowe plakaty
dorzeczywiscie wySwietlanych w Ghanie filmoéw, ale tak-
ze zamawiajg u ghanskich plakacistow plakaty do filmow
w Ghanie niewy$wietlanych. Plakaty te sa przyktadem
hybrydy kulturowej, gdyz tacza sposoby obrazowania
znane z Hollywood ze sposobami obrazowania charak-
terystycznymi dla ghanskiej szkoty plakatu.

Te przedstawienia hybrydyczne sa lokalnymi reinterpre-
tacjami znaczen, wartosci, a takze styléw plastycznych
i sposob6éw obrazowania charakterystycznych dla spote-
czenstw zachodnich (Lerat 1990,s.21-25). Marija Li¢ina z kolei
uznaje, ze malarstwo reklamowe samo w sobie jest nowa
ijakosciowo odmienna od innych forma komunikacjiiwy-
razu artystycznego, przyswojona ze §wiata zachodniego
(Li¢ina 2013, 5. 120). Wskazuje takze na role ilustrowanych
czasopism w ksztattowaniu sie sposobé6w obrazowania
tego malarstwa (Licina 2013, s. 120). Tymczasem analizujacy
ghanskie malarstwo reklamowe Greg Coyle akcentuje
jeszcze inny aspekt hybrydyzacji kultury - uzycie jezyka
angielskiego, bedacego w tym kraju jezykiem urzedowym
(Coyle 2009,s.2). Zdaniem Coyle’a donioste znaczenie w ghan-
skiej reklamie maja poczucie humoru, dowcip i komizm,
atakze przystowiaiporzekadta, ktére uznaje on za swoista
sekspresje kulturowg” (coyle 2009, s. 2-5).

Malarstwo reklamowe z Afryki Zachodniej uznaje sie
takze za forme sztuki ludowej (Lerat 1990, s. 13; Li¢ina 2013, 5. 120).
W tej etykiecie nie ma - a przynajmniej nie powinno by¢
- protekcjonalnego podejscia rodzacego poczucie wyzszo-
sci, ktére ma podtoze w faktycznej badz udawanej trosce
nad ginacym $§wiatem kultury ludowej. Koncepcje sztuki
ludowej, bedacej przejawem kultury ludowej, bierzemy
z filozofii wychowania Paula Freirego i traktujemy jako
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depende do contexto cultural e social no qual nascem as
obras. Caso queiramos concordar com esta Gltima hipo-
tese, s6 o podemos fazer se esta se referir a arte em geral
e ndo apenas a “arte popular africana”. Do mesmo modo,
a influéncia do contexto sobre a obra encontra uma ilus-
tracdo perfeita na fase mais actual do desenvolvimento
da escola ganesa do cartaz. A fama deste tipo de criacéo
ultrapassou de longe a dimenséo apenas local, o que esta
provado pela actividade dos coleccionadores. Hoje em dia
os coleccionadores de todo o mundo néo s6 coleccionam
os cartazes dos filmes exibidos no Gana, mas também os
que encomendam dos autores de cartazes ganeses para
os filmes que néo sdo la exibidos. Estes cartazes consti-
tuem um belo exemplo de hibridismo cultural, pois ligam
as perspectivas de Hollywood com as caracteristicas da
escola ganesa do cartaz.

Estas manifesta¢des hibridas, podemos entendé-las como
reinterpretacdes locais dos significados, dos valores, bem
como dos estilos plasticos e modos de apresentar carac-
teristicos para as sociedades ocidentais (Lerat 1990, p. 21-25).
Marija Li¢ina, por sua vez, acha que a pintura publicitaria
é em si uma forma de comunicacéio e de expresséo artistica
nova e qualitativamente distinta, absorvida do mundo Oci-
dental (Li¢ina 2013, p. 120). Destaca também o papel de revistas
ilustradas quanto a formag&o da estética a qual recorre esta
pintura (Li¢ina 2013, p. 120). Greg Coyle, por sua vez, ao analisar
a pintura publicitaria ganesa, acentua outro aspecto do
hibridismo cultural, isto é, o emprego da lingua inglesa que
é uma lingua oficial neste pafis (coyle 2009, p. 2). Segundo ele,
sdo notaveis na publicidade ganesa o sentido de humor, pia-
das e comismo, bem como provérbios e adagios que ele con-
sidera serem uma “expressao cultural” (coyle 2009, p. 2-5).

A pintura publicitaria da Africa Ocidental é também con-
siderada uma arte popular (Lerat 1990, p. 13; Li¢ina 2013, p. 120).
Este rétulo ndo tem, ou pelo menos nio devia ter, carac-
ter proteccionista que podia resultar de uma altivez que
normalmente tem raizes numa preocupacgéo verdadeira
ou fingida sobre um mundo da cultura popular em vias
de extingdo. As concepcdes da arte popular, sendo ela
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Hollywood and those characteristic of the Ghanaian school
of posters.

Hybrid representations are local reinterpretations of
meanings, values as well as artistic styles and ways
of depiction characteristic of Western societies (Lerat 1990,
21-25). Marija Li¢ina in turn recognises that advertisement
painting itself is a new and qualitatively different form
of communication and artistic expression, assimilated
from the Western world (ri¢ina 2013,120). She also indicates
the role of illustrated magazines in developing ways of
depiction of such a type of painting (Li¢ina 2013, 120). While
analysing the Ghanaian advertisement painting, Greg
Coyle underlines yet another aspect of the hybridisation of
culture - the use of English, which is the official language
in this country (coyle 2009, 2). In the Ghanaian advertising,
according to Coyle, the sense of humour, wit and comedy
as well as proverbs and sayings, which he perceives as
a characteristic “cultural expression” (coyle 2009, 2-5), are
of tremendous importance.

Advertisement painting from Western Africais also recog-
nised as a form of popular culture (Lerat 1990, 13; Li¢ina 2013, 120).
In this label, there is - or at least should be - no patronising
attitude that provokes the feeling of superiority based on
real or false concern for the vanishing world of popular
culture. We borrow the concept of popular art, which is
the manifestation of popular culture, from Paulo Freire’s
philosophy of education, and we treat it as a living and
changing form of expression used by the common people,
by which he understands oppressed and disfavoured
classes (Freire 1975; Brandéo, Assumpcio 2009). Other Africanists
are also familiar with this perspective - for example Ka-
rin Barber thinks that popular art exists and is created
despite and in defiance of economic poverty (Barber 1987, 1).
Therefore, popular artis not a product of socially and eco-
nomically privileged classes, yet it is neither traditional art
since it has a modernisation potential or is a result of pro-
cesses of modernisation. This vision of popular art is also
shared by Paul Faber, who uses the term “middle-art” that
comes from the pseudonym of Nigerian painter Augustin
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zywaizmienna forme ekspresji warstw ludowych, co dla
brazylijskiego edukatora oznaczato warstwy ucisnione
i defaworyzowane (Freire 1975; Brandéo, Assumpc¢ido 20009). ZI‘ESZ'EQ
nie jest ta perspektywa zupetnie obca takze innym afry-
kanistom - Karin Barber na przyktad uwaza, ze sztuka
ludowa istnieje i jest wytwarzana pomimo ubdstwa eko-
nomicznego i na przekor niemu (Barber 1987,s.1). Tym samym
sztuka ludowa nie jest wytworem warstw spotecznie
i ekonomicznie uprzywilejowanych, ale tez nie jest to
sztuka tradycjonalna, gdyz ma ona potencjat moderni-
zacyjny lub jest rezultatem modernizacyjnych procesow.
Taka wizje ulokowania sztuki ludowej prezentuje rowniez
Paul Faber, uzywajacy okreslenia ,sztuka srednia” (middle-
-art), ,;miedzysztuka”, pochodzacego od pseudonimu arty-
stycznego nigeryjskiego malarza Augustina ,Middle-Art”
Okoye, ktory ,nie uznawat siebie ani za bardzo ztego, ani
tez bardzo dobrego artyste” (Floor, zanten 2010, s. 9). Autoiden-
tyfikacja jednego z wielu wspodtczesnych tworcoéw sztuki
ludowej odpowiada pojmowaniu jej jako jednoczesnie nie-
-elitarnej i nie-tradycyjnej, co daje mozliwos¢ - jak zauwa-
za Bennetta Jules-Rosette - korzystania z obu perspektyw
jednoczesnieiredefiniowania obecnych w obu tych sferach
sztuki znaczen i sposobéw wyrazu (jules-Rosette 1987, . 96).
Zagadnienie ,ludu” pozostaje otwarte i ze wzgledu na
zmienno$¢ rzeczywistosci spotecznej - ptynne. W filo-
zofii Freirego lud sprowadza sie do uci§nionych, ale samo
pojecie ucisnionych jest polisemiczne, gdyz nie uprzy-
wilejowuje zadnego z mozliwych kryteriéw ucisku. Na
weczesniejszych etapach rozwoju tego paradygmatu jest
to rasaiklasa, potem dochodzi pte¢, a jeszcze pdzniej et-
nicznosé, orientacja seksualna czy chocby stan zdrowia
(Ereire 1997). Sprowadzajac pojecie ludu do ,ludu” w sztuce
ludowej Afryki, Barber wyjasnia, ze w warunkach afry-
kanskich jest ono ptynne ze wzgledu na réznorodnos¢
etniczng, religijng i klasowa tego kontynentu (Barber1987s.6).
Co wiecej, taka ptynnosé powoduje - zdaniem Karin Barber
-wylaczenie ,ludu” z definicji sztuki ludowej, wytaczenie
»ludu” z badan nad ta sztuka, co za Pierre’em Bourdieu
okresla jako ,chronienie ludu przed badaniami” (sarber
1987,s.6). Tak wiec okre§lenie ,ludowos$ci” sztuki ludowej,
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uma manifestacdo da cultura popular, fomos buscar a fi-
losofia de educacdo de Paulo Freire e tratamos como uma

forma de expresséo viva e mutavel de classes populares

que para este educador brasileiro compreendiam classes

oprimidas e desfavorecidas (Freire 1975; Brandio, Assumpgio 2009).
Esta perspectivanéo é, alias, alheia a outros africanistas.
Karin Baber, por exemplo, acha que a arte popular existe

e é criada apesar da pobreza econémica, e até por oposi-
¢80 a esta (Barber 1987,p.1). Sendo assim, a arte popular néo

é um produto das classes socialmente e economicamente

favorecidas, mas também ndo é uma arte tradicionalista

porque dispde de uma potencialidade modernizante ou

é um resultado dos processos modernizantes. P. Faber
partilha esta visdo de posicionamento da arte popular
e propde o termo “arte-média” (middle-art), “entrearte”,
que vem da alcunha artistica de um pintor nigeriano,
Augustin “Middle-Art” Okoye que “néo se considerava

nem um bom, nem um mau artista” (Floor, Zanten 2010, p. 9).
Esta autodefinicdo corresponde a uma visédo partilhada

por muitos artistas populares contemporaneos que véem

aarte como néo-elitista e ndo-tradicional ao mesmo tempo,
o que possibilita, como sublinha Bennetta Jules-Rosette,
recorrer a ambas as perspectivas e redefinir os significa-
dos e métodos de expressdo presentes nas duas esferas

artisticas (jules-Rosette 1987, p. 96).

A questio do “povo” fica aberta e, tendo em conta a muta-
cdo darealidade social, fluida. Na filosofia de Freire o povo

compreende os oprimidos, mas a prépria no¢do dos opri-
midos é polissémica porque néo favorece nenhum dos

possiveis critérios de opressdo. Nas primeiras etapas do

desenvolvimento deste paradigma temos araga e a classe,
depois vem o sexo, e s6 depois a etnicidade, a orientacéo

sexual ou o estado de sadde (Freire 1997). Barber, ao igualar
o conceito de povo ao “povo” na arte popular de Africa,
explica que na realidade africana é um conceito em cons-
trucdo constante por causa da diversidade étnica, religiosa
e de classe vigentes no continente (Barber 1987, p. 6). Mais

ainda, esta fluidez, segundo Karin Barber, faz com que ex-
cluir “povo* da defini¢do da arte popular, excluir “povo” do

estudo desta arte, seja, tal como Pierre Bourdieu diz, como
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“Middle-Art” Okoye, who “doesn’t consider him-self very
bad but also not very good, just Middle Art” (Floor, zanten

2010, 9). The self-identification of one of many contempo-
rary popular artists corresponds to the simultaneous

understanding of popular art as not elite and untraditional,
which offers opportunity - as Bennetta Jules-Rosette no-
tices - to use both perspectives at the same time and re-
define meanings and ways of expression present in these

areas of art (jules-Rosette 1987, 96).

The issue of “popular” remains open and - due to the

changeability of social reality - fluid. In Freire’s philosophy,
the popular equals the oppressed, yet the term “oppressed”
is polysemous itself since it does not give priority to any
possible criteria of oppression. In the early stages of the

development of this paradigm, it includes race and class,
then sex and later ethnicity, sexual orientation or even

health (Freire 1997). Reducing the concept of the popular to

“the people” in African popular art, Barber explains that in

the African conditions it is fluid due to the ethnic, religious

and class diversity of this continent (Barber 1987,6). Moreover,
because of such fluidity - according to Karin Barber - “the

people” are excluded from the definition of popular art and

the research into this art. Following Pierre Bourdieu, she

perceives them as being “protected from examination” (8ar-
ber1987,6). Thus, defining the “popular character” of popular
art, which is the product of popular culture and the com-
mon people, may be arisky task due to the ambiguity of the

concept of popular and potentially pejorative connotations

that the notion of popular culture has.

Barber presents aradical and progressivist, thus burdened

with social obligation vision of popular art. In her opinion,
it is art “belonging to the people”, which means that it
emanates from the people and is compatible with the social

interests of the popular classes (Barber1987,7). This form of
popular culture should “conscientize” them, thus it has

a thoroughly educational aim (Barber 1987,7). At the same

time - as Barber writes - art that is conservative or escap-
ist cannot be “real” popular art because it reinforces the

hegemonic order in the Gramscian sense (Barber 1987,7). TO

complicate the assessment of social functions of popular
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bedacej wytworem kultury ludowej i warstw ludowych,
moze by¢ zadaniem karkotomnym ze wzgledu na wielo-
znacznos¢ pojecia luduy, jak i potencjalnie pejoratywne
konotacje pojecia kultury ludowe;.

Barber przedstawiaradykalnaiprogresywistyczna, a wo-
bec tego obciazona powinnos$cia spoteczna wizje sztuki
ludowej. Jej zdaniem jest to sztuka ,nalezaca do ludu”, co
oznacza, ze wywodzi sie ona z ludu i jest zgodna z inte-
resem spotecznym warstw ludowych (Barber 1987,s.7). Taka
postaé sztuki ludowej winna ,u§wiadamiaé¢” warstwy
ludowe, a wiec ma zadanie na wskro$ edukacyjne (Barber
1987,s. 8). Przy tym - jak pisze Barber - sztuka, ktoéra jest
konserwatywna lub eskapistyczna, nie moze by¢ ,,praw-
dziwa” sztuka ludowa, gdyz utrwala hegemoniczny po-
rzadek w rozumieniu Gramscianskim (Barber 1987, s. 8). Aby
jeszcze bardziej pokomplikowac ocene spotecznych funkeji
sztukiludowej, Barber dodaje, ze nawet ta sztuka ludowa,
ktéra pozostaje wyrazem fatszywej Swiadomosci, ciagle
jednak oddaje §wiadomos$¢ warstw ludowych, co nie jest
bez znaczenia dla maksymalistycznego pojmowania za-
dan tej sztuki (Barber 1987,s.9), ale co takze mozna odczytac
jako krytyke sztuki elitarnej, nieposiadajacej potencjatu
zmiany spotecznej. Nakreslenie dystynkcji wyznaczonej
przez radykalne pojmowanie sztuki ludowej jest z punktu
widzenia analizy fenomenu saotomejskiego malarstwa
reklamowego kluczowe, gdyz sam fakt, ze owo malar-
stwo pozostaje malarstwem ,reklamowym”, potencjalnie
umieszcza ten fenomen poza maksymalistyczna wizja
sztuki ludowej jako dziatalnosci emancypacyjne;j.
Jednakze w innym miejscu Barber prezentuje mniej ra-
dykalna koncepcje sztuki ludowej, opierajac sie na teorii
komunikacji i relacjach miedzy producentem i konsu-
mentem sztuki (Barber 1987, s. 24-28; Jules-Rosette 1987, s. 91-92).
Przypadek czysty sztuki ludowej to ten, w ktérym lud
jest producentem i konsumentem dzieta. Nie jest sztuka
ludowa sztuka, ktérej lud jest jedynie konsumentem, ale
nie producentem (przypadek sztuki komercyjnej i nieko-
mercyjnej sztuki wysokiej, ,schodzacej” do ludu), sztuka
ludowa nie jest tez sztuka przez lud produkowana, ale
nie przez niego konsumowana (przypadek komercyjnej
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“proteger o povo de ser estudado” (Barber 1987, p. 6). Sendo as-
sim, definir “popularidade” da arte popular, sendo ela um
produto da cultura popular e dos estratos populares, pode
ser uma tarefa arriscada por causa do conceito complexo
do povo, mas também por causa das conotagdes potencial-
mente pejorativas da cultura popular em si.

Barber apresenta uma visdo radical e progressista, e por
isso obrigada ao servico social, da arte popular. Segundo
ela, esta arte “pertence ao povo” o que significa que tem
raizes populares e esta conforme o interesse social das
camadas populares (Barber 1987, p.7). Este tipo de arte popular
devia “consciencializar” as camadas populares, ou seja,
tem o papel puramente educacional (Barber 1987, p. 8). A0 mes-
mo tempo, como alega Barber, a arte que é conservadora
ou escapista ndo pode ser uma “verdadeira” arte popular,
porque petrificauma ordem hegemoénica tal com a entende
Gramsci (Barber 1987, p. 8). Barber, para complicar ainda mais
aavaliagcdo das fungdes sociais da arte popular, acrescenta
que mesmo a arte popular que seja uma falsa manifesta-
cdo da consciéncia, continua a reflectir a consciéncia das
camadas socais, o0 que ndo deixa de ser significativo face ao
como se percebe as tarefas maximalistas desta arte (Barber
1987,p.9). Este facto pode-se ler também como uma critica da
arte elitista que por si ndo possui potencial para uma mu-
danca social. Delinear esta distingdo, dentro da percep¢éo
radical da arte popular, é, do ponto de vista da analise da
pintura publicitaria sdo-tomense, crucial, pois o préprio
facto de que esta pintura néo deixa de ser uma pintura
“publicitaria”, potencialmente coloca este fenémeno fora
davisdo maximalista da arte popular como uma actividade
de emancipacéo.

Porém Barber, numa outra ocasido, apresenta uma concep-
cdo menos radical da arte popular, baseando-se na teoria
de comunicacgéo e de rela¢des entre o produtor e o consu-
midor da arte (Barber 1987, p. 24-28; Jules-Rosette 1987, p. 91-92). Um
caso puro de arte popular é nos casos em que o povo é tanto
o produtor, como o consumidor da obra. A arte apenas con-
sumida pelo povo, e ndo por ele produzida (caso de arte fina
comercial e ndo-comercial que “desce” ao povo), ndo é uma
arte popular, tal como a nédo é a arte apenas pelo povo
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art even more, Barber adds that even the kind of popular
art that remains the expression of false consciousness
still renders the consciousness of common people, which
isnot insignificant for the maximalist comprehension of
this art’s tasks (Barber 1987, 9) and can also be interpreted
as the criticism of elite art that has no potential of social
change. From the perspective of the analysis of the Séo
Toméan advertisement painting, it is essential to make
adistinction based on the radical understanding of popular
art since the fact that this painting remains “commercial”
painting potentially places this phenomenon outside the
maximalist vision of popular art seen as an emancipation
activity.

In other part of her work, however, Barber presents a less
radical concept of popular art based on the theory of com-
munication and the relationships between the producer
and consumer of art (Barber 1987, 24-25; Jules-Rosette 1987, 91-92).
A pure example of popular art occurs when the people
are both the producers and consumers of work of art. We
cannot talk about popular art when it is only consumed but
not produced by the people (as it is the case of commercial
art and non-commercial elite art forms “descending to
the people”). Similarly, art is not popular art when it is
produced but not consumed by the people (as itis the case
of commercial tourist art, the “export” of music or non-
commercial expression of local forms of culture used to
build the outside image of a country) (Barber 1987, 24-28). Of
course, despite the drawbacks of idealising creation of
pure types, the Sdo Toméan advertisement painting is an
example of creation by local artists for local consumers,
thus it can be recognised as a manifestation of popular
culture. At the same time, the remark on pure types is
crucial since the marketing character of advertisement
painting implies the ability to communicate content also
to people that are outside the local cultural context and
even to those outside a given language community:. Strictly
speaking, the typology presented by Barber does not take
into consideration a situation in which the people are
both the producers and consumers of art, but the con-
sumer can also be someone from the outside of this specific
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sztuki turystycznej, ,eksport” muzyki czy niekomercyj-
na ekspresja lokalnych form kultury w celu budowania

wizerunku kraju na zewnatrz) (arber 1987, s. 24-28). Pomija-
jac oczywiscie mankamenty idealizacyjnego tworzenia

typow czystych, saotomejskie malarstwo reklamowe

jest przyktadem tworzenia lokalnych artystéw narzecz

lokalnych odbiorcéw, a wiec mozna je uznaé za przejaw
sztukiludowej. Przy tym uwaga dotyczaca typow czystych

jestistotna, gdyz marketingowy charakter malarstwa

reklamowego implikuje zdolno§¢ komunikowania tresci

takze osobom spozalokalnego kontekstu kulturowego,
a nawet spoza wspélnoty jezykowej. Méwiac wprost,
typologia zaprezentowana przez Barber nie uwzglednia

sytuacji, w ktérej lud jest producentem i konsumentem

sztuki, ale jej konsumentem moze by¢ takze kto$ spo-
za tego konkretnego ludu, jak czesto sie dzieje wtasnie

w przypadku malarstwa reklamowego.

W kazdym razie sztuke ludowa w ogdle - a whasciwie

sztuke w ogdle, a juz malarstwo reklamowe w szczegdl-
nos$ci-mozna postrzegac jako praktyke komunikacyjna

(Barber 1987, s. 2). Bennetta Jules-Rosette, piszac o sztuce

turystycznej, okreslaja w kategoriach sekwencji komu-
nikacyjnej miedzy twércg a publicznoscia, prowadzaca

do przeksztatcenia znaczen dzieta w okreslonym kon-
tekscie kulturowym (jules-Rosette 1986, s. 41). MoglibySsmy
toza Ludwigiem Wittgensteinem nazwac gra jezykows,
w ktérej nastepuja po sobie komunikaty i czynnosci w ja-
kims$ kontekscie, stanowigcym reguty gry w oznaczanie

(Wittgenstein 1972). W przypadku reklamy z jednej strony
chodzi o sprzedaz i zysk, ale z drugiej - o kupno i style

zycia. Dodatkowo pojawia sie tu zagadnienie wyobrazonego

gustu, jako czego$, co determinuje forme dzieta sztuki

(Jules-Rosette 1986,s. 56). Pochodzace od klienta ,estetyczne

oczekiwania”, jak okresla to z kolei Stefan Eisenhofer,
ksztattuja wizje dzietaiuzaleznione sa od spotecznych
konstrukeji rzeczywistosci i smaku (Eisenhofer, Wolf 2010,
s.17). Ostatecznie mozna przyjac, ze dzieto ujmowane

w kategoriach teorii komunikacji bedzie pozostawac
w dialektycznej relacji do rzeczywistosci, a wtasciwie

do tego, co zostanie uznane zarzeczywiste, awiec bedzie
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produzida e ndo consumida (caso da arte turistica comer-
cial, “exportagdo” da misica ou expressio ndo-comercial
de formas locais da cultura para construir a visdo do pais
no estrangeiro) (sarber 1987, p. 24-28). Pondo de parte as insufi-
ciéncias desta criacdo idealizada de tipos puros, a pintura
publicitaria sdo-tomense é um exemplo de criagdes dos
artistas locais para o publico local e, sendo assim, pode
ser vista como uma manifestagdo de arte popular. Porém,
aquestdo dos tipos puros importa na medida que o caracter
mercantil da pintura publicitaria implica uma capacidade
de comunicacdo de contetidos também no caso do publico
de fora deste contexto cultural, bem como de fora desta
comunidade linguistica. Falando sem rodeios, a tipologia
apresentada por Barber ndo toma em conta a situacéo
quando o povo é o produtor e o consumidor da arte, e quan-
do também alguém de fora deste povo pode vir a ser o con-
sumidor como é frequente no caso da pintura publicitaria.
Desta forma, a arte popular em geral, alids, a arte em geral
e a pintura publicitaria em particular, pode ser vista como
uma pratica comunicativa (Barber 1987, p. 2). Benetta Jules-Ro-
sett, quando escreve sobre a arte turistica, define-anas ca-
tegorias de uma sequéncia comunicacional entre o criador
e o publico que conduz a transformacéo dos significados de
uma obra num dado contexto cultural (jules-Rosette 1986, p. 41).
Recorrendo a Ludwig Wittgenstein podiamos falar aqui de
um jogo linguistico onde se manifestam, um apés o outro,
os comunicados e os gestos num contexto que pertence as
regras do jogo de significados (wittgenstein 1958). No caso da
publicidade trata-se, por um lado, de vender e ganhar, mas
por outro lado, de comprar e do estilo da vida. Aparece
aqui também a questdo do bom gosto, ou seja, de algo que
determina a forma de uma obra de arte (jules-Rosette 1986, p. 56).
“Esperancas estéticas” de um cliente, como lhes chama Ste-
fan Eisenhofer, moldam a visdo de uma obra e dependem
das construcdes sociais da realidade e do gosto (Eisenhofer,
Wolf 2010, p. 17). Em Gltimo caso, podemos admitir que uma
obra vista no &mbito da teoria comunicacional permane-
cera numa relagdo dialéctica com a realidade, ou melhor
ainda, com aquilo que vai ser considerado como real, ou
seja, seguird atras das expectativas estéticas imaginadas
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community, as it often happens in the case of advertise-
ment painting.

In any event, popular art in general -in fact art in general
and advertisement painting in particular - can be per-
ceived as a communication practice (Barber 1987,2). Writing
about tourist art, Bennetta Jules-Rosette determines itin
the categories of acommunicative sequence between the
producer and the audience that leads to the transforma-
tion of meanings in a specific cultural context (jules-Rosette
1986, 41). Following Ludwig Wittgenstein, we could call it
alanguage-game, in which messages and actions follow in
succession in some context that constitutes the rules of the
game of signifying (wittgenstein1958). On the one hand, in the
case of advertising it is about selling and making profit, but
on the other hand - about buying and promoting lifestyles.
In addition, we encounter here the issue of the imagined
taste as something that determines the form of piece of
art (jules-Rosette 1986, 56). Client’s “aesthetic expectations”,
as described by Stefan Eisenhofer, shape the vision of the
work and depend on the social construction of reality and
taste (Eisenhofer, Wolf2010,17). In the end, it can be assumed that
a piece of art expressed in the categories of communica-
tion theory would remain in a dialectical relation to the
reality, or rather to this that would be recognised as real,
thus it would follow the consumer’s aesthetic expectation
imagined by the producer, but at the same time it would
shape these aesthetic expectations.

The last characteristic feature of Western African ad-
vertisement painting is indeed its promotional char-
acter. Although in other manifestations of popular art
the problem of cultural idiosyncrasy may define the ac-
curacy of decoding and interpreting (coyle 2009, 2), with
reference to advertisement painting, which is supposed
to communicate what it has to communicate, it is rather
less urgent. Advertising has to be effective - as Antoni
Benedikt states - for its essence is “to create needs by
making people aware of lacks and arousing their desire
for having” (Benedikt 2005, 15). Experts in Western African
advertisement painting also refer to this obvious function
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podazato za wyobrazonym przez twérce estetycznym
oczekiwaniem odbiorcy, ale takze bedzie te estetyczne
oczekiwania ksztattowad.

Ostatnia cecha malarstwa reklamowego Afryki Za-
chodniej jest wtasnie jego reklamowy charakter. Cho¢
w innych przejawach sztuki ludowej problem idiosyn-
krazji kulturowej moze okresla¢ trafnos¢ odczytania
iinterpretacji (coyle 2009, s.2), to jednak problem ten jest
mniej palacy w odniesieniu do malarstwa reklamowego,
ktére jednak winno sugestywnie komunikowac¢ to, co
ma do zakomunikowania. Reklama ma by¢ skuteczna
- jakuwaza Antoni Benedikt - istota reklamy jest ,kre-
owanie potrzeb przez u§wiadamianie brakéw i rozbu-
dzanie checi posiadania” (Benedikt 2005, s.15). Ta oczywista
funkcja reklamy przywotywana jest takze przez znaw-
céw zachodnioafrykanskiego malarstwa reklamowego
- Li¢ina na przyk?tad pisze o koniecznos$ci reklamowania
i ,przyciggniecia uwagi klientéw” (2013, s. 119-120), Gibbal
o generowaniu konsumpcji (Lerat 1990,s.21), a Ruyter o ,,stwo-
rzeniu pozadania” jako funkcji plakatu (ruyter, Dinos 2009).
Thibaut de Ruyter idzie jednak dalej, gdyz stawia teze,
iz nalezymy do ,kultury opakowania” i ,opakowanie
jest bardziej sexy niz produkt” (Ruyter, Dinos 2009). Oto jak
tworzy sie miejski styl zycia (Lerat 1990, s. 21).

Tradycjonalna sztuka Afryki ma ,przyciagaé sity nad-
naturalne” (Eisenhofer, Wolf 2010, 5. 17). Jewsiewiecki, piszac
o sztuce tradycjonalnej Konga, stwierdza, ze ,obrazy te
nie reprezentuja ducha, lecz sa narzedziami, ktére go
zapraszaja’ (Jewsiewiecki 2013,s.330), a tymczasem malarstwo
reklamowe jest sferg profanum (Lerat 1990, s. 21). Pojawia
sie zatem pytanie, czy malarstwo reklamowe jest rady-
kalnym zerwaniem ze sztuka tradycjonalng, skoro - jak
zostato powiedziane - moze ono korzystac i ze sztuki
elit, i ze sztuki tradycjonalnej? Odpowiedz, ktéra mozna
tutaj naszym zdaniem udzieli¢, jest juz dobrze znana
Swiatowej humanistyce, a chodzi o to, ze o§wiecenie,
ktére mozna skojarzy¢ z trendem modernizacyjnym,
wywodzi sie wprost z my$lenia mitycznego (Horkheimer,
Adorno 1994). Tym samym malarstwo reklamowe mozemy
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pelo receptor, assim como as imagina o artista, bem como
criara essas expectativas estéticas.

A tltima caracteristica da pintura publicitaria da Africa

Ocidental é mesmo o seu caracter publicitario. De certeza

o problema da idiossincrasia cultural pode definir a exac-
tiddo daleitura e interpretacdo em algumas manifestacgdes

da arte popular (coyle 2009, s. 2), mas ndo na pintura publi-
citaria, onde esta questio parece menos urgente porque

a propria pintura tem de comunicar sugestivamente isso

que tem para comunicar. A publicidade tem de ser efectiva

e como acha Antoni Benedikt o seu alvo é “criar necessi-
dades através da consciencializagdo do que falta a alguém

e do despertar da necessidade de possuir” (Benedikt 2005, p. 15).
Esta funcéo 6bvia da publicidade é também mencionada

pelos peritos no ambito da pintura publicitaria afro-oci-
dental. Por exemplo, Li¢ina escreve sobre a necessidade de

publicitar e de “captar a atencéo dos clientes” (2013, p. 119-120),
Gibbal sobre gerir o consumismo (Lerat 1990, p. 21) € Ruyter
define a fungdo do cartaz como “a criagdo do desejo” (Ruyter,
Dinos 2009). Thibaut de Ruyter, alids, vai mais longe, porque

coloca uma hipétese de que nds pertencemos a “cultura

do pacote” e de que “o pacote é mais sexy do que o préprio

produto” (Ruyter, Dinos 2009). Eis como nasce o estilo urbano

da vida (Lerat 1990, p. 21).

A arte tradicionalista de Africa tem de “atrair os pode-
res sobrenaturais” (Eisenhofer, Wolf 2010, p. 17). Jewsiewiecki,
quando escreve sobre a arte tradicional do Congo, cons-
tata que “essas imagens nédo representam um espirito,
mas séo as ferramentas que o convidam” (Jewsiewiecki 2013,
p.330), enquanto a pintura publicitaria continua a pertencer
a esfera profana (Lerat 1990, p. 21). Surge entéo a pergunta se

a pintura publicitaria é um corte radical com a arte tradi-
cional, tendo em conta o facto, o que ja foi dito, que ela pode

recorrer tanto a arte das elites, como & arte tradicional?
A resposta, ao que nos parece, é bem conhecida no dmbi-
to da humanistica mundial, pois se trata do facto de que
ailuminacéo que pode ser associada com a tendéncia mo-
dernizante tem raizes no raciocinio mitolégico (Horkheimer,
Adorno2002). Sendo assim, a pintura publicitarianio pode ser
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of advertising. Li¢ina, for example, writes about the ne-
cessity of advertising and “attracting clients’ attention”
(2013, 119-120), Gibbal about generating consumerism (Lerat
1990, 21) and Ruyter about “inspiring lust” as a function
of poster (Ruyter, Dinos 2009). Thibaut de Ruyter goes even
further with his thesis that we belong to the “culture of
packaging” and that “the packaging is sexier than the
product itself” (Ruyter, Dinos 2009). This is how the urban
lifestyle is created (Lerat 1990, 21).

The traditionalist African art is supposed to “attract super-
natural powers and beings” (Eisenhofer, Wolf 2010,17). Writing
about Congolese traditionalist art, Jewsiewicki states
that “those images did not describe nor re-present a spirit,
but were devices ‘inviting’ a spirit to visit the place” (jew-
siewicki 2013, 330), yet advertisement painting is the sphere
of the profane (Lerat 1990, 21). Thus, the following question
arises: Is advertisement painting a radical break with
traditionalist art if - as it has been said - it can use both
elite and traditionalist art? In our opinion, the answer
is well-known to the world humanities: enlightenment,
which can be associated with a trend for modernisation,
originated from mythical thinking (Horkheimer, Adorno 2002).
Therefore, we can perceive advertisement painting not as
“attracting supernatural powers” or “inviting a spirit” but
as attracting a customer and controlling “supernatural”
powers that govern the economy.

Placing the phenomenon of the Sdo Toméan advertise-
ment painting in the discourse about Western African
advertisement painting, it should be remembered that
there are four threads important for its characterisa-
tion. First of all, the context of decolonisation, acceler-
ated modernisation and urbanisation. It was only in 1975
that the Democratic Republic of Sdo Tomé and Principe
gained independence from Portugal, along with other
countries in Lusophone Africa, being one of the last
country undergoing decolonisation in the continent. In
1975-1990, the government was formed by one party, the
Movement for the Liberation of S0 Tomé and Principe
(Movimento de Libertagdo de Sdo Tomé e Principe, MLSTP),
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postrzegac nie jako ,przyciagniecie sit nadnaturalnych”
czy ,zaproszenie ducha”, ale jako przyciagniecie klienta
izapanowanie nad ,nadnaturalnymi” sitami rzadzacymi
ekonomig.

Umieszczajac zatem fenomen saotomejskiego malarstwa
reklamowego w dyskursie o zachodnioafrykanskim ma-
larstwie reklamowym nalezy pamietac¢ o czterech waz-
nych dlajego charakterystyki watkach. Po pierwsze, jest
to kontekst dekolonizacji, przyspieszonej modernizacji
i urbanizacji. Demokratyczna Republika Wysp Swietego
Tomasza i Ksigzecej uzyskuje niepodlegtos¢ od Portuga-
lii dopiero w 1975 roku, wraz z pozostaltymi panstwami
Afryki Luzofonskiej, jako jedno z ostatnich dekolonizu-
jacych sie panstw Afryki. W latach 1975-1990 w kraju
tym sprawowane sa rzady jednopartyjne, a u wtadzy
pozostaje mLsTP (Movimento de Libertag¢do de Sdo Tomé
e Principe), partia wywodzaca sie z sit zbrojnego oporu
wobec faszystowskiego rzadu Portugalii. Zdaniem bada-
czy emancypacyjnych proceséw w Afryce Luzoforiskiej
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vista como “a tentativa de atrair os poderes sobrenaturais”
ou “o convite para o espirito”, sendo como a tentativa de
atrair o cliente e de subjugar os poderes “sobrenaturais”
que orientam a economia.

Se colocarmos o fendmeno da pintura publicitaria sdo-
-tomense no dmbito da pintura publicitaria afro-ocidental,
temos de tomar em conta quatro factores importantes
quanto as suas caracteristicas. Primeiro, é o contexto de
descolonizacdo, modernizacéo acelerada e urbanizacéo.
A Republica Democratica de Sdo Tomé e Principe ganha
a independéncia apenas em 1975, junto com os restantes
paises da Africa Luséfona, sendo descolonizada como um
dos altimos paises africanos. Nos anos 1975-1990 no pais
governa um regime unipartidario e o partido ao poder
é o mLsTP (Movimento de Libertacéo de Sdo Tomé e Prin-
cipe) que tem raizes nas forgas armadas de oposi¢do ao
governo fascista de Portugal. Segundo os pesquisadores de
processos de emancipacédo da Africa Luséfona, esses mo-
vimentos armados independentistas sdo responsaveis pela
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15_Mural polityczny przedstawiajacy Manuela Pinto da Coste.

Hasto na $cianie gtosi: ,Jedno$¢, dyscyplina, praca” | Mural politico
com Manuel Pinto da Costa. O lema na parede diz “Unidade, disciplina,
trabalho” | A political mural representing Manuel Pinto da Costa.

The slogan on the wall reads: “Unity, discipline, work”.

Uba Budu

that originated from the forces of armed resistance to
the fascist Portugal authorities. According to research-
ers of emancipation processes in Lusophone Africa, the
armed forces for national liberation led to the Carnation
Revolution and democratisation of Portugal (Freire 1997;
Romio, Gadotti 2012). Just like in other countries in Western
Africa, decolonisation, young independence and accel-
erated modernisation constituted a background for the
development of the SGo Toméan street painting. Since
1990 and together with the progress of democratisation,
the process of urbanisation as well as the free migra-
tion of people to the capital have progressed (siebert 1999),
which also constitutes a context for the development of
the Sdo Toméan advertisement painting. Second of all,
as almost every form of local culture, the Sdo Toméan
culture is condemned to its hybrid character, all the
more so because it played a gloomy role in the Atlantic
slave trade, serving de facto as a concentration camp
for the people kidnapped from the continent. For that
reason, Portuguese became a vehicular language, the of-
ficial language even after the independence was gained
and a basic language in the campaign for the literacy of
adults that was necessary because of the policy of ne-
glect adopted by the fascist Portugal government. Cur-
rently, the hybrid character of the Sdo Toméan culture
consists of globalising influences, which is translated
into the phenomenon of the Sdo Toméan advertisement
painting. Third of all, the Sdo Toméan popular painting
is a good example of popular art because it is produced
and consumed by the Sdo Toméan people, it is neither
elite nor traditionalist and - which is the most important
from our point of view - it performs a crucial function
in “popular economy” (Martins 2008; Gadotti 2009; Stariczyl 2016).
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zbrojne ruchy narodowowyzwolencze doprowadzity do
Rewolucji Gozdzikéw i demokratyzacji Portugalii (Freire
1997; Romio, Gadotti 2012). Nie inaczej niz w pozostatych krajach
Afryki Zachodniej dekolonizacja, §wieza niepodlegtos¢
i przyspieszona modernizacja stanowi tto rozwoju saoto-
mejskiego malarstwa ulicznego. Wraz z demokratyzacja
od roku 1990 postepuje proces urbanizacji i swobodny
przeptyw ludzi do stolicy (siebert 1999), co réwniez stanowi
kontekst rozwoju zjawiska saotomejskiego malarstwa
reklamowego. Po drugie, jak wtasciwie kazda odmiana
kultury lokalnej - kultura saotomejska skazana jest na
hybrydyczny charakter, tym bardziej ze odegrata ponura
role w atlantyckim handlu niewolnikami, w ktérym de
facto petnita funkcje obozu koncentracyjnego dlaludnosci
porywanej z Afryki kontynentalnej. Wobec tego jezyk
portugalski stat sie jezykiem wehikularnym, jezykiem
urzedowym takze po uzyskaniu niepodlegtosciijezy-
kiem podstawowym w akcji alfabetyzacyjnej dorostych,
ktéra byta niezbedna ze wzgledu na §wiadoma polityke
zaniedban faszystowskiego rzadu Portugalii. Aktualnie
na hybrydyczny charakter kultury saotomejskiej sktadaja
sie oczywiscie wplywy globalizacyjne, co przektada sie
na fenomen saotomejskiego malarstwa reklamowego. Po
trzecie, saotomejskie malarstwo ludowe to dobry przyktad
sztukiludowej, gdyz jest tworzone przez Saotomejczykow
dla Saotomejczykow, nie jest sztuka ani elitarna, ani tez
tradycjonalnaico z naszego punktu widzenia najwazniej-
sze - petni znaczaca funkcje w ,,ekonomii ludowej” (martins
2008; Gadotti 2009; Stariczyk 2016). Po czwarte w koncu, saoto-
mejskie malarstwo reklamowe ma funkcje reklamowa.
W tym momencie mozna juz postawic pytanie o to, wjaki
sposéb badalismy fenomen saotomejskiego malarstwa
reklamowego.

Organizacja badan fenomenu
saotomejskiego malarstwa reklamowego

Jak juz zaznaczyliSmy we wstepie, nasz projekt miat po-
czatkowo charakter catkowicie spontaniczny. Jednak
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Revolucdo dos Cravos e pela democratizagdo de Portugal
(Ereire 1997; Roméo, Gadotti 2012).

Tal como em outros paises da Africa Ocidental, também
em sTP a pintura publicitaria teve a descolonizacéo, a inde-
pendéncia ha pouco conquistada e a modernizagéo acele-
rada como pano de fundo de desenvolvimento. Desde 1990,
junto com a democratizagdo, tem-se realizado o processo
de urbanizacéo e um fluxo ininterrupto de populacéo até
a capital (siebert 1999) 0 que também faz parte do contexto
do desenvolvimento da pintura publicitaria sdo-tomense.
Segundo, como cada variante da cultura local, a cultura
sdo-tomense estd condenada a um caricter hibrido, facto
reforcado por o pais ter desempenhado um papel negro
no comércio atlantico de escravos, cumprindo a fungdo de
um campo de concentracéo para as populagdes sequestra-
das na Africa continental. Por isso a lingua portuguesa se
tornou numa lingua veicular, uma lingua oficial depois da
independéncia e uma lingua basica no processo indispen-
savel de alfabetiza¢do dos adultos por causa da anterior po-
litica deliberada de negligéncias do governo fascista por-
tugués. A cultura hibrida actual de stp é influenciada pela
globalizacdo o que se manifesta, entre outros, no fenéme-
no da pintura publicitaria sio-tomense. Terceiro, a pintura
popular sdo-tomense é um bom exemplo de arte popular
porque é criada pelos sdo-tomenses para os sdo-tomenses,
ndo é uma arte de elites, nem uma arte tradicional e, o que
do nosso ponto de vista é mais importante, cumpre uma
funcéo significativa dentro da “economia popular” (martins
2008; Gadotti 2009; Stariczyk 2016). Quarto, a pintura publicitaria
sdo-tomense cumpre uma funcéo publicitaria.

Agora sim, podemos enfim colocar a questado de como é que
noés estudamos o fendmeno da pintura publicitaria sdo-
-tomense.

Organizar o estudo do fenomeno
da pintura publicitaria sio-tomense

Como ja assinalamos no comeco, 0 nosso projecto tinha ini-
cialmente um caracter cem por cento espontineo. Porém,
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Finally, the Sdo Toméan advertisement painting has Al B o ' 7% gt W o -
a promotional function. 3 . . ¢ : iy
Now, the question about how we studied the phenom- ¥ o : - -
enon of the Sdo Toméan advertisement painting can be 3 ' : '
asked.

The organisation of research on
the Sio Toméan advertisement painting

Asit has already been mentioned in the introduction, our
project, in the beginning, was of completely spontaneous
character. However, the essential subject of our interest,
that is the discourse of the Sdo Toméan advertisement
painting, was remained almost completely unmodified
during the whole research process. At the same time, it
should be remembered about the multimodality of this Maral politico | A political mural “Pinto da Costa
discourse, or about its visual and textual layer, which is listens to the people”
an important characteristic of Western African adver- Uba Budu
tisement painting (Lerat 1990, 25; Li¢ina 2013, 119-120). Strictly
speaking, advertisement painting is a magnificent ex-
ample of the co-occurrence of different semiotic modali-
ties in discourse and thus of a semiotic game between
that which is verbal and that which is visual (kress, Leeuwen
1998, 186-187). At the later stages - in order to increase the
validity of our research - we decided to supplement it
with a dialogic dimension (saulkko 2005, 343-356), which led
to our interviews with Sdo Toméan creators of adver-
tisement painting. In greater detail, the research object
included:
+ meanings present in the Sdo Toméan advertisement

painting;
- manners of depiction present in the Sdo Toméan adver-

tisement painting;
- meanings imparted by the creators of the Sdo Toméan

advertisement painting to their works. Our research was

of exploratory and theoretical character, which means

that its aim was to learn about the phenomenon of the

Sdo Toméan advertisement painting and try to develop

a theory about it.

4
A

16_Mural polityczny ,Pinto da Costa stucha ludu” | &
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zasadniczy przedmiot naszych zainteresowan w catym
procesie badawczym nie ulegt wiekszym przeksztatceniom
ibytnim dyskurs saotomejskiego malarstwa reklamowego.
Przy tym nalezy pamieta¢ o multimodalnosci tego dyskur-
su, czyli o jego warstwie wizualnej i tekstualnej, co jest
istotna cecha malarstwa reklamowego z Afryki Zachodniej
(Lerat 1990, s. 25; Li¢ina 2013, 119-120). Méwiqc wprost, malarstwo
reklamowe jest doskonatym przyktadem wspoétwystepo-
wania réznych semiotycznych modalnosci w dyskursie,
azatem isemiotycznej gry miedzy tym, co werbalne i wi-
zualne (Kress, Leeuwen 1998, s.186-187). Na pdZniejszym etapie
- aby zwiekszy¢ trafnos¢ badan - zdecydowalismy sie
uzupetnic je o wymiar dialogiczny (saukko 2010, s.497-500), co
doprowadzito do tego, ze przeprowadziliSmy wywiady
z twércami saotomejskiego malarstwa reklamowego. Uj-
mujac szczegétowo przedmiot badan, sktadaty sie na nie:
znaczenia obecne w saotomejskim malarstwie rekla-
mowym;
sposoby obrazowania obecne w saotomejskim malar-
stwie reklamowym,;
znaczenia nadawane pracy przez saotomejskich twoércéw
malarstwa reklamowego. Wobec tego nasze badania
miaty charakter eksploracyjny i teoretyczny, co ozna-
cza, ze ich celem byto poznanie zjawiska saotomejskiego
malarstwa reklamowego oraz préba zbudowania teorii
najego temat.
Szczegdtowe problemy badawcze wobec tego zostaty sfor-
mutowane nastepujaco:
» jakie znaczenia obecne sa w saotomejskim malarstwie
reklamowym?
« jakie sposoby obrazowania uzywane sa w saotomejskim
malarstwie reklamowym?
» jakie znaczenie swej pracy nadaja twoércy saotomejskiego
malarstwa reklamowego?
Tak obrany przedmiot badan, ich cel i problemy, ale tak-
ze poczagtkowa spontanicznosc catego przedsiewziecia,
sktonity nas do tego, by zastosowac rozwiazania teorii
ugruntowanej (Glaser, strauss 2012) do analizy danych wi-
zualnych (Konecki 2008; 2010; 2011; 2012; Frackowiak 2012), a takze
teorii semiotyki wizualnej Kressa i Leeuwena (1996;1998).

.

.
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o objecto do nosso interesse em toda a pesquisa ndo sofreu

transformacdes maiores, pois desde o inicio foi o discurso

da pintura publicitaria sdo-tomense que nos interessava.

E preciso ainda nos lembrarmos da multimodalidade des-

te discurso, isto é, da sua camada visual e textual, o que

constitui uma caracteristica notavel da pintura publici-

taria da Africa Ocidental (Lerat 1990, p. 25; Li¢ina 2013, 119-120).

A pintura publicitaria é sem divida um exemplo perfeito

de coexisténcia de diferentes modalidades semiéticas no

discurso, ou seja, a0 mesmo tempo é um exemplo de um
jogo semiotico entre o que é verbal e o que é visual (kress,

Leeuwen 1998, p. 186-187). Na fase mais avancada, para aumentar

o nivel de validade do estudo, decidimo-nos complementar

o processo acrescentando a ele a dimenséo dialégica (saukko

2005, p.343-356) 0 que resultou em realizar entrevistas com

os artistas da pintura publicitaria sdo-tomense. Para dar

uma visdo mais detalhada, expliquemos que as entrevistas
abrangiam:

- significados presentes na pintura publicitaria sdo-
tomense;

- formas de apresentacgéo presentes na pintura publicitaria
sdo-tomense;

» significados concedidos ao trabalho pelos autores da pin-
tura publicitaria sdo-tomense. Por isso o0 nosso estudo
revelou ter um caracter explorativo e tedrico, isto é, o seu
alvo era conhecer o fenémeno da pintura publicitaria
sdo-tomense e tentar contornar a teoria em volta.

Os problemas de pesquisa particulares foram definidos

assim como segue:

+ quais significados estdo presentes na pintura publicitaria
sdo-tomense?

- que formas de apresentagio sdo usadas na pintura pu-
blicitaria sdo-tomense?

+ que significado concedem ao seu trabalho os criadores
da pintura publicitaria sdo-tomense?

O objecto do estudo assim definido, o alvo deste e os proble-

mas, mas também a espontaneidade inicial de todo o em-

preendimento, convenceram-nos para aplicar ao problema
de pesquisa as solucdes da teoria fundamentada (Glaser,

strauss 2012) quanto a analise dos dados visuais (Konecki 2008;
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Thus, the detailed research problems were formulated in
the following questions:
+ what meanings are present in the Sdo Toméan advertise-
ment painting?
- what manners of depiction are used in the Sdo Toméan
advertisement painting?
- what meanings do the creators of the Sdo Toméan adver-
tisement painting impart to their works?
Therefore, the chosen object of research, its aim and prob-
lems as well as the initial spontaneity of the whole under-
taking persuaded us to use the framework of grounded
theory (claser, strauss 2012) in the analysis of visual data
(Konecki 2008; 2010; 2011; 2012; Frackowiak 2012) and also Kress
and Leeuwen’s theory of visual semiotics (1996; 1998). In
the part of the research that involved expert opinion
surveys with the creators of advertisement painting,
we used some elements from discourse analysis com-
bined with a strategy based on phenomenography (pijic1997;
Fairclough 2010; Cackowslka et al. 2003; 2012). The gathered empirical
material could be characterised as follows: we collected
more than a thousand photographs in the field of visual
discourse and three hours of expert opinion surveys con-
ducted during three conversations with five artists (one
was a focus group interview with a group of painters
called S6 Pintura). While the amount of material from
expert opinion surveys did not impress us, the number of
photographs was overwhelming. It turned out, however
- as Maciej Frackowiak writes - that our practical prob-
lem was quite popular among the researchers of visual
discourse and it could be expressed by the following ques-
tion: “How to examine so many photographs at the same
time?” (Frackowiak 2012, 46). Making reference to Krzysztof
Konecki, in such a situation, Frackowiak suggests mak-
ing a “thematic list of photographs” that has its roots in
the use of grounded theory in the research of visual data
(Frackowiak 2012, 51).
To recognise the visual data as a “valid and valuable empiri-
cal material on the basis of which some theories and theo-
retical propositions can be formulated” (Konecki 2008, 89) was
asine qua non for adopting this strategy. Konecki further
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Natomiast w czesci badania, ktéra obejmowata wywiady
eksperckie z twércami malarstwa reklamowego, zasto-
sowalismy elementy analizy dyskursu w potaczeniu ze
strategia fenomenograficzna (pijk 1997; Fairclough 2010; Cackowska
iin.2003;2012). Charakterystyka materiatu empirycznego
jest nastepujaca - zgromadziliSmy ponad tysiac zdje¢
w obszarze dyskursu wizualnego oraz trzy godziny wy-
wiadéw eksperckich z trzech rozmoéw z piecioma arty-
stami (jeden z wywiadéw miat charakter fokusowy, gdyz
zostat przeprowadzany z grupa malarzy pod nazwa S6
Pintura). O ile ilo§¢ materiatu z wywiadéw eksperckich
- mowiac kolokwialnie - nie zrobita na nas wiekszego
wrazenia, o tyle liczba zdje¢ byta przygniatajaca. Oka-
zato sie jednak, ze - jak pisze Maciej Frackowiak - nasz
problem praktyczny jest dos¢ powszechny posroéd ba-
daczy dyskursu wizualnego i mozna go wyrazi¢ pyta-
niem: ,Jak obejrzeé tysiac zdje¢ naraz?” (Frackowiak 2012,
s.46). Frackowiak, nawiazujac do Krzysztofa Koneckiego,
proponuje w takiej sytuacji stworzenie ,fotograficznej
listy tematycznej”, ktéra wywodzi sie z zastosowania
teorii ugruntowanej w badaniach danych wizualnych
(Frackowiak 2012, s. 51).

Warunkiem obrania takiej strategii jest to, by uzna¢ dane
wizualne jako ,prawomocne i warto§ciowe materiaty em-
piryczne, na podstawie ktérych mozna budowaé pewne
teorie i propozycje teoretyczne” (konecki2008,s.89). Jak dalej
pisze Konecki, dane wizualne moga by¢ danymi uzupet-
niajacymi, ale takze danymi podstawowymi (2008,s.89). Na
potrzeby tego projektu potraktowalismy dane wizualne
jako materiat podstawowy, a dane z fenomenograficz-
nych wywiadéw eksperckich jako dane uzupetniajace.
Jednakze dane uzupetniajace maja kluczowe znaczenie,
gdyz sktadaja sie na proces nasycenia kategorii, jak pisze
o tym Krzysztof Koncecki:

~Metodologia teorii ugruntowanej (mTu) jest strategia
badawczo-analitycznag, ktéra koncentruje sie na gene-
rowaniu pojec, hipotez i teorii z danych empirycznych.
Metodologia ta wskazuje na to, ze badanie jest procesem,
w przypadku ktérego badacz wielokrotnie - juz po analizie
danych, w trakcie ktérej stawia kolejne pytania - powraca
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2010;2011; 2012; Frackowiak 2012), bem como de recorrer a semioti-
cavisual de Kress e Leeuwen (1996;1998). No entanto, na parte
dedicada as entrevistas profissionais com os criadores da
pintura publicitaria sdo-tomense, recorremos aos elemen-
tos da analise do discurso combinada com a estratégia fe-
nomenogréﬁca (Dijk 1997; Fairclough 2010; Cackowska et al. 2003; 2012).
O material empirico recolhido é o seguinte: foi recolhido
acima de um milhar de fotografias no &mbito do discurso
visual e trés horas de entrevistas profissionais gravadas
durante trés conversas com cinco artistas (uma das en-
trevistas teve o caracter de grupo porque foi feita com
o grupo de artistas de S6 Pintura). Enquanto o volume do
material das entrevistas profissionais, dito coloquialmente,
ndo nos deixou de boca aberta, ja o nimero de fotografias
revelou-se esmagador. Depois descobrimos que, como
afirma Maciej Frackowiak, o nosso problema é bastante
comum entre os que estudam discurso visual e pode ser
resumido a uma pergunta: “Como se consegue ver mil
fotografias de uma vez?” (rackowialk 2012, p. 46). Frackowiak,
evocando Krzystof Konecki, propde numa situagédo dessas
criar uma “lista fotografica por temas” que tem a ver com
os pressupostos da teoria fundamentada aplicada ao pro-
cessamento dos dados visuais (Frackowiak 2012, p. 51).

A condicdo para podermos orientar-nos por esta estratégia
é ver os dados visuais como “matérias empiricas justifi-
cadas e de valor, a partir dos quais se pode fundamentar
algumas teorias e propostas tedricas” (Konecki 2008, p. 89).
Konecki explica mais adiante que os dados visuais podem
servir de material de base, bem como de material com-
plementar (2008, p.89). Para as necessidades deste projecto,
processamos os dados visuais como sendo material de
base, enquanto os dados fenomenograficos das entrevistas
profissionais como sendo dados complementares. Alias, os
dados complementares tém um significado crucial porque
complementam o processo de saturacio de categorias tal
como o define Krzysztof Konecki:

“A metodologia da teoria fundamentada (mTE) é uma estra-
tégia de estudo analitica que se concentra em gerir con-
ceitos, hipoteses e teorias a base de dados empiricos. Esta
metodologia aponta para o facto de que a pesquisa é um

PT

writes that visual data can be both supplementary and
basic data (2008, 89). For the needs of this project, we treated
visual data as basic data and the data from phenomeno-
graphic expert opinion surveys as supplementary data.
However, the supplementary data are of crucial impor-
tance for they are involved in the process of saturation of
categories, as Krzysztof Konecki writes:

“Grounded theory methodology (Tm) focuses on generating/
constructing theories from empirical data through re-
search understood as a reiterative process - with aresear-
cher cruising between field data deposits (e.g. libraries,
online resources) and his or her analytical workshop. Hav-
ing analysed a batch of data, the researcher returns to
the field for more data, traced with the insights provided
by previous analyses. Data are coded, conceptual labels
honed and theoretical categories constructed. As the point
of ‘saturation’ of categories is approached, data collection
gives way to defining and conceptual refinement” (konecki
2011, 132).

In the case of our research, this methodology assumed
the form of collecting visual data and analysing them
as well as “explaining” the material by its creators. The
complexity of research procedures used in grounded
theory helps to avoid imposing categories, which would
produce “data forcing” that is connected with the use of
“pet codes” (Konecki2008,90-91). Moreover, Konecki suggests
using open coding or “coding families” in data analy-
sis to prevent a researcher from forcing the results of
their research (konecki2008,90-95). The first coding family
includes causes, context, contingencies, consequences,
covariances and conditions; the second - stages, stag-
ing, phases, phasing, progressions, passages, gradation,
transitions, steps, ranks, careers, ordering, trajectories,
chains, sequencing, temporaling, shaping, cycling; the
last one -limit, range, intensity, extent, amount, polarity,
extreme, boundary, rank, grades, continuum, probability,
possibility, level, cutting points, critical juncture, sta-
tistical average, deviation (konecki 2008, 91-92). According
to Konecki, the extended spectrum of codes protects the

EN

64—65

RN



do dalszego zbierania danych.[...] Dane sa kodowane, a kon-
ceptualne aspekty danych opracowywane podczas samej
analizy, az do osiagniecia nasycenia kategorii. Nasyce-
nie oznacza, ze nie ma zadnych nowych konceptualnych
wtasnosci kategorii i mozna juz ja opracowac pojeciowo
izdefiniowaé|...]” (2012, s.13).

W naszym wypadku metodologia ta przybrata postac
gromadzenia danych wizualnych i ich analizy, a tak-
ze ,tlumaczenia” tego materiatu przez jego twdércéw.
ZYtozonos¢ procedury badawczej w teorii ugruntowa-
nej mana celu unikniecie narzucania kategorii, ktérego
konsekwencja jest ,wymuszenie danych” (data forcing),
wiazace sie z uzywaniem ,ulubionych kodéw” (pet codes)
(Konecki 2008,5.90-91). Aby uniknaé¢ narzucenia przez bada-
cza wynikéw, Konecki proponuje, aby do analizy danych
stosowac takie rozwigzania, jak kodowanie otwarte czy
»rodziny kodowania” (konecki 2008, s. 90-95). Pierwsza ro-
dzina kodéw obejmuje przyczyny, konteksty, mozliwe
przebiegi dziatan, konsekwencje, kowariancje i warunki;
drugarodzina kodéw z kolei obejmuje stadia, stawanie
sie, fazy, fazowanie, postepy, przejscia, gradacje, rangi,
kariery, trajektorie, fancuchy, sekwencje, czasowos¢,
cyklicznosé, ksztattowanie, porzadkowanie; ostatnia,
trzecia rodzina kodow obejmuje granice, zasieg, inten-
sywnos$¢, wielkosé, polaryzacje, ekstremum, stopien,
stopnie, zréznicowanie, kontinuum, prawdopodobien-
stwo, mozliwosci, poziom, punkty zwrotne, przecietna
szybkos¢, odchylenie standardowe, punkty krytyczne
(Konecki 2008, 91-92). Zdaniem Koneckiego tak rozbudowa-
ne spektrum kodéw chroni badacza przed narzuceniem
wynikéw badan wynikajacych z przedzatozen teore-
tycznych. Z rodzin kodowania wytaniaja sie pytania,
na ktére powinny odpowiadac¢ kody:
» pytanie o tozsamosé, o to, kim jest osoba przedstawiana,
jakijest jej obraz siebie;
» pytanie o interakcje - dziatanie i podleganie dziataniu
- w relacji do innych aktoréw lub publicznosci;
- pytanie o proces, ktéry jest przedstawiany;
- pytanie o powiazania spoteczne miedzy aktorami;

PL

processo durante o qual o pesquisador, varias vezes, depois
da anéalise dos dados durante na qual coloca perguntas
sucessivas, volta para continuar a recolherdados. [...] Os
dados sdo codificados, enquanto os aspectos conceptuais
dos dados sédo processados durante a prépria analise, até
se atingir a saturacéo de categorias. A saturagfo signi-
fica que ndo existem nenhumas novas propriedades de
categorias e que se a pode processar conceptualmente
e definir” (2012,p.13).

No nosso caso, esta metodologia ganhou contornos de

recolha de dados visuais e a sua respectiva analise, bem

como contornos de “traduzir” este material pelos préprios

criadores. A complexidade deste procedimento de pesquisa

no dmbito da teoria fundamentada tem a ver com a ne-
cessidade de evitar forcar categorias cujas consequéncias

resultam em “dados for¢ados” (data forcing) o que se liga

com o fenémeno de empregar “cédigos favoritos” (pet
codes) (Konecli 2008, p. 90-91). Para evitar a situagéo de forgar
dados pelo pesquisador, Konecki prop&e a analise de dados

a base de solugdes como a codificagdo aberta ou “familias

de codificagdo” (Konecki 2008, p. 90-95). A primeira familia de

codigos abrange as causas, 0os contextos, os possiveis cur-
sos de actividades, as consequéncias, as covaridncias e as

condicdes; a segunda familia de c6digos abrange as etapas,
o nascimento, as fases, o faseamento, os progressos, as

transicdes, as graduacdes, as importancias, as carreiras,
as trajectérias, as cadeias, as sequéncias, a temporalidade,
a ciclicidade, a formacéo, a ordenacéo; a terceira, tltima

familia de codigos, abrange os limites, o alcance, a intensi-
dade, o tamanho, a polarizagéo, o extremo, o grau, os graus,
adiversificacéo, o continuum, a probabilidade, as potencia-
lidades, o nivel, os pontos de viragem, a velocidade média,
as variagdes tipicas, os pontos criticos (Konecki 2008, 91-92).
Segundo Konecki o leque de c6digos tdo vasto protege cada
pesquisador de forcar os resultados de pesquisa vindos de
pré-requisitos tedricos. Das familias de codificacdo surgem
varias perguntas as quais os codigos deviam responder:

- apergunta sobre aidentidade, sobre quem é a pessoa que

apresenta, que imagem de si tem;
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researcher from forcing research results that emerge

from some theoretical pre-assumptions. Arising from

coding families, there are questions that should be an-

swered by codes:

+ question about the identity, about who the person pre-
sented is and what the image of herself/himself is;

- question about interaction - acting and being subordi-
nated to action - with other actors or audience;

+ question about the process that is presented;

+ question about social relationships between actors;

-+ question about the presented objects, their meanings
and iconicity;

+ question about belongingness to the social world with an
aimto catchits distinctness and define the group identity;

+ question about emotions;

+ question about culturally conventionalised activities;

» the use of codes arising from the existing theories;

+ question about the criterion of forming groups by social
units (Konecki 2008, 98-111).

In our opinion, this approach to coding protected us from
forcing the research results beforehand and thus creat-
ing an artefact; it made it possible to analyse successively
the enormity of the empirical visual material gathered
during our stay in Sdo Tomé Island. However, in the ini-
tial stage of our analysis, we used Kress and Leeuwen’s
framework of visual semiotics to solve the problem of
case definition. The theory was inductively developed
and “derived” from the analysis of newspaper front pages
(Kress, Leeuwen 1996;1998). Treating their research material as
a complex sign, the authors of Front Pages were able to
formulate the theory about the meaning of composition
(Kress, Leeuwen 1998,197-198). Although a front page is composed
of different, sometimes incompatible elements, it func-
tions as one coherent sign (kress, Leeuwen 1998, 198). It may
seem that in terms of research object, front pages are far
from representations of advertisement painting, however,
theyinspired us to treat individual photographs from one
place as a complex sign, that is a visual identification of
that place (an establishment, an open or semi-open space).
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» pytanie o przedstawiane przedmiotyiich znaczenia, ich
ikonicznos¢;

» pytanie o przynalezno$¢ do Swiata spotecznego z na-
stawieniem na uchwycenie jego odrebnosciiokreslenie
tozsamosci grupowej;

- pytanie o emocje;

» pytanie o czynnosci kulturowo skonwencjonalizowane;

» zastosowanie kodéw wynikajacych z zastanych teorii;

» pytanie o kryterium taczenia jednostek spotecznych
W grupy (Konecki 2008, s. 98-111).

Takie podejscie do kodowania - jak sadzimy - uchronito nas
przed narzuceniem z géry wynikéw badan i tym samym
wytworzeniem artefaktu, a takze umozliwito sukcesyw-
ne przeanalizowanie ogromu empirycznego materiatu
wizualnego, zgromadzonego podczas naszej wyprawy
na Wyspe Swietego Tomasza. Niemniej we wstepnej fazie
analizy skorzystaliSmy z rozwiazan semiotyki obrazu
Kressa i Leeuwena, by rozwiazaé problem definicji przy-
padku. Teoria Kressa i Leeuwena powstawata indukcyjnie
i ,pozywita” sie analiza pierwszych stron gazet (kress, Le-
euwen 1996,1998). Autorzy Front Pages traktuja swo6j materiat
badawczy jako ztozony znak i dopiero ta koncepcjaumoz-
liwia im stworzenie teorii znaczenia layoutu (kress, Leeuwen
1998,5.197-198). Mowiac wprost, cho¢ pierwsza strona gazety
ztozonajest z réznych, czasami nieprzystajacych do siebie
elementéw, to jednak funkcjonuje jako jeden koherentny
znak (Kress, Leeuwen 1998, s.198). Mimo ze pierwsze strony
jako przedmiot badan wydaja sie oddalone od przedsta-
wien malarstwa reklamowego, uzyteczne okazato sie po-
traktowanie poszczegélnych zdjec¢ z jednego miejsca jako
ztozonego znaku - identyfikacji wizualnej danego miejsca
(lokalu, przestrzeni otwartej lub pétotwartej). Ostatecznie
wizualny materiat empiryczny to 1040 zdjec 272 obiek-
tow-znakow, ktore dalej bedziemy okreslaé obiektami.
Do tego dochodzi 8 zdje¢ 8 ulicznych stoisk Saotomejskiej
Kompanii Telekomunikacyjnej (Companhia Santomense de
Telecomunicagdes, dalej csT), sprzedajacych ustugi prepaid,
lecz one zostana omdwione osobno. W gromadzeniu ma-
teriatéw wizualnych kierowalismy sie zasada nasycenia
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- a pergunta sobre as interacgdes (ser objecto e sujeito da
ac¢do) em relagdo com os outros actores ou elementos
do publico;

- a pergunta sobre o processo apresentado;

- apergunta sobre as ligagdes sociais entre os actores;

- a pergunta sobre os objectos apresentados e os respec-
tivos significados e suaiconicidade;

- a pergunta sobre a pertenca ao mundo social com o des-
taque para captar a sua diferenca e para definir a iden-
tidade de grupo;

+ apergunta sobre as emocdes;

+ apergunta sobre as actividades convencionadas no nivel
cultural;

- a pergunta sobre o critério de como ligar as unidades
sociais em grupos (Konecki 2008, p. 98-111).

Achamos que uma atitude de codificagédo deste tipo salvou-

-nos de predefinir os resultados de pesquisa e, por isso,

também de criagdo de um artefacto, bem como possibilitou

uma anélise sucessiva de uma vastiddo de material empiri-
co visual que recolhemos durante a nossa estadianailhade

Sdo Tomé. No entanto, nafaseinicial da analise recorremos

as solucdes da semidtica da imagem de Kress e Leeuwen

para solucionar a questio da definicdo do caso. A teoria de

Kress e Leeuwen nasceu de forma indutiva e “bebeu” da

andlise das primeiras folhas dos jornais (icress, Leeuwen 1996,

1998). Os autores de Front Pages tratam o seu material de

estudo como um signo complexo e s6 esta abordagem lhes

possibilita criar uma teoria do significado do layout (kress,

Leeuwen 1998, p. 197-198). Obviamente, apesar de a primeira

folha de um jornal ser composta de varios elementos, as

vezes muito distantes entre si, ela funciona como um signo
coerente (Kress, Leeuwen 1998, p. 198). A primeira vista, as prime-
iras paginas de jornais como um objecto de estudo parecem
distantes das manifestacdes da pintura publicitaria, mas
ter tratado algumas fotografias particulares vindas de um
lugar (a identificagdo visual de um dado lugar como um
recinto, um espaco aberto ou semiaberto) como um signo
composto, revelou-se Gtil. O material visual empirico fi-
nal compreende 1040 fotografias de 272 objectos-signos
que daqui em diante iremos mencionar como objectos.

PT

Ultimately, the empirical visual material consists of 1.040
photographs of 272 objects-signs that in the following
parts of the book will be called objects. In addition, there
are 8 photographs of 8 street stands of the Sdo Toméan
Telecommunication Company (Companhia Santomense de
Telecomunicagdes, cst) that sell prepaid services, but these
will be discussed separately. While collecting the visual
material, we followed the principle of sample saturation
(Konecki 2012,13). The photographs were taken in the whole
Sdo Tomé Island, yet because of the urban character of
advertisement painting, the highest number of objects
comes from the capital (179/272) and the remaining part
from smaller towns such as Trindade (17/272) and Gua-
dalupe (13/272).

The interviews with the creators of advertisement painting
were performed in accordance with the phenomenographic
strategy, thus they were qualitative and semi-structured,
with a questionnaire that included open-ended questions
complemented by probing questions. They were open
interviews given by Rafael Ventura, Acidio de Oliveira
Quaresma dos Santos and the S6 Pintura group composed
of Celestino Leandro da Cruz Marc¢al, Yamikx dos Reis and

Vitor Moreira Pires dos Santos. The majority of interviews

was carried out in cacau, only one was conducted in an art-

ist’s home-atelier. All interviews and their transcriptions
as well as the coding of the gathered empirical material
were in Portuguese.

In accordance with the principle of “deliberate naiveté”,

the questionnaire and probing questions were formulated

in such a way as to avoid the risk of having “ready-made
categories” (kvale 1996, 33). The questionnaire included the
following questions:

« Who are you? How would you describe, define yourself?
- with this question the participants were supposed to
determine discursively their identity.

» What is the meaning of your work? - with this question the
participants were supposed to reconstruct the mean-
ing they attribute to their work and the relationships
between work and other values.
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probki (konecki 2012, 5. 13). Zdjecia pochodza z catej Wyspy
Swietego Tomasza, lecz ze wzgledu na miejski charakter
malarstwa reklamowego najwiecej obiektéw pochodzi ze
stotecznego Sdo Tomé (179/272), a pozostate z mniejszych
miejscowosci, miedzy innymi Trindade (17/272) i Guada-
lupe (13/272).

Natomiast wywiady z twércami malarstwa reklamowe-
go byly realizowane zgodnie ze strategia fenomenogra-
ficzng, a zatem byty to wywiady jakosciowe, pétotwarte,
w ktérych kwestionariusz sktadat sie z pytan otwartych
uzupetnianych pytaniami pogtebiajagcymi. Wywiady byty
wywiadamijawnym i wzieli wnich udziat Rafael Ventura,
Acidio de Oliveira Quaresma dos Santos i grupa S6 Pin-
tura, do ktérej nalezag Celestino Leandro da Cruz Marcal,
Yamikx dos Reis i Vitor Moreira Pires dos Santos. Wiek-
szo§¢ wywiadow zostata przeprowadzona w cacau, tylko
jeden w domu-pracowni jednego z artystéw. Wszystkie
wywiady zostaty przeprowadzone w jezyku portugalskim,
podobnie jak transkrypcje i kodowanie zgromadzonego
materiatu empirycznego.

Zgodnie z zasada ,rozmys$lnej naiwnog$ci” pytania kwestio-

nariuszowe oraz pogtebiajace formutowane byty w sposéb,

ktoéry eliminowat ryzyko ,,podsuwania gotowych katego-
rii” (kvale 2004, s. 42-44). Kwestionariusz wywiadu sktadat sie

z nastepujacych pytan:

« Kim jestes? Jak mozesz siebie okresli¢, zdefiniowac? - py-
tanie, ktére miato prowadzié¢ do dyskursywnego samo-
okreslenia tozsamosci badanego.

» Jaki jest sens twojej pracy? - pytanie, ktére miato prowa-
dzi¢ do zrekonstruowania przez badanego znaczenia
nadawanego pracy oraz relacje pracy w stosunku do
innych wartosci.

« Jak wyglgda twdj zwykty dzien pracy? - pytanie, ktore
miato prowadzi¢ do zrekonstruowania przez badanego
codziennego funkcjonowania w kontekscie czynnosci
profesjonalnych.

« Jak to sie stato, ze zostates malarzem? - pytanie, ktére
miato prowadzi¢ do zrekonstruowania przez badanego
biografii profesjonalnej.

PL

Acrescentamos a este nimero 8 fotografias de 8 stands de
rua da Companhia Santomense de Telecomunicagdes - csT
que vendem servigos pré-pagos, porém este caso ira ser
estudado & parte. Durante a recolha dos materiais visu-
ais fomos orientados pelo principio da saturacdo de uma
amostra (Konecki 2012, p.13). As fotografias foram tiradas em
toda a ilha de Sdo Tomé, mas tendo em conta o caracter
urbano da pintura publicitaria a maioria de objectos vem
da capital Sdo Tomé (179/272), enquanto as restantes de
localidades mais pequenas, entre elas Trindade (17/272)
e Guadalupe (13/272).

As entrevistas com os autores da pintura publicitaria, por
suavez, foramrealizadas conforme a estratégia fenomeno-
grafica, entdo eram entrevistas qualitativas, semi-abertas,
onde o formulario era composto de perguntas abertas
complementadas por perguntas de apoio. As entrevistas
eram abertas e nelas participaram Rafael Ventura, Acidio
de Oliveira Quaresma dos Santos e o colectivo S6 Pintura
composto por Celestino Leandro da Cruz Marcal, Yamikx
dos Reis e Vitor Moreira Pires dos Santos. Todas as en-
trevistas, salvo uma na casa-atelier de um dos artistas,
foram realizadas em cacau. Todas as entrevistas se reali-
zaram em portugués tal como as respectivas transcricoes
e a codificagdo do material recolhido.

Conforme aregrade “ingenuidade deliberada” as perguntas

dos inquéritos e as perguntas de apoio foram estruturadas

assim para evitar o risco de “sugerir a resposta” (kvale 199,

p.33). O formulario era composto pelas seguintes perguntas:

+ Quem és? Como te podes descrever, definir? - esta per-
gunta visava a autodefinicdo discursiva da identidade
do respondente.

» Qual é o sentido do teu trabalho? - esta pergunta visava
areconstrucdo por parte do respondente do significado
atribuido ao trabalho dele e das relacdes laborais em
comparacéo a outros valores.

+ Como parece o teu dia normal de trabalho? - esta pergun-
ta visava a reconstrucgéo por parte do respondente do
funcionamento diario dele no contexto de actividades
profissionais.

PT

« How does your ordinary workday look like? - with this
question the participants were supposed to reconstruct
their everyday lives in the context of their professional
activities.

» How did it happen that you became a painter? - with this
question the participants were supposed to reconstruct
their professional biography.

« How does the process of producing advertisement painting
look like? - with this question the participants were sup-
posed to reconstruct the social contexts of the phenom-
enon of advertisement painting as well as the technical
aspects of creating their works.

Having presented the theoretical bases and methodological
solutions, we can now present the results of our research
on the phenomenon of the Sdo Toméan advertisement
painting.
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« Jak wyglagda proces tworzenia malarstwa reklamowego?
- pytanie, ktére miato prowadzi¢ do zrekonstruowa-
nia przez badanego kontekstow spotecznych fenomenu

malarstwa reklamowego, jak i aspektéw technicznych
wykonywania dzieta.

Przedstawiwszy podstawy teoretyczne oraz rozwiazania
metodologiczne, mozemy przystapi¢ do przedstawienia

rezultatéw badania fenomenu saotomejskiego malarstwa
reklamowego.

PT

» Como aconteceu que te tornaste um pintor? - esta pergunta
visava a reconstrucéo por parte do respondente da sua
biografia profissional.

« Como é o processo de fazer pintura publicitaria? - esta per-
gunta visava a reconstrucéo por parte do respondente
dos contextos sociais do fenémeno da pintura publici-

taria, bem como dos aspectos técnicos da realizagédo de
uma dada obra.

Tendo apresentado as bases tedricas e as solugdes me-
todolégicas, podemos avancgar com a apresentacdo dos

resultados do estudo do fenémeno da pintura publicitaria
sdo-tomense.
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Saotomejskie
malarstwo reklamowe
— analiza dyskursu
wizualnego

Jak juz napisalismy, traktujemy identyfikacje wizualna
obiektu jako jeden ztozony znak. Analizie poddalismy 272
obiekty zréznych czesci Wyspy Swietego Tomasza z prze-
waga miasta stotecznego. Podazajac za tym, co stanowi
podstawowa charakterystyke malarstwa reklamowego
w literaturze przedmiotu obejmujacej Afryke Zachod-
nia, nalezy zwréci¢ uwage na branze reklamowanego
obiektu. Analiza ilo§ciowa zgromadzonego materiatu
pozwala stwierdzi¢, ze najczesciej identyfikacje wizu-
alna, ktéra mozemy zakwalifikowac jako malarstwo re-
klamowe, maja bary, kawiarnie i restauracje (65/290).
Druga kategorie reklamowanych ustug stanowia salony
urody i zaktady fryzjerskie (63/290). Kolejna kategoria pod
wzgledem ilo$§ciowym sa sklepy (51/290), w tym: sklepy
spozywecze, miesne, spozywczo-przemystowe, odzie-
zowe, obuwnicze, pasmanteryjne, rRTV i AGD, metalowe,
meblarskie i wyposazenia wnetrz, hurtownie zywno-
sci, hurtownie materiatéw budowlanych, galeria sztuki,
sklepy z pamigtkami i produktami regionalnymi, kioski,
optyk, apteka. Czwarta kategoria obejmuje inne obiekty
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Pintura publicitaria
sao-tomense

— analise do

discurso visual

Como acabamos de escrever, tratdmos a identificacéo vi-
sual do objecto como um signo composto. Analisdmos
272 objectos de diferentes partes da Ilha de Sdo Tomé, so-
bretudo da capital. Seguindo a caracteristica principal da
pintura publicitaria, assim como definida na literatura do
tema no que se refere a Africa Ocidental, é preciso chamar
aatencdo para as areas dos objectos publicitados. A analise
quantitativa do material recolhido permite constatar que
a identificacdo visual a que podemos chamar de pintu-
ra publicitaria é mais frequente no caso de bares, cafés
e restaurantes (65/290). A segunda categoria de servicos
publicitados compreende salGes de beleza e cabeleireiros
(63/290). Logo a seguir temos lojas (51/290), e entre elas:
mercearias, talhos, lojas de roupa, lojas de conveniéncia,
sapatarias, retrosarias, lojas de equpamentos electrénicos
e de electrodomésticos, lojas de ferragens, lojas de médveis
e decoracgdes, armazéns de alimentos, armazéns de artigos
de construcéo, galerias de arte, lojas de lembrancgas e pro-
dutos regionais, quiosques, um oftalmologista, uma far-
macia. A quarta categoria abrange outros objectos (41/290),

PT

Sio Tomeéan
advertisement painting

—visual discourse

analysis

As previously stated, we treat the visual identification of
an object as one complex sign. We analysed 272 objects
from different parts of Sdo Tomé Island, mainly the capital.
Following the basic characterisation of advertisement
painting in the literature on the subject that encom-
passes Western Africa, one should take into considera-
tion business sectors to which the advertised objects
belong. Having performed the quantitative analysis of
the gathered material, we are able to determine it is the
following places that most often have the visual identifi-
cation that we can categorise as advertisement painting:
bars, cafés and restaurants (65/290). The second category
of the advertised services includes: beauty salons and
hairdressing salons (63/290). The next category in terms
of quantity consists of shops (51/290), including: grocer-
ies, butcher’s shops, convenience shops, clothes shops,
shoe shops, haberdasheries, electronic shops, hardware
shops, furniture and decoration shops, food warehouses,
building materials warehouses, an art gallery, souvenir
and regional products shops, kiosks, an optician’s shop,
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(41/290), a w jej sktad wchodza: fotograf, drukarnia,
zaktad pogrzebowy, sitownia, tapicer, kafejki internetowe,
punkty udzielajace kredytéow, punkty napraw wszela-
kich, stolarz, szewc, ustugi przewozowe, ustugi hotelowe,
studio nagran, rolnictwo, komunikacja (bez cst), ustugi
medyczne, weterynarz, studio sztuk plastycznych, radio,
krawiec, kultura i przemyst. Kolejna kategoria jest mo-
toryzacja (23/290), obejmujaca warsztaty, myjnie, stacje
ipunkty sprzedazy paliw, sklepy z czeSciami zamiennymi,
salony sprzedazy i komisy motocyklowe, a takze szkoty
nauki jazdy. Szésta pod wzgledem liczebnosci kategoria
to edukacja oraz malarstwo propagandowo-spoteczne
(21/290), a w nim: proedukacyjne hasta na szkotach, edu-
kacja prozdrowotna, edukacja proekologiczna, edukacja
antyrasistowska i na rzecz pokoju na swiecie, ale takze
organizacje pozarzadowe prowadzace akcje edukacyjne
oraz szkoty nauki jazdy. Si6dma kategoria sa dyskoteki
i kluby nocne (12/290), 6sma kategoria obejmuje obiekty
religijne (10/290), wérdd ktérych znalazty sie koscioty
i zwiazki wyznaniowe, a takze stowarzyszenia religij-
ne. Ostatnia kategoria sa obiekty obejmujace malarskie
przedstawienia o tematyce politycznej (4/290).

W tym miejscu musimy wyjasni¢ rozbieznos¢ w liczeb-
nosci, gdyz zadeklarowalismy, ze analizie poddano 272
obiekty, a suma reklamowanych sektoréw gospodarki
wynosi 290. Dzieje sie tak, poniewaz cze$¢ obiektdw jest
wielobranzowa - i tak na przyktad 4 sklepy to jednoczes-
nie salony pieknosci, 3 to jednoczesnie bary, a 1 to kantor
wymiany walut. Wéréd nich sa obiekty, ktore jednoczesnie
sa i sklepami, i barami, i zaktadami fryzjerskim, a zeby
jeszcze bardziej wszystko pokomplikowaé, zdarza sie, ze
w obiektach tych prezentowane sa tresci polityczne.
Oczywiscie taka analiza ilo§ciowa moze dostarczy¢ jedynie
wstepnych wnioskéw, dotyczacych saotomejskiego dys-
kursu publicznego obecnego w malarstwie reklamowym,
ale opierajac sie na zatozeniach jezykoznawstwa ogdélnego
Ferdinanda de Saussure’a (z002), musimy powiedzieé, ze
spotecznie znaczace jest to, co jest oznaczone. A zatem
mamy tu do czynienia z wartosciami obecnymi w saoto-
mejskim dyskursie publicznym i w ogdle w przestrzeni
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entre eles: um fotégrafo, uma grafica, uma agéncia fune-
raria, um ginasio, um tapeceiro, pontos de acesso a inter-
net, pontos de crédito, servicos de conserto de todo o tipo,
carpinteiro, sapateiro, servigo de transporte, hotelaria, um
estudio de gravacdo, agricultura, comunicac¢des (sem con-
tar com a cst), servigos médicos, veterindrio, estudios de
artes plasticas, radio, um alfaiate, cultura e indastria. A se-
guir temos motorizacédo (23/290) que abrange garagens,
auto lavagem, bombas e pontos de venda de gasolina, lojas
com partes sobresselentes, saldes de venda e penhores de
motas, bem como escolas de condugéo. A sexta categoria
guanto a quantidade é a educacéo e a pintura de propagan-
da social (21/290) onde cabem: slogans educacionais nas
escolas, educacgdes pela satde, pré-ecoldgica, anti-racista
e pela paz mundial, mas também as ONG’s com campanhas
educacionais e escolas de condugédo. Na sétima categoria
entram discotecas e clubes nocturnos (12/290), na oitava
objectos religiosos (10/290) onde encontramos igrejas
e comunidades de fiéis,bem como as associa¢des religiosas.
A altima categoria abrange os objectos que apresentam
uma tematica politica (4/290).

Aqui cabe esclarecer uma discrepancia quanto ao nimero,
pois declaramos que tinham sido analisados 272 objectos,
enquanto o nimero de areas publicitadas equivale a 290.
E assim porque alguns dos objectos pertencem a mais do
gque auma area. Por exemplo, 4 lojas a0 mesmo tempo cum-
prem a funcéo de saldes de beleza, 3 funcionam também
como bares e 1 como casa de cdmbio. Encontramos aqui
também objectos que ao mesmo tempo funcionam como
uma loja, um bar e um cabeleireiro, e para complicar ainda
mais o estado das coisas, acontece que ainda apresentam
contetudos politicos.

E 6bvio que a analise quantitativa deste tipo pode fornecer
apenas algumas conclusdes parciais quanto ao discurso
publico sdo-tomense que existe na pintura publicitaria,
mas tendo como a base as hipdteses linguisticas de Fer-
dinand de Saussure (1959), temos de constatar que o que
traduz significado é socialmente significativo. Sendo as-
sim, esta situagdo tem a ver com os valores presentes no
discurso publico sdo-tomense e no espaco publico em geral
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a pharmacy. The fourth category includes other objects
(41/290): a photographer’s studio, a print shop, a funeral
parlour, a gymnasium, an upholsterer’s workshop, In-
ternet cafés, credit granting centres, all repair centres,
a carpenter’s workshop, shoe repairer’s workshop, trans-
port services, hospitality services, a recording studio,
agriculture, telecommunication services (without csT),
medical services, a veterinary surgeon’s surgery, a fine
arts studio, a radio station, a tailor’s workshop, culture
and industry. Another category is the automotive industry
(23/290): garages, car washes, petrol stations and other
places where petrol is sold, spare parts shops, car show-
rooms and used motorcycle dealers’, driving schools. The
sixth category is education and propaganda and social
painting (21/290): slogans promoting education painted
on schools, health education, environmental education,
anti-racist and world peace education, non-governmental
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publicznej (rozumianej dostownie). Nie oznacza to jednak
w zadnym wypadku, ze wolumen warto$ci ogranicza sie
do tych, ktére obecne sa w malarstwie reklamowym, gdyz
przeciez sa inne formy dyskursu. Z tych samych powodéw
nie oznacza to takze, ze mozna wysuwac wnioski wobec
catego dyskursu na podstawie jego analizy iloSciowej,
w rodzaju: uroda jest wazniejsza od polityki. Dzieje sie
tak dlatego, ze kampanie polityczne reprezentowane sa
obecnie w przestrzeni miejskiej za pomoca innych me-
diéw - billboard6éw i plakatéw, flag, a przede wszystkim
elementéw garderoby, takich ja czapki z daszkiem oraz
t-shirty z nazwami partii czy nazwiskami kandydatow.
Niemniej wszystkie prezentowane w saotomejskim ma-
larstwie reklamowym tematy to tematy znaczace w tym
sensie, ze objete praktyka oznaczania i odnoszace sie do
systemu wartosci w rozumieniu systemu jezykowego,
aksjologiiioczywiscie ekonomii.
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(entendido literalmente). Isto, porém, de modo algum sig-
nifica que o volume dos valores se limite aos significados
presentes na pintura publicitaria, pois existem também
outras formas de discurso.

Pelas mesmas razdes isto ndo significa também que a base
da analise quantitativa se possa tirar conclusdes relevan-
tes em todo o discurso, do tipo: a beleza é mais importante
do que a politica. E assim porque, por exemplo, as cam-
panhas politicas aparecem no espaco publico através de
meios de comunicacéo diferentes, nomeadamente: painéis
publicitarios, cartazes, bandeiras, e sobretudo roupas como
chapéus e t-shirts com os nomes dos partidos ou nomes
de candidatos. Aliés, todos os temas presentes na pintura
publicitaria sdo-tomense sdo temas que significam algo na
medida que recorrem a pratica de construir significado e ao
sistema dos valores no &mbito de um sistema linguistico,
bem como no dmbito axiolégico e econdmico.
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organisations that conduct educational campaigns, driving
schools. The seventh category is discos and night clubs
(12/290), whereas the eighth includes religious objects
(10/290) such as churches, religious organisations and
associations. The last category consists of painted rep-
resentations on the subject of politics (4/290).

Now, we would like to explain why there is some dis-
crepancy between numbers of objects: 272 objects were
analysed, but the number of advertised sectors of industry
is 290. This is so because some objects belong to many
sectors, for example 4 shops are at the same time beauty
salons, 3 others are also bars and 1is a currency exchange
bureau too. Among these objects, there are some which
are simultaneously shops, bars and hairdressing salons.
To complicate things even more, in some objects political
content is presented.

On the basis of this quantitative analysis, we can of course
draw only preliminary conclusions about the Sdo Toméan
public discourse that is present in advertisement paint-
ing, however, following the assumptions of Ferdinand de
Saussure’s general linguistics (1959), we should say that
socially meaningful is that which is signified. Therefore,
we face here values that are present in the Sdo Toméan
public discourse and, in general, public space (understood
literally). However, in no case shall this mean that the
volume of values is limited only to those present in ad-
vertisement painting since there are also other types
of discourse. For similar reasons, it does not mean that
on the basis of quantitative analysis, conclusions about
the discourse as a whole can be drawn, such as: beauty
is more important than politics. This is because political
campaigns are represented in the urban space through
other media - billboards and posters, flags and, above all,
items of clothing such as caps and T-shirts with the party’s
name or candidates’ surnames on them. Nevertheless, all
themes presented by the Sdo Toméan advertisement paint-
ing are meaningful, in the sense that they are included
in the signifying practice and they refer to the system of
values as defined by the linguistic system, axiology and
of course economy.
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Jak podkreslaja Marija Li¢ina (2013,s.119-120) oraz Jean-Marie
Gibbal (Lerat 1990, s.25), zachodnioafrykanskie malarstwo
reklamowe stanowi ztozenie figuratywnego obrazu oraz
tekstu werbalnego. Podobnie w saotomejskim malar-
stwie reklamowym dominuje potaczenie figuratywnego
obrazu z tekstem (200/272), przy tym liczng grupe sta-
nowia reklamy liternicze (65/272), oparte catkowicie
na zwerbalizowanym tek$cie. Sposoby obrazowania
w dzietach zakwalifikowanych jako figuratywne to prace
ilustracyjne (144/207), posiadajace takie cechy, jak ma-
larskosé¢, dostownos$é, duza liczba kolordéw, cieniowanie
i gradacja tonalna. Prace te charakteryzuja sie znaczna
iloscia detali, niejednokrotnie ré6wniez rozbudowana
kompozycja. W opozycji do prac ilustracyjnych odréznia-
my prace graficzne (60/207). Ich forma jest uproszczona,
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Como destacam Marija Li¢ina (2013, p. 119-120) e Jean-Marie
Gibbal (Lerat 1990, p. 25), a pintura publicitaria afro-ociden-
tal é uma conjugacéo figurativa da imagem e do tex-
to verbal. De modo parecido, na pintura publicitaria
sdo-tomense domina a ligagdo da imagem figurativa
com o texto (200/272), enquanto s6 um pequeno grupo
é constituido por publicidades compostas apenas de
letras (65/272) que se baseiam em texto cem por cento
verbalizado. Os modos de retratar nas obras figurativas
compreendem trabalhos ilustrativos (144/207) que se
caracterizam pelos tracos de pintura, sio literais, colo-
ridos, sombreados e possuem gradagdo de matizes. Estes
trabalhos sdo bastante detalhados e muitas vezes tém
uma composicdo elaborada. Em oposigdo aos trabalhos
ilustrativos encontramos trabalhos graficos (60/207).
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Marija Li¢ina (2013, 119-120) and Jean-Marie Gibbal (Lerat 1990, 25)
underline that the Western African advertisement painting
is acompound of figurative images and verbal texts. It is
also the case with the Sdo Toméan advertisement paint-
ing, which is dominated by figurative images combined
with texts (200/272), however, there is alarge group of
advertisements based on lettering (65/272) which pre-
sent only a verbalised text. In the works categorised
as figurative, we can observe an illustrative (144/207)
manner of depiction, with such features as painterliness,
literalism, many colours, shading and tonal gradation.
These works are distinguished by a considerable amount
of details as well as a composition that includes many
elements. In opposition to illustrative works, we iden-
tify graphic works (60/207). Their form is simplified,
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syntetyczna, umowna. Cechuja sie minimalna liczba
koloréw i detali, charakterystyczne sa dla nich proste
ksztatty, tworzone za pomoca czystej plamy barwnej
lub linii, bez cieniowania i gradacji tonalnej. Sposréd
207 obiektow figuratywnych 3 okazaty sie niemozliwe
do zakwalifikowania zgodnie z typologia ilustracyjne/
graficzne. Niski poziom techniczny wskazywat na to,
ze ich syntetyczno$c¢ jest raczej dzietem przypadku niz
Swiadomego wyboru artysty.

Techniki, za pomoca ktérych wykonane zostaty obiekty
saotomejskiego malarstwa reklamowego, to: malarst-
wo (166/309), szablon (131/309), rysunek (2/309), relief
w drewnie (2/309). Jest tez 8 prac, ktére postanowilismy
zakwalifikowa¢ jako instalacje, a to z uwagi na ich od-
rebny charakter, ktory zastuguje na bardziej szczegéto-
wy opis. Obiekt 23 jest przyktadem, ktéry mozna uznac
zarealizacje idei upcyklingu, polegajacej na nadawaniu
nowego zycia bezuzytecznym przedmiotom. Obiekty
24 i 208 sa przyktadem instalacji wystawienniczych,
w ktérych elementy typograficzne tworza jednorodna,
przemys$lang kompozycje wraz z wystawionymi przed-
miotami. Natomiast obiekt 209 to malarskie symulakrum,
bedace przedtuzeniem rzeczywistosci, gra reprezentacji
z tym, co realne, i tym, co przedstawione. Ze wzgledu
na przyjecie przez nas definicji obiektu jako ztozone-
go znaku suma kodu ,technika” przekracza liczbe 272,
gdyz w jednym obiekcie stosowane sa rézne techniki
plastyczne (na przyktad w 34 przypadkach malarstwo
taczone jest z szablonem).

O techniki malarskie i rodzaje uzywanych farb posta-
nowiliSmy zapytac samych artystow.

RAFAEL VENTURA: UZywam emalii, ktérg mozna naktadac
na Sciane i nie schodzi, nie znika i nie blaknie, a pozostaje
na zawsze, nie traci jakosci pomimo deszczu i storica. Nie
tworze swych prac farbami olejnymi, ktore z powodu deszczu
i storica scierajg sie i tracq kolor. [...] Wiele prac, nawet nie
moge policzy¢. Spojrzcie, to Loja Ntimero 1, obraz tej wielkosci
[R.V. pokazuje] - tam jest czes¢ liternicza i duzy obraz. Naj-
pierw naktadam podktad, potem kolory, a potem projektuje
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Estes tém uma forma simplificada, sintética, consensual.
Tém um numero reduzido de cores e detalhes, contornos
simples, operam com uma mancha integral de cor ou com
uma linha, sem sombras e gradacdo de matizes. Entre
207 objectos figurativos, 3 revelaram-se impossiveis
de catalogar conforme a tipologia ilustrativa/grafica.
A sua qualidade técnica indicava que a sua sintese é pro-
vavelmente aleatéria, ou seja, ndo provém de escolha
deliberada do artista.

As principais técnicas, as quais a pintura publicitaria
sdo-tomense recorre, sdo: pintura (166/309), esténcil
(131/309), desenho (2/309), relevo (2/309). HA também
8 trabalhos que decidimos classificar como instalac¢des
tendo em conta seu caracter diferente que merece uma
descricdo mais detalhada. O objecto 23 é um exemplo que
pode ser considerado uma realizagdo de upcycling que
consiste em dar uma nova vida aos objectos gastos. Os
objectos 24 e 208 sdo exemplos de instala¢des de montra
onde os elementos tipograficos, junto com os objectos
exibidos, criam uma composicdo uniforme coerente.
O objecto 209, por sua vez, é um simulacro de pintura
que prolonga a realidade, é um jogo de representacgéo
com o que é real, e com o que é retratado. A soma do
cédigo “técnica” ultrapassa o nimero 272 por causa da
definicdo de objecto aceite por nds, porque num objecto
podem existir varias técnicas plasticas (por exemplo, em
34 casos a pintura é acompanhada pelo esténcil).

Sobre as técnicas de pintar e sobre tipos de tintas usadas
decidimos perguntar aos proprios artistas.

RAFAEL VENTURA: Eu uso tinta sintética, é uma tinta que depois
de aplicada numa parede, ela ndo sai, nem se apaga, nem fica
desbotada, fica para sempre, ndo perde valor mesmo com
a chuva e sol. Eu ndo fago o meu trabalho com tinta de 6leo.
Com chuva e sol ela apaga-se e perde cor. [...] Muitas obraf(s),
ndo posso contar. Reparem, (e mostra)éa Loja Numero 1, um
quadro deste tamanho- ha uma parte escrita e um grande
quadro. Primeiro aplico a base, depois as cores, a seguir faco
o0 projecto e pinto as letras com um pincel. Outros artistas
fazem um esténcil de cartdo, colocam na parede (e mostra),
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synthetic, conventional. They are characterised by simple
shapes and alow number of colours and details and were
created with pure patches of colour or lines and without
any shading or tonal gradation. 3 out of 207 figurative
objects were impossible to categorise in accordance with
the illustrative/graphic typology. Their poor-quality
technique indicated that their synthetic character was
rather a matter of chance, not a conscious choice of the
artist.

The objects of the Sdo Toméan advertisement painting
were produced in the following techniques: painting
(166/309), stencilling (131/309), drawing (2/309), relief
carving in wood (2/309). There are also 8 works that we
decided to categorise as installations because of their
different character which needs a more detailed descrip-
tion. Object 23 is an example of upcycling, which consists
in infusing new life into useless materials. Objects 24
and 208 are examples of an installation with exhibits
in which typographic elements and items on display are
arranged into a homogeneous, well-thought-out compo-
sition, whereas object 209 is a painted simulacrum, an
extension of reality, a game of representations where
the real and the represented interplay. Since we adopted
the definition of an object as a complex sign, the total
number of “technique” codes exceeds 272 because in one
object different artistic techniques are used (there are,
for example, 34 cases when painting is combined with
stencilling) .

We asked the artists themselves to tell us something about
their painting techniques and the paint they use.

RAFAEL VENTURA: I coat walls with enamel because it does
not come off, vanish or fade; it stays forever and does not
lose quality because of rain or sun exposure. I do not paint
with oil paints because they can be worn away or lose colour
due to the sunlight and rain. [...] Many works, I cannot even
count them. Look, this is Loja Ntimero 1, a painting of this size
[R.V. is showing it] - there is a part with letters and a huge
picture. First, I apply a primer, then colours and then I design
and paint letters. Other artists use a cardboard stencil. They
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i maluje liternictwo. Inni artysci stosujg szablon z kartonu,
przyktadajg do Sciany [R.V. pokazujel, uderzajg ggbkg, ale
ja wole swoj sposdb, chociaz tak jest szybciej.

Acipio sanTos: Uzywam emalii akrylowej zmieszanej z colg.
Dzieki temu ani deszcz, ani storice nic temu nie zrobig.

Grupa S6 Pintura bardzo czesto realizuje szyldy czysto
typograficzne. Jej cztonkowie postuguja sie przy tym
szablonem i co warto podkresli¢ - nie uzywaja w tym
procesie komputera ani plotera. Szablony wycinaja recznie,
a §wiatta miedzyliterowe ustawiaja dzieki wprawnemu
oku.

ANITA WASIK: A co z liternictwem?

CELESTINO MARGAL: UzZywam kartonowego szablonu, to bardzo
pracochtonna czes¢. Zachowanie odstepow miedzylitero-
wych jest bardzo trudne, wymaga dobrej znajomosci mate-
matyki.

Aby zrekonstruowac sposoby obrazowania w saotomej-
skim malarstwie reklamowym, nalezy sie przyjrze¢ temu,
do jakiego typu malarstwa naleza prace zakwalifikowane
jako malarstwo figuratywne (207/272). NajczeSciej spo-
tykanym typem malarstwa figuratywnego jest martwa
natura (107/207), a w dalszej kolejnosci: portret (57/207),
scena rodzajowa (54/207), pejzaz (12/207) i karykatura
(5/207). Osobna kategorie stanowia przedstawienia ma-
larskie, ktore potraktowalismy jako przejaw surrealizmu
(11/207), a takze inne trudne do zakwalifikowania przed-
stawienia (12/207). Przyjecie przez nas definicji obiektu
jako ztozonego znaku powoduje, ze i w tym przypadku
suma typéw obrazowania (258/207) przekracza liczbe
obiektow zakwalifikowanych jako figuratywne. Podobnie
jak wczesniej, r6zne typy malarstwa reprezentowane sa
przez jeden obiekt. Przy tym rézne typy malarstwa uzy-
wane s3g przez rozne branze - portret najczesciej przez
salony urody i zaktady fryzjerskie (86-100), a sceny rodza-
jowe przez bary, kawiarnie i restauracje, a takze dyskoteki
i kluby nocne (26, 27, 126, 127).
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batem com uma esponja, mas eu ndo gosto de fazer assim,
embora seja mais rapido.

ACIDIO SANTOS: Eu pinto mesmo com esmalte acrilico misturado
com cola. Gragas a isso, nem a chuva nem o sol a estragam.

O colectivo S6 Pintura frequentemente realiza letreiros
puramente tipograficos. Ao fazé-los recorrem ao esténcil
e, o que vale a pena sublinhar, ndo usam nem computador,
nem plotter. Cortam os esténceis a méo e medem os espa-
cos entre as letras dependendendo s6 dos seus olhos habeis.

ANITA WASIK: E as letras?

CELESTINO MARCAL: Uso um esténcil de cartdo, € uma fase bas-
tante demorada. E dificil manter os espagos entre as letras,
exige conhecer bem matematica.

E preciso ver primeiro a que tipo pertencem os traba-
lhos classificados como pintura figurativa (207/272) para
reconstruir os modos de retratar existentes na pintura
publicitaria sdo-tomense. O tipo mais popular de pintura
figurativa é a natureza-morta (107/207) e depois seguem:
o retrato (57/207), a pintura de género (54/207), a paisa-
gem (12/207) e a caricatura (5/207). Uma categoria a par-
te sdo as pinturas de estilo surrealista (11/207) e outras
que escapam a classificagées (12/207). O facto de termos
aceitado a defini¢do do objecto como um signo composto
resulta em recebermos uma soma de modos de retratar
(258/207) que ultrapassa o numero de objectos classificados
como figurativos. Tal como anteriormente, varios tipos
de pintura podem aparecer num objecto. E de sublinhar
que varios tipos de pintura pertencem a varias dreas - ao
retrato recorrem sobretudo saldes de beleza e cabeleirei-
ros (86-100), enquanto bares e restaurantes, bem como
discotecas e clubes nocturnos recorrem as pinturas de
género (26, 27,126, 127).

Como ja escrevemos antes, é preciso admitir que o sig-
nificado pertence aquilo que recebeu este significado,
que ganhou a representacdo no discurso visual. Quanto
ao discurso visual da pintura publictaria sdo-tomense,
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press it against a wall [R.V. is presenting how they do it]
and tap a sponge on it. I prefer my method, although it is
faster this way.

AciDIO SANTOS: I use acrylic enamel mixed with cola. So neither
rain nor sunlight can damage it.

The S6 Pintura group very often creates purely typographic

signs. It should be underlined that although they use sten-
cils, the process of their production does not involve the

use of a computer or plotter. They cut stencils out by hand

and adjust letter-spacing relying on their expert eyes.

ANITA WASIK: What about the lettering?

CELESTINO MARGAL: I use a cardboard stencil; it is very time-
consuming. It is very difficult to keep spaces between letters,
it requires good knowledge of maths.
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Jak juz wczesniej pisaliSmy, nalezy uznadé, ze znaczenie

ma to, co zostalo oznaczone, co zyskato reprezentacje

w dyskursie wizualnym. Jezeli chodzi o dyskurs wizualny
saotomejskiego malarstwa reklamowego, to nastepujacy
wolumen przedmiotow-symboli znajduje swoja repre-
zentacje w malarskich przedstawieniach reklamowych

(musimy dodad, ze zestawienie to nie uwzglednia oséb ani

ubran noszonych przez te osoby): jedzenie (43/272), alkohol

(40/272), zastawa stotowa (36/272), napoje bezalkoholowe

(22/272), rosliny (17/272, bez roslinnos$ci w pejzazach), na-
rzedzia (16/272), kwiaty (14/272), stoty (14/272), suszarki

(12/272), plaza (11/272), przybory fryzjerskie (10/272), zwie-
rzeta domowe lub dzikie (10/272), instrumenty muzyczne

oraz aparatura nagtasniajaca(9/272), samochody osobowe

i ciezarowe (8/272), gwiazda (8/272), dom (6/272), flaga

i godto (6/272), opona samochodowa (6/272), akumulator

(5/272), motocykl (5/272), kosmetyki (5/272), buty (5/272),
krzyz (5/272), Yodzie (5/272), kuchnia, grill, palenisko

(5/272), wyroby metalowe (5/272), wc i umywalki (4/272),
papierosy (4/272), ksiazki lub czasopisma (4/272), artykuty
metalowe (4/272), olej silnikowy (3/272), torebki i akcesoria

(3/272). Dwukrotnie w obiektach reprezentacje uzyskuja:
Afryka (obrys kontynentu), artykuty papiernicze, cze-
sci samochodowe, niesaotomejskie flagi, glob, komputer,
kran, ¥6zko, nabrzeze, parasol, prezerwatywa, sprzet RTv
i AGD, samolot, wyspa Wyspa Swietego Tomasza (obrys),
storice, transparent, wybielacz, zabawki. Po jednym razie

pojawiajg sie: aparat fotograficzny, bateria, cement, farby,
gwozdzie, kafelki, kajdany, bat, kierownica, kosci (skrzy-
zowane piszczele), krew, krople wody, maska, menora,
ciata ofiar, okulary, czarnoskory tragarz, sprzet sportowy,
syrena, tecza, wojsko.

Nalezy w tym miejscu postawi¢ pytanie o to, jaki obraz

wytania sie z ilo§ciowej analizy przedmiotéw reprezento-
wanych w saotomejskim malarstwie reklamowym. Pierw-
szy oczywisty wniosek, jaki sam sie tu nasuwa, dotyczy
czterech pierwszych (pod wzgledem ilo$ciowym) kategorii,
ktore obejmuja jedzenie, alkohol, zastawe stotowa oraz

napoje bezalkoholowe - dyskurs wizualny saotomejskie-
go malarstwa reklamowego jest niczym rég obfitosci,
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encontramos nela o seguinte volume de objectos-simbolos
(acrescentemos que esta lista ndo abrange nem pesso-
as, nem roupas que elas vestem): comida (43/272), alco-
ol (40/272), louca e talheres (36/272), bebidas sem alcool
(22/272), plantas (17/272, sem contar plantas nas paisa-
gens), ferramentas (16/272), flores (14/272), mesas (14/272),
secadores de cabelo (12/272), praia (11/272), utensilios de
cabeleireiro (10/272), bichos de estimacdo ou animais sel-
vagens (10/272), instrumentos musicais e equipamento de
som (9/272), carros e camides (8/272), estrela (8/272), casa
(6/272), bandeira e brasdo (6/272), pneu do carro (6/272),
bateria (5/272), mota (5/272), cosméticos (5/272), sapatos
(5/272), cruz (5/272), barcos (5/272), cozinha, churrasco,
fornalha (5/272), produtos de metal (5/272), WC e lavatérios
(4/272), cigarros (4/272), livros ou revistas (4/272), artigos
de metal (4/272), 6leo de motor (3/272), malas e acessorios
(3/272). Nos objectos encontramos duas representacdes
de: Africa (contorno do continente), artigos de papela-
ria, pegas de carro, bandeiras (sem contar com bandeiras
sdo-tomense), globo, computador, torneira, cama, cos-
ta, chapéu-de-chuva, preservativo, aparelhagem de som
e imagem e electrodomésticos, avido, ilha de Sdo Tomé
(contorno da ilha), sol, placa, branqueador, brinquedos.
Eumarepresentacdo de: cimara fotografica, pilha, cimento,
tintas, pregos, azulejos, ferros, chicote, volante, ossos (dois
ossos cruzados), sangue, gotas de 4gua, mascara, menora,
corpos de falecidos, 6culos, carregador negro, equipamento
desportivo, sereia, arco-iris, tropa.

A pergunta vigente no que diz respeito a analise quan-
titativa dos objectos presentes na pintura publicitaria
sdo-tomense é sobre aimagem que constroem. A primeira
conclusdo ébvia tem a ver com as primeiras quatro catego-
rias (do ponto de vista da quantidade) que dizem respeito
a comida, alcool, louca e talheres e bebidas sem alcool
- o discurso visual da pintura publicitaria sdo-tomense
é como cornucdpia que atrai um cliente potencial para
consumir peixe, mariscos, polvos, santola, bizios, lagostas,
aves domeésticas inteiras, mas também asinhas, coxinhas
e miudezas, porco espetado, costeletas, partes de cabeca
do animal, gelados italianos e em bolas, bolos, sandes,
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To reconstruct the manners of depiction adopted in the

Sdo Toméan advertisement painting, we should think
about the type of painting to which the works catego-
rised as figurative painting (207/272) belong. The most
common type of figurative painting is still life (107/207),
followed by: portrait (57/207), genre scene (54/207), land-
scape (12/207) and caricature (5/207). A separate category
is constituted by these painted representations which

we treated as manifestations of surrealism (11/207) or

other representations that were difficult to categorise

(12/207). Because we adopted the definition of an object
as a complex sign, in this case, too, the total of types of
depiction (258/207) exceeds the number of objects that
we categorised as figurative. As it has already been the

case, one object can represent different types of painting.
However, different types of painting are used by different
business sectors - portrait most often by beauty salons

and hairdressing salons (86-100), genre scenes by bars,
cafés and restaurants as well as discos and night clubs

(26, 27,126, 127).

Asithas already been mentioned, it should be remembered

that the meaning is attached to that which is signed and

hasitsrepresentation in the visual discourse. Concerning
the visual discourse of the Sdo Toméan advertisement
painting, the following volume of objects-symbols can be

found in painted advertising representations (it should

be added, however, that this list does not include people

or clothes worn by them): food (43/272), alcohol (40/272),
tableware (36/272), non-alcoholic beverages (22/272), plants

(17/272, excluding plants in landscapes), tools (16/272),
flowers (14/272), tables (14/272), hairdryers (12/272), abeach

(11/272), hairstyling tools (10/272), domestic or wild animals

(10/272), instruments and a sound system (9/272), cars and

lorries (8/272), a star (8/272), a house (6/272), aflag and an

emblem (6/272), a tyre (6/272), a battery (5/272), a motor-
cycle (5/272), cosmetics (5/272), shoes (5/272), a cross

(5/272), boats (5/272), a kitchen, a grill, a hearth (5/272),
metalwork (5/272), a toilet and washbasins (4/272), ciga-
rettes (4/272), books or magazines (4/272), metal products

(4/272), engine oil (3/272), bags and accessories (3/272).
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zachecajacy potencjalnego klienta do konsumpcji ryb,
owocOw morza, oSmiornic, krabéw, slimakéw morskich,
langust, drobiu w catosci, ale tez skrzydetek, udeki podro-
béw, §winiaka z rozna, kotletow, gtowizny, lodéw wtoskich
iw gatkach, ciastek, kanapek, przekasek, hamburgerdow,
hot-dogow, kakao, kawy, ryzu, mleka, oleju, makaronu,
maki, pieczywa, zapiekanek, zup, owocdéw chleboweca,
cukru, tortéw i bananéw. Wszystko to popijemy krajowym
pilsem Rosema lub piwamiimportowanym, winem, a nawet
importowanymi alkoholami wysokoprocentowymi. Bez-
alkoholowa alternatywe stanowia Coca-cola, Sprite, Pepsi,
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petiscos, hamburgueres, cachorros-quentes, cacau, café,
arroz, leite, 6leo, massa, farinha, péo, sopas, jaqueiras,
aclcar, tortas e bananas. Para acompanhar tudo isto pode-
mos beber Rosema, uma pils local, ou cervejas importadas,
vinhos e até alcoois de teor alto importados. A alterna-
tiva sem alcool também existe, pois podemos escolher
por entre Coca-Cola, Sprite, Pepsi, Sumol, coquetéis ou
café e cha. Os objectos que sdo simbolos de grupos como
a comida, alcool e bebidas sem alcool aparecem no seu
ambiente cultural, isto é,louca e talheres e mesas, o que
visa apontar a um estandarte alto de consumo. Por isso,
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e
28_Smazalniaryb | Peixaria| A fish and chip shop
Monte Verde, Madalena

The following items are represented twice: Africa (the

contours of the continent), stationery, car parts, non-Sao

Toméan flags, the globe, a computer, a tap, a bed, a wharf,
an umbrella, a condom, home electronics and household

appliances, an aeroplane, Sdo Tomé Island (the contours

of the island), the sun, a banner, a whitener, toys. The

following items were represented once: a camera, a bat-
tery, cement, paints, nails, tiles, fetters, a whip, a steering

wheel, bones (crossbones), blood, drops of water, a mask,
the Menorah, bodies of victims, glasses, a black carrier,
sports equipment, a mermaid, a rainbow, soldiers.

We should now ask the question about the picture that is

emerging from the quantitative analysis of items repre-
sented by the Sdo Toméan advertisement painting. The

first obvious conclusion refers to first four (in terms of
guantity) categories that include food, alcohol, tableware

and non-alcoholic beverages. Here, the visual discourse

of the Sdo Toméan advertisement painting resembles

a cornucopia of goods that offers would-be clients fishes,
seafood, octopuses, crabs, sea snails, spiny lobsters, poul-
try, including wings, legs and giblets, spit-roasted pig,
chops, head parts, soft-serve ice-cream and scoops of ice

cream, biscuits, sandwiches, snacks, hamburgers, hot dogs,
cocoa, coffee, rice, milk, oil, pasta, flour, bread, grilled

cheese baguettes, soups, breadfruits, sugar, cakes and

bananas. We can wash it all down with Rosema pilsner
or imported beer, wine and even high-proof imported

alcohol. Non-alcoholic alternatives include Coca-Cola,
Sprite, Pepsi, Sumol, cocktails as well as coffee and tea.
Objects-symbols from the categories of food, alcohol and

non-alcoholic beverages occur in their cultural surround-
ings, that is tableware and tables, which is supposed to

indicate a high eating standard. Therefore, the story told
by the advertising visual discourse is rather a narration
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Sumol, koktajle oraz kawa i herbata. Przedmioty-symbo-
le ze zbioréw ,jedzenie, alkohol i napoje bezalkoholowe”
wystepuja w swoim kulturowym otoczeniu, ktérym jest
zastawa stotowa i stoty, co ma wskazywa¢é na wysoki
standard konsumpcji. Zatem historia opowiadana przez
reklamowy dyskurs wizualny to raczej narracja dotyczaca
konsumpcji i czasu wolnego niz produkeji i czasu pracy.
Zbiér narzedzi, obejmujacy myjke, miotte, pulweryzator,
mop, sekator, lutownice, dystrybutor paliw, mozdzierz,
narzedzia ciesielskie, tare, wiadro, motyke, srubokret,
klucz, kombinerki, pite mechaniczng, silnik do todzi, dra-
bine, maszyne do szycia, nozyce krawieckie, palete ma-
larska, pedzle, aerograf, lejek, stanowia nieliczny zbiér
posréd wolumenu wszystkich przedmiotéw-symboli, kt6-
ry mozna uzupetnic jeszcze o todzie i wiosta (5/272), ale
uzupetnienie tego zbioru o przybory fryzjerskie (nozyczki,
trymer, watki czy grzebienie 10/272) oraz suszarki (poli-
czone osobno, gdyz stanowig synonim ustug fryzjerskich
na wysokim poziomie 12/272) nie jest juz takie oczywiste.
Dzieje sie tak, gdyz narzedzia pracy w przedstawieniach
dotyczacych ustug fryzjerskich stanowig przyktad czegos,
co okresliliSmy jako realizm komercyjny, a co polega na
tym, ze unosza sie one w powietrzu lub lewituja wokét
klienta lub jego gtowy. Realizm komercyjny jako sposéb
obrazowania stosowany w saotomejskim malarstwie re-
klamowym omoéwimy szczegdtowo dalej, w tym miejscu
jednak, opierajac sie na analizie iloSciowej materiatu wi-
zualnego, uznajemy, ze pojecie dolce vita populaire, zasto-
sowane przez Denysa Riouta, trafnie oddaje nastréj obecny
takze w reklamie saotomejskiej (Lerat 1990, s. 99). W koncu,
cho¢ analiza ilosciowa dyskursu wizualnego malarstwa
reklamowego nie pozwala stwierdzi¢, ze dla Saotomej-
czykéw wazniejsze jest jedzenie niz przedmioty-symbole
religijne badz gruntujace tozsamos$é narodowg, dyskurs
ten ujawnia, ze reklama jest bardziej sfera profanum niz
sacrum - co zreszta zndw zgodne jest z tym, co o reklamie
zachodnioafrykanskiej pisza jej znawcy (Lerat 1990, s. 21).
Podsumowujac ta czes¢ analizy, nalezy potozy¢ akcent na
rozgraniczenie miedzy czas wolny i czas pracy, a takze na
konsumpcje i produkcje, co wiaze sie z ludowym ,,stodkim
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temos de ver a histéria contada pelo discurso visual nas
categorias de uma narracéo ligada ao consumo e o tempo
livre e ndo com a producéo e o tempo de trabalho. O con-
junto de ferramentas contém esponja, vassoura, pulveri-
zador, esfregdo, podador, soldador, bomba de combustiveis,
almofariz, ferramentas de carpintaria, tdbuas de lavar,
balde, enxada, chave de parafusos, chave, alicate, serra
mecéanica, motor de barco, escadote, maquina para coser,
tesoura de alfaiate, paleta de pintor, pincéis, aerégrafo,
funil, e € um conjunto pequeno entre todo o volume de
objectos-simbolos ao qual se pode ainda juntar barcos
e remos (5/272), enquanto acrescentar aqui utensilios de
cabeleireiro (tesouras, maquina de cortar barba/cabelo,
rolos e pentes 10/272) e secadores de cabelo (contados
separadamente, pois sdo compreendidos como sinénimo
de servicos de cabeleireiro de qualidade superior 12/272)
jando é tdo dbvio. Acontece assim porque as ferramentas
de trabalho presentes nas apresentacgdes de servicos de
cabeleireiro sdo um exemplo de algo que chamamos de
realismo comercial e aparecem no ar ou a levitar em volta
do cliente ou da cabeca dele. Do realismo comercial, que
se usana pintura publicitaria sdo-tomense como o modo
de retratar, iremos falar em detalhe mais adiante. Neste
ponto, porém, apoiando-nos na analise quantitativa do
material visual, cabe dizer que a nogéo dolce vita popu-
laire de Denys Riout encaixa bem quando falarmos sobre
o ambiente apresentado na publicidade sdo-tomense (Le-
rat 1990, p. 99). Por fim, embora a analise quantitativa do
discurso visual da pintura publicitaria sdo-tomense néo
deixe dizer que para os sdo-tomenses a comida é mais
importante do que os objectos-simbolos religiosos, ou os
que integram a nacionalidade, este discurso revela o facto
de que a publicidade pertence mais a esfera profanum
do que a sacrum, o que, alias, esta conforme aquilo que
sobre a publicidade afro-ocidental nos dizem os peritos
na area (Lerat 1990, p. 21). Ao concluir esta parte da analise,
é preciso destacar a separagdo do tempo livre do tempo
de trabalho, e do consumismo da producéo, o que tem
a ver com “a doce vida” popular, opondo-se ao mesmo
tempo a esferasacrum.
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about eating and spending free time than producing and
working hours. The collection of tools consists of a wash-
cloth, abroom, a plant sprayer, a mop, a pair of secateurs,
a soldering iron, a petrol pump, a mortar, carpenter’s
tools, awashboard, a bucket, a hoe, a screwdriver, a key,
a pair of pliers, a motor-driven saw, an outboard engine,
a ladder, a sewing machine, a pair of tailor’s scissors,
a palette, brushes, an airbrush, a funnel. Being a small
collection within the volume of all objects-symbols, it
can be additionally supplemented with boats and paddles
(5/272), yet adding hairstyling tools (pairs of scissors, hair
clippers, curler or combs 10/272) or hairdryers (counted
separately as being synonymous to hairdressing services
of high quality 12/272) is not so obvious. This is because
in the representations concerning hairdressing services,
the tools of the trade are an example of something we
called commercial realism, since they hover or levitate
around the customer or his/her head. Commercial re-
alism as a manner of depiction used in the Sdo Toméan
advertisement painting will be discussed in great detail
later, but on the basis of the quantitative analysis of the
visual material, we would like to emphasise that Denys
Riout’s notion of dolce vita populaire reflects perfectly
the mood of the Sdo Toméan advertising (Lerat 1990, 99).
Finally, the quantitative analysis of the visual discourse
of advertisement painting does not allow us to state that
for Sdo Toméans food is more important than religious
objects-symbols or those that strengthen national identity.
However, the discourse reveals that advertising belongs
rather to the profane than to the sacred sphere, which is
again consistent with opinions on the Western African
advertising that are shared by experts on the subject (Lerat
1990,21). To sum up this part of the analysis, we should ac-
centuate the distinction between free time and working
time as well as consumption and production, which is
related to the popular “sweet life” and, at the same time,
somehow opposed to the sacred sphere.
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zyciem”, pozostajac jednocze$nie w pewnej opozycji do
sfery sacrum.

Kobiecoéé i meskosé (ale nie rasa)
w czasie wolnym i w pracy

Jezelijezyk jest systemem opozycji, jak zauwaza Saussure
(2002), to nie inaczej jest w wypadku dyskursu wizualnego.
Znaszego punktu widzenia najwazniejsze opozycje obec-
ne w dyskursie wizualnym saotomejskiego malarstwa
reklamowego to opozycje: meskosé/kobiecos¢ oraz czas
pracy/czas wolny. Pozostate elementy §wiata reprezento-
wane w saotomejskim malarstwie reklamowym mozna
wpasowac w te czteropolowa matryce. Ujmujac to wprost,
obrazowane kobiety w czasie wolnym réznia sie od ko-
biet w czasie pracy towarzyszacymi im przedmiotami-
-symbolami; wykonywanymi czynno$ciami-rytuatami;
interakcjami, w ktére wchodza; ubraniami, ktére noszg;
sposobami obrazowania cielesnos$ciiwygladu fizycznego,
utozeniem ciata, a takze tym, gdzie skierowany jest ich
wzrok, oraz tozsamoscia i towarzyszacymiim emocjami.
Podobnie zreszta jest w wypadku mezczyzn w czasie pracy
iw czasie wolnym, a takze w wypadku réznic miedzy tym,
co kobiece, a tym, co meskie. Zestawienie obrazéw 30, 31,
32, 33 przedstawia przyktady malarstwa komercyjnego,
ktore ilustruja wspomniane réznice.

Kobieta z obrazu 30 niesie dwie stylowe torebki, przecha-
dza sie lub jest w trakcie zakupdw, jej ubranie jest dopa-
sowane do ciataipodkreslajego walory (dtugie szczupte
nogi, wydatne posladki, wciecie w talii i obfity biust). Ma
bransoletki na obu nadgarstkach oraz kolczyki wuszach.
Buty na szpilce dopasowane sg do bluzki. Obrazowana
kobieta ma upiete wlosy, a gumka, ktéra je zwiazata, do-
pasowana jest do spédnicy. Do tego ma pomalowane usta
i polakierowane paznokcie. Jej ciato jest swobodne i wy-
prostowane, a emocje, ktére mozna wyczytac z twarzy, to
relaks i zadowolenie, a takze elegancja i pewien dystans
wzgledem widza. Zobrazowana kobieta jest zatem zyjaca
swobodnym zyciem, nowoczesng klientka-konsumentka.
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Feminilidade e masculinidade
(mas nio raca)
no tempo livre e no trabalho

Se alingua for um sistema de oposi¢des, como quer Saus-
sure (1959), o discurso visual é-o também. Do nosso ponto
de vista os tragos de oposi¢cdo mais visiveis no discurso
visual da pintura publicitaria sdo-tomense sdo as segu-
intes oposic¢des: masculinidade/feminilidade e tempo de
trabalho/tempo livre. Os elementos restantes presentes
na pintura publicitaria sdo-tomense podem ser colocados
numa matriz de quatro campos. Para clarificar, digamos
que a apresentagdo de uma mulher a descansar e de uma
mulher a trabalhar difere por causa dos objectos-simbo-
los que a acompanham; por causa das actividades-rituais
exercidas; por causa das interac¢des que tém; por causa
das roupas que vestem; por causa de modos de retratar
acorporalidade e aspecto fisico, por causa da disposicdo do
corpo e também por causa do facto para onde olham, bem
como por causa da identidade e as respectivas emocdes.
E igual quanto aos homens a trabalharem e a descansa-
rem, bem como no caso das diferencas entre o feminino
e o masculino. A comparac¢do dos imagens 30, 31, 32, 33
mostra exemplos de pintura comercial que ilustram as
diferencas acima mencionadas.

A mulher da imagem 30 tem duas malas de marca, esta
apassear ou a fazer compras, a suaroupa é justa e destaca
as redondezas do corpo (pernas longas e esbeltas, nadegas
salientes, corte na cintura e seios cheios). Ela usa pulseiras
sobre as duas méos e brincos. O sapatos de salto alto com-
binam com a blusa. A mulher retratada tem cabelo preso
e o elastico que usa combina bem com a saia. Tem labios
e unhas pintados. O seu corpo parece relaxado e endirei-
tado, e as emocdes que lemos da cara dela sdo de relaxe
e satisfacdo, mas ao mesmo tempo nota-se a elegdncia
e algum distanciamento perante quem a olha. A mulher
parece ser uma cliente-consumidora a viver a vida dela
sem impedimentos.

A mulher da imagem 32, por sua vez, estd ao lado de um
carro a meter gasolina e segura a mangueira da bomba
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The feminine and the masculine
(excluding race) in free time
and working time

If language is a system of oppositions, as Saussure notices
(1959), then it should also be the case of visual discourse.
From our point of view, the most important oppositions
in the visual discourse of the S0 Toméan advertisement
painting are: masculinity/femininity and working time/
free time. The remaining elements of the world repre-
sented by the Sdo Toméan advertisement painting can
be included in a matrix of four fields. Strictly speaking,
women depicted while spending their free time are differ-
ent from those who are depicted while working in terms
of objects-symbols; activities they are involved in; inter-
actions they enter into; clothes they wear; manners of
depiction of corporality and appearance, body position and
the line of sight; identity and emotions. The similar can
be observed in the case of men at work and during their
free time as well as in the case of differences between the
feminine and the masculine. A compilation of images 30,
31, 32, 33 presents examples of commercial painting that
illustrate the mentioned differences.

Inimage 30, there is awoman carrying two stylish bags;
she is strolling or shopping. She is wearing fitted clothes
that emphasise the positive aspects of her appearance
(long slim legs, rounded buttocks, a waistline and an ample
bust) as well as bracelets on her wrists and earrings. Her
high-heeled shoes match the blouse. The depicted woman
has gathered her hair into a ponytail, using an elastic band
that matches the skirt. Moreover, she has her lips and nails
painted. She is maintaining a straight body position and is
able to move freely. The emotions on her face express the
feeling of relaxation and content, but also sophistication
and some kind of distance from the viewer. Therefore,
living an active life, she is a modern customer-consumer.
Inimage 32, there is a woman with a pump handle in her
hand refuelling a car. She is working at the petrol station.
Although she is also wearing fitted clothes, they do not
emphasise the positive aspects of her body. She is wearing
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Natomiast kobieta z obrazu 32 stoi przy tankowanym sa-
mochodzie, a w reku trzyma waz od dystrybutora paliw.
Pracuje na stacji benzynowej. Wprawdzie jej ubranie réw-
niez dopasowane jest do ciata, ale jego walory nie zostaty
podkreslone. Kobieta ubrana jest swobodnie, ale nie sty-
lowo - w czerwony casualowy top, czarna spédniczke
i japonki, nie nosi zadnych ozdéb. Postawa jej ciata jest
wymuszona - pochyla sie nad przedmiotem swojej pracy
itam tez skierowane sgjej wzrok i uwaga. Towarzyszace
jej emocje to skupienie na podejmowanej czynnosci, a jej
tozsamos¢ - to tozsamos§¢ pracownicy. Z kolei mezczyzna
z obrazu 31 cieszy sie swoim czasem wolnym (by¢ moze
przerwa nalunch)iotoczony jest przez lewitujace wokét
niego przedmioty-symbole: puszke coca-coli, butelke su-
per bocka, butle czerwonego winajp, rybe i udko kurczaka.
Siedzi przy stole i trzyma w reku butelke fanty, a przed
nim stoi talerz z ryba i dodatkami. Swojg uwage kieruje
poza kadr (prawdopodobnie do pracownika obstugi), od-
daje sie relaksowi. Tozsamo$§¢ mezczyzny z obrazu 31 to
tozsamosé klienta-konsumenta. Czwarta postac z matrycy
to mezczyzna podczas pracy z obrazu 33. Towarzyszacym
mu przedmiotem jest sadzonka, ktéra umieszcza w ziemi.
Ubranie, ktére nosi, jest strojem roboczym: luzny t-shirt
idzinsy, ananogach czarne kalosze. Ciato mezczyzny jest
w pozycji wymuszonej - pochyla sie nisko nad sadzonka.
Emocje, ktére mu towarzysza, to skupienie. Tozsamosc¢ tej
postaci sprowadza sie do bycia pracownikiem.

W zgromadzonym materiale wizualnym zobrazowanych
zostato 99 kobiet w 72 obiektach i 87 mezczyzn w 41 obiek-
tach. Kobiety czesciej znajduja sie w obszarze czasu wolne-
go niz w trakcie pracy (72 wobec 20), ale w 7 przypadkach
typologia czas pracy/czas wolny nie ma zastosowania,
chodzibowiem o przypadki obrazowania §wietych (Matka
Boska: 3/99), postaci mitycznych (syrena: 1/99) lub daleko
posunietego skrétu graficznego (3/99). Podobnie mezczyz-
ni czesciej obrazowani sa w czasie wolnym niz w czasie
pracy, cho¢ réznica nie jest tak wielka jak w wypadku
kobiet, bo wynosi 43 do 27. W 17 przypadkach niemozli-
we jest zakwalifikowanie obrazowanych mezczyzn ani
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30_Sklep | Loja| A shop
LojaIdeal, Sdo Tomé
Rafael Ventura

31_Bar | Bar | A bar

Mam Gole, Sdo Tomé, Rafael Ventura

32_Stacjabenzynowa | Bomba de gasolina| A petrol station
Complexo Europa, Desejada, Rafael Ventura

33_Stowarzyszenie chrzescijariskie |
Comunidade Cristd | A Christian association
acars, Trindade

EN 96—97




PL

de gasolina. Esta a trabalhar nesta bomba de gasolina.
Embora a sua roupa também seja justa, os contornos dela
néo sédo destacados. A mulher esta vestida de uma forma
casual, mas a suaroupanéo é de marca de estilo - veste um
top casual vermelho, uma saia preta e havaianas, ndo usa
nenhuns adornos. A postura do seu corpo parece forcada
-elaestdaainclinar-se sobre o objecto do seu trabalho ela
estd a concentragdo e olhar dela. As emog¢des que vemos
tém a ver com a actividade exercida, enquanto a identidade
dela é aidentidade de uma mulher trabalhadora. O homem
daimagem 31, por sua vez, goza do seu tempo livre (talvez
de um intervalo paralanchar) e esta rodeado de objectos-
-simbolos que levitam em volta dele: uma lata de coca-cola,
uma garrafa de super bock, uma garrafa de vinho JP, peixe
e uma coxinha de frango. Esta sentado 8 mesa e tem uma
lata de Fanta na méo, em frente dele ha um prato com
peixe e acompanhamentos. A atencéo dele esta focada em
algo fora do quadro (talvez num empregado de mesa), ele
esta a descansar. A identidade do homem da imagem 31
é a identidade de um cliente-consumidor. A quarta pes-
soa é a da imagem 33 que é um homem a trabalhar. Ele
estd a colocar uma planta no solo. A roupa que veste é um
uniforme de trabalho: uma t-shirt solta e cal¢as de ganga
com galochas pretas. A postura do seu corpo parece for-
cada - estd a inclinar-se profundamente sobre a planta.
Atnica emogdo que vemos é a concentracdo. A identidade
dele é de um trabalhador.

No material visual recolhido temos retratos de 99 mu-
lheres em 72 objectos e 87 homens em 41 objectos. As
mulheres foram retratadas no seu tempo livre com maior
frequéncia do que a trabalhar (72 vs 20), mas em 7 casos
a tipologia tempo de trabalho/tempo livre ndo se pode
aplicar porque se trata de retratar santos (Virgem Maria:
3/99), seres mitoldgicos (sereia: 1/99) ou de alguns atalhos
graficos (3/99). De modo igual se retrata os homens, mais
no tempo livre do que a trabalhar, alias a desproporg¢éo
néo é tdo grande como no caso de mulheres, porque se
resume a 43 vs 27. Em 17 casos foi impossivel catalogar
os homens retratados numa das categorias na oposicéo
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casual, but not stylish clothes: ared top, a black skirt and
flip-flops; she is not wearing any accessories. Her body po-
sition is forced - she is bending over the object of work, on
which her eyes and attention are focused. The emotion she
is showing is concentration on the performed activity, and
her identity is the one of a worker. The man from image
31 is enjoying his free time (it is perhaps a lunchbreak),
surrounded by objects-symbols that are levitating around
him: a can of Coca-Cola, abottle of Super Bock, a bottle of
JP red wine, a fish and a chicken’s thigh. With a bottle of
Fantain his hand, he is sitting at the table on which there
is aplate of fish and some side dishes. Relaxed, he is direct-
ing his attention outside the scene (probably to someone
from the customer service). The identity of the man from
image 31 is the identity of a customer-consumer. The
fourth person from the matrix is a man at work in image
33. He is accompanied by a seedling that he is planting in
the ground. He is dressed in work clothes: aloose T-shirt,
jeans and black wellington boots on his feet. His body
position is forced - he is bending over the seedling. The
emotion he is showing is concentration. In terms of iden-
tity, this person can be categorised as a worker.

The gathered visual material includes 99 depictions of
women in 72 objects and 87 depictions of men in 41 objects.
Women are more often presented while spending their
free time than working (72 and 20 respectively), however,
there are 7 depictions to which the typology working time/
free time cannot be applied. Such cases include depictions
of saints (Virgin Mary: 3/99), mythical figures (mermaid:
1/99) or a radical graphic simplification (3/99). Similarly,
men are more often depicted while spending their free
time than working, although the difference is not as big
asinthe case of women - the ratio is 43 to 27 respectively.
In 17 cases, it is impossible to include the depicted men
either to the category of working time or the category of
free time. Such cases present saints (Jesus and the twelve
disciples, St Paul: 14/87) and figures of political and histori-
cal importance (Manuel Pinto da Costa and Ernesto Che
Guevara: 3/87). The conclusion that can be drawn from
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W zgromadzonym materiale
wizualnym zobrazowanych
zostato 99 kobiet i 87 mezczyzn

No material visual recolhido
temos retratos de 99 mulheres
e 87 homens

The gathered visual material
includes 99 depictions of women
and 87 depictions of men
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do kategorii czasu pracy, ani do kategorii czasu wolnego
-1isato przypadki $§wietych (Jezus i dwunastu apostotéw,
$w. Pawet: 14/87) oraz postaci o wielkim znaczeniu po-
litycznym i historycznym (Manuel Pinto da Costa oraz
Ernesto Che Guevara: 3/87). Wniosek, jaki ptynie z analizy
frekwencji, jest taki, ze dyskurs wizualny saotomejskie-
go malarstwa reklamowego obiera za swoéj przedmiot
raczej czas wolny niz czas pracy. Co jednak wazniejsze,
a co juz sygnalizowaliSmy, w saotomejskim malarstwie
reklamowym wystepuje znaczaca réznica w sposobach
obrazowania kobiet i mezczyzn, ale jeszcze wazniejsza
réznica w sposobach obrazowania postaci w czasie wol-
nym iw czasie pracy.

Przechodzac jednak do szczegdtowych wnioskéow, re-
zygnujemy z poetyki opisu tego, ,co widaé na obrazku”.
W dalszej czesci ksiazki znajduje sie prezentacja duzej
czescizgromadzonego i uporzadkowanego materiatu, tak
ze Czytelnik moze skonfrontowaé nasze wnioski z mate-
riatem empirycznym, tym bardziej ze gdy sa jakies wy-
jatki od prezentowanych wnioskow, sami je opisujemy.
Pierwszy zbiér wnioskdéw dotyczy wzmiankowanej juz
matrycy z podziatem na pteciczas.

Po pierwsze, zaréwno kobiety, jak i mezczyZni otoczeni
sa réznymi przedmiotami-symbolami w czasie wolnym
iw czasie pracy, ale zaleznie od ptci sa to inne przedmioty.
Po drugie, kobiety biora udzial w réznych czynnosciach-
-rytuatach w czasie pracy i w czasie wolnym. Czas wolny
kobiet wypetniaja najczesciej czesanie sie i dbanie o wy-
glad, a w dalszej kolejno$ci taniec i zabawa, wspoélne spo-
zywanie positkéw (z rodzina lub znajomymi) i przechadzki.
Czas pracy czeSciej oznacza prace zarobkowa w sekto-
rze ustug i czynnosci takie, jak: tankowanie samochodu,
szycie ubran, pulweryzacja, sprzatanie, przygotowywa-
nie i wydawanie positkéw, czesanie wtoséw, modeling.
Rzadziej natomiast obrazowana jest praca w rozumieniu
tradycjonalnym (na roli lub w rybotéwstwie rzemieslni-
czym), niemniej kobiety przedstawiane sa podczas han-
dlu rybami, co najczesciej towarzyszy rowniez opiece
nad matym dzieckiem zawinietym w chuscie na plecach,
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tempo de trabalho/tempo livre. Aqui enquadram-se os
casos dos santos (Jesus e os 12 ap6stolos, S. Paulo: 14/87)
e figuras de grande peso politico e histérico (Manuel Pinto
da Costa e Ernesto Che Guevara: 3/87). A conclusio desta
analise frequentativa é que o discurso visual da pintura
publicitaria sdo-tomense, quanto ao tema, prefere recorrer
mais ao tempo livre do que ao tempo de trabalho. O que,
alias, importa mais e que ja foi assinalado é o facto de que
na pintura publicitaria sdo-tomense presenciamos uma
diferenca consideravel no modo de retratar os homens
e as mulheres, mas uma diferenca ainda mais importante
ocorre no retratar de personagens no tempo livre e no
tempo de trabalho.

Alias, passando as conclusdes detalhadas, desistimos tam-
bém da poética de descri¢do do que “se vé na imagem”.
Porém, no nosso album os leitores encontraréo a apresen-
tacdo ordenada de uma grande parte do material recolhido
por nés, para poderem confrontar as nossas conclusdes
com o material empirico. E importante porque quando
encontramos alguma excepg¢do das conclusdes gerais que
tiramos, sempre a comentamos. O primeiro conjunto de
conclusdes tem a ver com a matriz acima apresentada,
dividida em tempo e sexo.

Primeiro, tanto as mulheres, como os homens, estdo rodea-
dos de varios objectos-simbolos no tempo de trabalho e no
tempo livre, mas esses objectos diferem conforme o sexo.
Segundo, as mulheres participam em diferentes activida-
des-rituais tanto no tempo de trabalho, como no tempo
livre. O tempo livre das mulheres é sobretudo preenchi-
do por pentear-se e tratamentos de aspecto, e s6 depois
por danga e divertimento, refei¢des com companhia (com
familia ou colegas) e passeios. O tempo de trabalho sig-
nifica na maioria das vezes ganhar dinheiro no sector de
servicos e actividades como: meter gasolina, coser roupa,
pulverizacéo, limpeza, preparar e servir comida, pentear
cabelo, modeling. O trabalho no sentido mais tradicional
(agricultura ou pesca artesanal) é menos frequentemente
retratado, mas retrata-se mulheres a vender peixe, o que
na maioria das vezes acarreta também tratar do filho
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the analysis of frequency is that the subject of the visual
discourse of the Sdo Toméan advertisement painting is
rather free time than working time. However, it is more
important - as we have already mentioned - that in the
Sdo Toméan advertisement painting, there is a notable
difference in depicting women and men, but still there is
even a bigger difference in depicting people during their
free time and working time.

In order to reach detailed conclusions, we abandon the
poetics of describing that “which can be seen”. Subsequent
parts of the book present the gathered and organised ma-
terial so that the reader can confront our conclusions with
the empirical material. If there are any exceptions to the
presented conclusions, we describe them ourselves. The
first group of conclusions concerns the already mentioned
matrix presenting sex and time.

First of all, both women and men are surrounded by vari-
ous objects-symbols in their free time and working time,
yet these differ according to sex.

Second of all, women participate in various activities-
rituals in their working time and free time. Women most
often spend their free time doing their hair and taking
care of their appearance, next dancing and having fun,
eating together (with family or friends) and taking a stroll.
Working time usually means gainful employment in the
service sector and such activities as refuelling cars, sew-
ing clothes, using a plant sprayer, cleaning, preparing and
serving food, arranging hair, modelling. Although work in
the traditional sense (understood as farming or artisanal
fishing) is presented less often, women are depicted while
trading in fishes, usually accompanied by a small child in
ashawl attached to mother’s back, as well as farming (the
dressing of poultry) or food gathering (the gathering of
breadfruits) - 35, 50, 64, 74.

Free time of men, on the other hand, is associated with
eating and drinking alcohol, however, unlike women who
are always depicted while eating in a group, men are also
depicted while eating alone. Similarly, men, more often
than women, are depicted while drinking alcohol - 35, 50.
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34_Che Guevaranadrzwiach
fryzjera meskiego | Barbearia Estilo
Jovem, Sdo Tomé | Che Guevara
painted on the door to a barber
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35_Sklepibar | Loja
ebar | A shop and abar
1 Micold, Rafael Ventura

Rybacy, rybaczki i rybotéwstwo rzemiesinicze

Malarstwo przedstawiajgce spotecznosé rybakéw w wierny sposéb
oddaje istniejgcy w tej spotecznosci tradycyjny podziat rél. Mezczyzni
zajmujq sie szkutnictwem i potowem ryb. Gdy wracajg z potowu, nastaje
czas pracy kobiet - pakujg one ryby w kosze i idg nimi handlowa¢
-czasami w hali targowej, czasami jest to handel obnosny, sprzedajg tez
ryby tuz obok przystani, patroszqc je na zyczenie klienta. A wszystko

to w towarzystwie dzieci, niemowlgt przywigzanych chustq do bioder,
bo do obowigzkéw kobiety dochodzi réwniez opieka nad potomstwem,
podczas gdy zmeczony potowem rybak moze juz sie relaksowac z piwem
w cieniu palmy.

d 1

P dores, p
A pintura que retrata a comunidade de pescadores mostra de uma
maneira fiel a distribuicao de papéis nesta comunidade. Os homens
reparam e constroem barcos e apanham peixe. Quando voltam da pesca,
comega o trabalho das mulheres. Sdo elas quem pde peixe aos cestos e vai
vendé-lo as vezes num mercado, as vezes na venda ambulante ou também

asep art

junto ao paradeiro onde, se o cliente quiser, também se pode pedir

o estripamento do peixe. Em tudo isto estdo presentes as criancas, os
recém-nascidos num lenco a cintura, porque a obrigagdo de uma mulher
é também tratar dos filhos enquanto o pescador cansado da faina ja pode
relaxar a sombra de uma palmeira com um cerveja na mao.

Fishermen, fisherwomen and artisanal fishing

Representing the fishermen’s community, painting faithfully reflects
traditional social roles and division of labour. Men are responsible for
building boats and fishing. When they come back home, women start
their work. With baskets packed with fishes, they sometimes sell them
at the market or going from house to house. They also sell fishes near

a harbour and disembowel them at customer’s request. At work, women
are surrounded by children and babies worn in a shawl attached to their
hips since it is their duty to take care of their offspring while a man,
exhausted after fishing, is relaxing under a palm tree with a beer in

his hand.
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atakze w trakcie pracy na roli (oporzadzanie drobiu) oraz

zbieractwa (zbieranie owocéw chleboweca) (przyktady 35,
50, 64, 74).

Czas wolny mezczyzn kojarzony jest natomiast przede

wszystkim ze spozywaniem positkéw i alkoholu, co waz-
niejsze jednak - w odréznieniu od kobiet, ktére zawsze sa

obrazowane podczas positku w grupie, mezczyzni sa takze

przedstawiani podczas positku spozywanego w samot-
nosci. Podobnie mezczyzni znacznie czesciej niz kobiety
sa przedstawiani podczas spozywania alkoholu (35, 50).
Inne czynno$ci-rytuaty, w ktérych biora udzial mezczyzni

w czasie wolnym, to odpoczynek od pracy, taniec i muzy-
kowanie, przechadzanie sie, dbanie o wyglad i ¢wiczenia

fizyczne (38, 110, 127). Czas pracy obrazowanych mezczyzn

wigze sie zréznymi czynnosciami-rytuatami, ale réznice

ilosciowe miedzy nimi sga nieistotne. W kazdym razie czas

pracy kojarzony jest z: odtwarzaniem, miksowaniem lub

wykonywaniem muzyki, praca na roli, przygotowywa-
niem i wydawaniem positkéw, myciem i serwisowaniem

pojazdéw, wykonywaniem prac stolarskich.

Po trzecie, delimitacja czasu wolnego i czasu pracy wiaze

sie ze zréznicowaniem rodzaju interakeji, w ktére wcho-
dza kobiety przedstawiane w saotomejskim malarstwie

reklamowym. W czasie wolnym bedzie to: zblizenie, ta-
niec, rozmowa, uwodzenie - natomiast w czasie pracy:

wspbétpraca, zapraszanie i rozmowa. Co ciekawe, w takich

samych interakcjach w czasie wolnym i w czasie pracy
pozostaja mezczyzni (64, 126, 111).

Po czwarte, czas pracy i czas wolny kobiet réznicuje ich

stréj. Kobiety w czasie wolnym podazaja za trendami

mody i obrazowane sa w szykownych, wyjsciowych,
odswietnych, czasami odwaznych strojach z poszcze-
gbélnymi elementami ubrania dopasowanymi do siebie

kolorystycznie, a takze maja liczne dodatki (torebki, pa-
ski) i ozdoby (kolczyki, bransoletki, wisiorki), czesciej tez

nosza buty na wysokim obcasie. Ubranie kobiet w czasie

pracy zalezy od wykonywanego zajecia, a wtasciwie od

tego, z jakim strojem kojarzy sie dana praca. Moze to

by¢ stréj ochronny, jak w przypadku kobiety w trakcie

pulweryzacji (123), ale moze to byé réwniez zwykty, choé¢
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carregado num lenco sobre as costas, bem como a trabalhar
no campo (tratamento de aves domésticas) e na apanha
(apanha de jaqueiras) (exemplos 35, 50, 64, 74).

O tempo livre dos homens é associado sobretudo com
comer refeicdes e beber alcool, mas o que importa mais,
e em diferenca para com as mulheres que a comer séo
sempre apresentadas em grupo, os homens as vezes séo
também apresentados a comer sozinhos. Os homens sio
também apresentados a beber alcool com maior frequéncia
do que as mulheres (35, 50). Outras actividades-rituais nas
quais os homens participam no tempo livre sdo descanso
do trabalho, danca e fazer musica, passeios, cuidados com
a aparéncia e exercicio fisico (38, 110, 127). O tempo de
trabalho dos homens apresentados tem a ver com activi-
dades-rituais variadas, mas as diferencas quantitativas
entre elas ndo sdo consideraveis. O tempo de trabalho
é associado com: pdr, misturar ou fazer musica, activi-
dades agricolas, preparacéo e distribuigcdo das refeicdes,
lavagem e servico de viaturas, execucéo de trabalhos de
carpintaria.

A terceira caracteristica liga-se com o facto de que a deli-
mitacdo do tempo livre e do tempo de trabalho tem a ver
com a diferenciacéo de tipo de interac¢do que existe entre
as mulheres apresentadas na pintura publicitaria sdo-
-tomense. No tempo livre encontramos: aproximagéo,
danca, conversa, seducgéo, enquanto no tempo de trabalho:
cooperacdo, convites e conversas. O facto interessante
é que o mesmo tipo de interacgdes existe entre os homens,
tanto quanto ao tempo de trabalho, como no tempo livre
(64,126, 111).

Em quarto lugar, liga-se ao facto de que o tempo de tra-
balho e tempo livre das mulheres diferenciam-se pelas
roupas que elas usam. No tempo livre as mulheres tentam
estar a par com a moda actual e sdo apresentadas a vestir
roupa chique, domingueira, elegante, as vezes vestem-
-se de forma ousada, usam pecas que condizem na cor,
acessdrios numerosos (malas, cintos) e adornos (brincos,
pulseiras, colares). Também usam sapato de salto alto
com maior frequéncia. A roupa de mulheres no tempo
de trabalho varia conforme o trabalho exercido, ou mais
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Other activities-rituals in which men participate in their
free time are resting from work, dancing and playing
instruments, strolling, taking care of their appearance
and physical exercises - 38, 110, 127. Working time of
the depicted men is related to various activities-rituals,
but differences in quantity are insignificant. In any case,
working time is associated with: playing music, mixing
music or playing instruments, farming, preparing and
serving food, washing and maintaining vehicles, per-
forming joinery work.

Third of all, the delimitation of boundaries between free
time and working time is related to the diversity of per-
sonal relationships in which women depicted by the Séo
Toméan advertisement painting are involved. In free time,
these interactions are: closeness, dance, conversation,
flirt, whereas in working time: cooperation, invitation
and conversation. It is interesting to notice that men get
involved in exactly the same personal relationships in
their free time and working time - 64, 126, 111.

Fourth of all, free time and working time differ also in
terms of clothing. In their free time, women follow the
latest fashions - they are depicted in stylish, Sunday,
elegant and sometimes daring clothes, with individual
pieces matched to each other. They also have many acces-
sories (handbags, belts), wear jewellery (earrings, bracelets,
necklaces) and more often high-heeled shoes. In working
time, clothing depends on the activity they perform, or
in fact on the associations that each type of work evokes.
It may be protective clothing, as in the case of woman
using a mosquito sprayer from image 123, or normal but
a little worn-out clothes - as in the case of a woman
depicted with a broom. Therefore, apart from protec-
tive clothing, women at work can wear skirts, blouses or
long dresses and cover their heads with headscarves. In
free time, women do not wear headscarves, with a few
exceptions when age or tradition are in question. Image
112 represents elder women dancing with a man, whereas
image 127 represents a couple wearing traditional clothes
- they are probably older than another couple depicted
in the same object-sign. The only case when a woman is
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nieco znoszony stréj kobiety ukazanej z miotta. Zatem
- oprdcz stroju ochronnego - kobiety moga w pracy by¢
ubrane w spddnice, bluzke lub w dtuga suknie, z chusta
na gtowie. W czasie wolnym kobiety nie nosza chusty,
z kilkoma wyjatkami, gdy w gre wchodzi wiek oraz tra-
dycja. Praca 112 pokazuje starsze kobiety z mezczyzna
w trakcie tanica, a praca 127 pare w tradycyjnym stroju,
ktéra - najprawdopodobniej - jest starsza od innej pary
zobrazowanej w tym samym obiekcie-znaku. Jedynym
przypadkiem, w ktérym kobieta w czasie wolnym i w trak-
cie tancanosi chuste, jest kobieta ukazana na obrazie 36,
ktérajednak - jak gtosi napis - wykonuje tradycyjny ta-
niec dango-congo.

Stréj mezczyzn nie jest tak bardzo zréznicowany w cza-
sie wolnym i w czasie pracy. Wprawdzie obrazowani
sa mezczyzni w strojach roboczych charakterystycz-
nych dla pewnych sektoréw gospodarki (przyktady 64
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precisamente, conforme as associa¢des vigentes num dado
tipo de trabalho. Pode ser uma roupa de protec¢do de uma
mulher durante a pulverizacédo 123, mas pode ser também
um fato simples, gasto, de uma mulher apresentada com
uma vassoura. Entéo, para além da roupa de proteccéo,
as mulheres podem vestir uma saia, uma blusa ou um
vestido longo, e um len¢o sobre a cabeca durante o tem-
po de trabalho. No tempo livre as mulheres ndo vestem
lencos, mas existem algumas excepcdes definidas pela
idade e pela tradigédo. O trabalho 112 mostra as mulheres
idosas com um homem a dangarem, enquanto o trabalho
127 apresenta uma dupla vestida tradicionalmente que
provavelmente é mais velha do que outra dupla mostrada
no mesmo objecto-signo. O Ginico caso onde a mulher, no
tempo livre e a dancgar, veste o lenco, é a mulher apre-
sentada naimagem 36. Alids, como diz o texto, ela esta
a dancar dango-congd, uma danca tradicional.
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36_Danco-congd namalowane na $cianie Complexo

Europa | Dango-congd pintado na parede do Complexo Europa |
The dango-cong6 painted on the wall of Complexo Europa
Complexo Europa, Desejada, Rafael Ventura

wearing a headscarfin both free time and working time
is the woman in image 36, which depicts her performing
a traditional dance called dan¢o-cong6.

Men’s clothes worn in free time and working time are not
so diverse. Indeed, the depicted men are dressed in work
clothes that are typical of specific sectors of industry
(examples 64 and 118), still they can perform their work
in casual everyday clothes (117). They can wear similar,
yet not worn-out clothes to a dance party (126), or choose
alight summer jacket and a sun hat (112).

Fifth of all, depicted in their free time, women have their
feminine attributes (buttocks, waistline, bust) empha-
sised. Their body is either in a standard or comfortable
position (while sitting at a table or in a hairdresser’s chair
- 93), but it can also be a dance position (126, 127). At
work, women are in a forced position, bending or even
stooping. Moreover, their feminine attributes are not
emphasised, which can be perfectlyillustrated by awoman
with a mosquito sprayer (123). Whereas women at work
are depicted as not trying to underline their femininity,
they do wear make-up in their free time (eye make-up
and painted lips). While working, women focus their line
of sight and attention on the object of work (74, 113), but
in their free time - on the object of their interest (a dance
or love partner) (122) or outside the scene. In general,
masculine attributes do not differ in terms of free time
and working time, being emphasised rarely and only in
two cases. The first one is related to highlighting men’s
muscles, which can be observed in 2 objects-signs and
concerns 2 depicted men (38, 126). We can assume that
the image of a muscular man is a positive example, which
isnot the case of caricatures of Portuguese people that
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Dango-congd to widowisko muzyczno-taneczno-teatralne, ktére ma
korzenie na kontynencie afrykafiskim, a na Wyspe Swietego Tomasza
dotarto wraz z niewolnikami pochodzqcymi z Angoli. Grupa dango-congd
jest bardzo rozbudowana - oprécz muzykow grajgcych na instrumentach
perkusyjnych i fletach nalezq do niej oczywiscie liczni tancerze, zaréwno
ci odgrywajqcy gtéwne role, jak i statysci. Sam taniec jest euforyczny,
czasami wrecz brutalny, a jego dynamike podkreslajg wielobarwne stroje
i dramatyczne maski.

O dango-congé é uma apresentacdo que mistura mdasica, danca e teatro.
Tem raizes africanas e chegou a llha de SGo Tomé junto com os escravos
de origem angolana. O grupo de dango-congd é muito complexo - tem
miusicos que tocam instrumentos de percussdo e flautas, mas tem
também dancarinos que desempenham papéis principais e outros que
fazem de figurantes. A prépria danca é euférica, as vezes até brutal,
eoquedestaca o seu dinamismo sdo roupas coloridas e mascaras
dramaticas.

Danco-congd is a combination of music, dance and theatre that has

its roots in the African continent. It was brought to Sdo Toméan Island
by slaves from Angola. A dango-cong6 group is rather extended. Apart
from musicians who play percussion instruments and flutes, it includes
of course many dancers who play the leading parts as well as extras.
The dance itself is euphoric, sometimes even brutal, and its dynamic is
underlined by multicoloured costumes and dramatic masks.

37_Przedstawienie dango-congd |
Dango-congd | A dango-congd
performance
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i118), ale swoja prace réwnie dobrze moga wykonywac
w zwyktym, codziennym ubraniu (117) i w podobnym, ale
nieznoszonym stroju wybrac sie na impreze taneczna
(126), cho¢ mozna na niej wystapic¢ takze w jasnej letniej
marynarce i w letnim kapeluszu (112).

Po pigte, kobiety obrazowane w swoim czasie wolnym maja
podkreslone cielesne atrybuty kobiecosci (posladki, wciecie
w talii, biust). Ich postawa jest swobodna albo wygodna
(gdy siedzg przy stole lub w fotelu fryzjerskim; 93), moze
to by¢ réwniez pozycja taneczna (126, 127). Tymczasem
kobieta w pracy obrazowana jest w pozycji wymuszonej,
pochylonej lub wrecz zgarbionej. Kobiety obrazowane
w czasie pracy nie maja podkreslonych atrybutéw swojej
cielesnosci, co doskonale ilustruje postac kobiety z pul-
weryzatorem (123), ale obrazowane sa takze jako osoby,
ktére same swej kobiecosci nie podkreslaja. Natomiast
kobiety w czasie wolnym obrazowane sg w makijazu
(podkreslona oprawa oczu i pomalowane usta). Wzrok
iuwaga kobiet w pracy skierowane sa na przedmiot pracy
(74, 113), a w czasie wolnym - na obiekt ich zaintereso-
wania (partnera tanecznego badz romantycznego) (122)
lub poza kadr obrazu. Cielesne atrybuty meskosci nie
sa zréznicowane pod wzgledem czasu wolnego i czasu
pracy,iw ogdle sa podkreslane bardzo rzadko, w dwéch
skrajnych przypadkach. Pierwszy z nich to podkreslenie
meskiej muskulatury, ktére pojawia sie w 2 obiektach-
-znakach i dotyczy 2 zobrazowanych mezczyzn (38, 126).
Jak mozemy przypuszczac, obraz muskularnego mezczy-
zny jest przyktadem pozytywnym, zupetnie inaczej niz
w karykaturach Portugalczykéw, ktérzy sa obrazowani
jako osoby watte, zgarbione, tysiejace, pomarszczone,
z podkrazonymi oczami, o stabym wzrokuiz garbatym
nosem (73). Poza tymi dwoma ekstremami mieszcza sie
~Zzwykli” mezczyznio ,,zwyktych” ciatach. Podobnie do
kobiet - w czasie wolnym maja swobodng, wyprostowana
postawe, a w czasie pracy sa pochyleni nad przedmiotem
swojej pracy i tam tez kieruja swoja uwage.

Po szoéste, tozsamosci, w jakich wystepuja obrazowane
kobiety, to najczesciej konsumentka-klientka, nowoczesna
mieszkanka miasta, zZyjaca swobodnym zyciem, partnerka
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Aroupa dos homens néo se diferencia tanto entre o tempo
livre e o tempo de trabalho. Embora os homens sejam apre-
sentados na roupa de trabalho caracteristica para alguns
sectores da industria (exemplos 64 e 118), o trabalho que
exercem pode ser igualmente exercido numa roupa casual
(117), usada todos os dias ou que ainda pode ser vestida
por eles quando vdo dangar (126), mas desta vez s6 se ndo
estiver demasiado gasta. Quando vdo dan¢ar podem igual-
mente vestir um fato claro e ligeiro juntamente como um
chapéu de verdo (112).

O quinto facto tem a ver com o destaque que se d&, no caso
das mulheres apresentadas no tempo livre, ds caracteristi-
cas femininas do corpo (nadegas, cintura, seios). A postura
delas mostra que estdo a vontade ou relaxadas (quando
estdo sentadas  mesa ou numa cadeira no cabeleireiro; 93),
pode ser também uma postura durante a danca. Pode ser
uma mulher retratada numa posicéo forcada, inclinada ou
até corcunda. No caso das mulheres retratadas no tempo
de trabalho néo se destaca as caracteristicas femininas do
corpo, o que prova o caso da mulher com o pulverizador
(123), mas elas sdo também retratadas como pessoas que
ndo sublinham a sua feminilidade. As mulheres no tempo
livre, por suavez, sio retratadas com a maquilhagem (olhos
pintados em volta e labios pintados). O olhar e a aten¢éo das
mulheres concentram-se no objecto de trabalho (74, 113),
enguanto no tempo livre no objecto de interesse (par dan-
carino ou roméntico) (122) ou para fora do enquadramento.
As caracteristicas masculinas do corpo néo se diferen-
ciam quanto ao tempo livre e o tempo de trabalho. Em
geral recebem destaque raras vezes, apenas em dois casos
extremos (38, 126). O primeiro destaca a musculatura de
um homem, o que encontramos em dois objectos-signos
e tem a ver com dois homens retratados. Podemos supor,
e com grande legitimidade, que a imagem de um homem
musculado seja um exemplo positivo, enquanto diferente
deste é o caso de caricaturas, onde os portugueses séo
retratados como individuos fracos, corcundas, a perder
cabelo, enrugados, com olheiras, de vista estragada e com
nariz proeminente (73). Fora desses dois extremos encon-
tramos homens “normais” com corpos “normais”. Tal como
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are depicted as fragile, stooped, balding, wrinkled, with
dark circles around their eyes, poor eyesight and hooked
noses (73). Despite these two extreme examples, there are
“normal” men with “normal” bodies. Similar to women,
they have standard, straight body position in their free
time, whereas at work, they are bended over the object
of work, on which they also focus their attention.
Sixth of all, identities assumed by the depicted women
usually include: a consumer-customer, a modern resident
of a city living an active life, a dance partner, a wife,
amother and a love partner. The identities of a worker
and a fisherwoman are dominant at work, however, there
is also an identity of an owner - a living ad of a place (63).
Men’s identities are similarly diverse in free time and
working time. In their free time, men usually become
consumers-customers, dance partners and love partners,
fathers and fishermen having a rest. In the case of men,
working time is associated with being a worker, including
aworker of the entertainment sector and the traditional
sector which also contains fishing and artisanal fishing.
With reference to the national identity, two interesting
objects-signs appear: the first one are the already men-
tioned caricatures of Portuguese colonizers (73), whereas
the second commemorates the Batepa massacre.

One of the fragments of the latter object-sign represents
ableeding African carrier and two Portuguese overseers
who are wearing cork helmets and holding whips in their
hands (39). The identities that fall outside any division
into free time and working time are the identities of
a political icon and a saint.

Seventh of all, the emotion that accompanies the women
depicted in free time is, above all, refinement, which is
frequently present in hairdressers’ signboards, yet it also
appears in other works (11, 86, 90). Relax and content are
also connected with enjoying free time - during a sup-
per in a family circle, a party in the circle of friends or
a visit to the hairdressing or beauty salon (36, 144). Love
is represented in signboards that propagate using con-
doms (53, 122) as well as when pairs in a loving embrace
or inscribed within the symbol of heart (126, 210) are
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taneczna, zona, matkai partnerkaromantyczna. W czasie
pracy dominujaca jest tozsamos$¢ pracownicy oraz rybacz-
ki, ale jest tez tozsamos$¢ wtascicielki - zywej reklamy
lokalu (63). Podobnie meskie tozsamosci zréznicowane
sa w czasie wolnym i w czasie pracy. W czasie wolnym
mezczyzninajczesciej pozostaja konsumentami-klientami,
partneramitanecznymiiromantycznymi, ojcami, odpo-
czywajacymirybakami. Czas pracy w wypadku mezczyzn
skojarzony jest z byciem pracownikiem, w tym takze
pracownikiem sektora rozrywkiisektora tradycyjnego,
do ktérego nalezarolnictwo i rybotéwstwo rzemie§lni-
cze. W nawiazaniu do tozsamo$ci narodowej pojawiaja
sie dwa ciekawe obiekty-znaki, z ktérych jeden zostat
omoéwiony jako karykatura portugalskich kolonéw (73),
drugi zas upamietnia masakre w Batepie.

Jeden z fragmentéw tego obiektu-znaku przedstawia
krwawiacego afrykanskiego tragarzaidwoch portugal-
skich nadzorcéw w hetmach korkowych iz batem w dtoni
(39). Meskie tozsamosci wymykajace sie podziatowina
czas wolny i czas pracy to tozsamosci ikony politycznej
i Swietego.

Po siédme, emocje towarzyszace kobietom obrazowa-
nym w czasie wolnym to przede wszystkim dystynkcja,
ktéra najczesciej jest obecna na szyldach fryzjerskich,
ale pojawia sie tez w innych pracach (11, 86, 90). Relaks
i zadowolenie réwniez wiaza sie ze spedzaniem czasu
wolnego - podczas wieczerzy w gronie rodziny, zabawy
w gronie znajomych czy wizyty w zaktadzie fryzjerskim
lub salonie urody (36, 144). Mitos¢ przedstawiana jest
na reklamach propagujacych uzywanie prezerwatyw
(53, 122), ale takze gdy obrazowane sa pary pozosta-
jace w uscisku lub wpisane w symbol serca (126, 210).
Ostatnim rodzajem emocji towarzyszacym kobietom
w czasie wolnym jest podniecenie, obrazowane w pra-
cach przedstawiajacych ludzi w tanecznym ferworze
(126, 127). Emocje mezczyzn przedstawianych w ich
czasie wolnym to relaks i zadowolenie, a takze zadu-
ma po ciezkiej pracy, ktére wiaza sie z odpoczynkiem
iwspdlnym spedzaniem czasu z rodzina i przyjaciétmi.
W wypadku mezczyzn mitos¢ i podniecenie pojawiaja
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as mulheres, eles no tempo livre tém postura a vontade,
endireitada, e durante o trabalho estdo inclinados sobre
o objecto do trabalho para o qual dirigem a sua atencéo.

O sexto facto tem a ver com as identidades que as mulheres
retratadas assumem. Essas sdo com maior frequéncia de
uma consumidora-cliente, de uma cidadd moderna que vive
a vontade, de uma parceira de danga, de uma esposa e de
uma parceiraromantica. No tempo de trabalho aidentidade
dominante é de uma trabalhadora e pescadora, mas aparece
também aidentidade de uma proprietaria - uma publicida-
de viva de um estabelecimento (63). As identidades mas-
culinas diferenciam-se de modo igual entre o tempo livre
e o tempo de trabalho. Os homens no tempo livre assumem
com a maior frequéncia papéis de um consumidor-cliente,
de um parceiro de danc¢a e roméantico, de um pai ou de
um pescador a descansar. O tempo de trabalho no caso
dos homens é associado com ser trabalhador, incluindo
ser trabalhador no sector da industria de divertimentos
e no sector tradicional onde podemos incluir a agricultura
e pesca artesanal. Surgem dois objectos-signos interes-
santes no que diz respeito a identidade nacional. Um deles
foi mencionado, eis a caricatura dos colonos portugueses
(73), outro faz referéncia ao massacre em Batepa. Um dos
elementos deste objecto-signo apresenta um carregador
africano a sangrar e dois supervisores portugueses que
vestem capacetes de cortica e agarram chicotes (39). As
identidades masculinas que escapam da separacéo entre
os tempos livre e de trabalho, compreendem identidades
de icones politicos e de um santo.

O sétimo facto tem a ver com as emoc¢des que manifestam as
mulheres retratadas no tempo livre. Destaca-se sobretudo
a distin¢do nos letreiros de cabeleireiro, mas aparece tam-
bém em outros (11, 86, 90). Relaxamento e satisfagdo tém
aver com a maneira de passar o tempo livre - durante um
jantar em familia, durante um divertimento com os amigos
ou durante uma visita ao cabeleireiro ou num saldo de bele-
za(36,144). O amor aparece nas publicidades que propagam
o uso de preservativos (53, 122), mas também quando se
retrata casais a abracarem-se ou colocados dentro do sim-
bolo de coragéo (126, 210). O Gltimo tipo de emocdes que se
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depicted. The last type of emotions displayed by the
women in free time is excitement, depicted in those works
that represent people dancing passionately(126,127). In
their free time, men express relax and content as well
as reverie after hard work. All of them are related to
having a rest and spending time with one’s family and
friends. In the case of men, love and excitement appear
in the same objects-signs as in the case of women. At
work, both sexes can be characterised as concentrated.
Objects-signs that represent fishermen and fisherwomen
on the beach can serve as a summary of this characteri-
sation of sex diversity and time modality. They simulta-
neously show men after work and women who, having
collected fishes from them, only begin their work. While
men are sitting and drinking beer, women are going to
the market with children in shawls and baskets of fine-
looking fishes on their heads. Apart from the content,
these works are interesting because of the manner of
depiction that is similar to one of the first centrefolds of
the primer for adults, entitled A Luta Continua. Primeiro
Caderno de Cultura Popular (The struggle continues. The first
notebook on popular culture), abook that almost every adult
S&o Toméan had contact with when the country regained
independence (40).
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39_Scena historyczna ukazujaca portugalski ucisk, bar w Batepie |
Cena histérica que mostra a opresséo portuguesa, um bar em Batepad |
Ahistorical scene representing Portuguese oppression, a bar in Batepa
Batepd, Rafael Ventura

Masahra w miejscowosci Batepa

Monokultura i uzaleznienie gospodarki od niewielkiej liczby
eksportowanych débr czyni takqg gospodarke podatng na kryzysy.

Jeden z nich doprowadzit 3 lutego 1953 roku do masakry w Batepie.
Obnizajgce sie ceny kakao i kawy na rynkach Swiatowych sprawity,

ze portugalskich plantatoréw nie byto sta¢ na wyptacanie wynagrodzen
pracownikom kontraktowym sprowadzanym z innych portugalskich
kolonii. Metodami militarno-policyjnymi biali kolonizatorzy prébowali
zmusi¢ Saotomejczykow do pracy w gorszych niz dotychczas warunkach,
co spotkato sie z jeszcze wiekszym oporem i jeszcze silniejszymi
represjami. W ostatecznym rozrachunku Portugalczycy zamordowali
setki Saotomejczykéw, co przyspieszyto proces formowania sie ruchu
narodowowyzwoleficzego, prowadzgcego do uzyskania przez Sdo Tomé
niepodlegtosci w 1975 roku.

O massacre em Batepa

A monocultura e a dependéncia da economia baseada num niimero
escasso de bens exportados faz com que uma economia deste tipo seja
vulneravel as crises. Uma delas resultou em 3 de Fevereiro de 1953 no
massacre em Batepad. A queda do preco de cacau e café nos mercados
internacionais fizeram com que os fazendeiros portugueses ndo
tivessem como pagar aos contratados de outras colonias portuguesas.
Os colonizadores brancos recorreram aos métodos militar-politicos para
forcar os sdo-tomenses ao trabalho em condigdes piores do que dantes,
0 que causou uma oposicdo ainda mais forte e resultou em repressées
reforgadas. Os portugueses acabaram por matar centenas dos sao-
tomenses o que acelerou o processo de formagdo de um movimento
nacional independentista e da propria independéncia em 1975.

The Batepa massacre

Monocultural farming and economy that is dependent on a small number
of exported goods make such economy vulnerable to crises. On 3 February
1953, one of them led to the Batepa massacre. Due to the decreasing
prices of cocoa and coffee on the world markets, Portuguese planters
could not afford to pay contract labourers brought from other Portuguese
colonies. Using military and police methods, white colonizers were trying
to force SGo Toméan people to work in worse conditions than before,
which was received with more opposition and more extreme repression.
Eventually, the Portuguese murdered hundreds of SGo Toméans, which

at the same time increased the pace of forming the national liberation
movement and achieving independence.
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sie w tych samych obiektach-znakach jak w wypadku
kobiet. W czasie pracy emocje charakterystyczne dla
obu ptci to skupienie.

Obiekty-znaki przedstawiajace rybakéw i rybaczki na
plazy moga postuzy¢ jako podsumowanie charakterystyki
zréznicowania ptci i modalnosci czasu. Prace te ukazuja
jednoczesnie mezczyzn po pracy i kobiety, ktére odebraw-
szy potéw od swoich mezczyzn, dopiero rozpoczynaja
prace. Mezczyzni siedza, popijajac piwo, kobiety z dziec-
kiem w chuscie i z dorodna ryba na gtowie udaja sie na
targ. Poza sama tre$cig prace te sa interesujace ze wzgledu
na zastosowany w nich sposéb obrazowania, ktéry przy-
pomina jedng z pierwszych rozktadéwek elementarza dla
dorostych A Luta Continua. Primeiro Caderno de Cultura Po-
pular (Walka trwa. Pierwszy zeszyt kultury ludowej), ksigzki,
z ktéra miat stycznos$é bez mata kazdy dorosty Saotomej-
czyk po odzyskaniu przez ten kraj niepodlegtosci (20).
Wspobiczesne spoteczenstwa wciaz dysponuja trzema
podstawowymi kryteriami wykluczania i dyskryminacji
(pte¢, klasa i rasa). Jezeli saotomejskie malarstwo rekla-
mowe ma swoje zrodta w praktyce spotecznej, to widac
w nim réznice miedzy tym, co kobiece i meskie, z lekkim
wskazaniem na dyskryminacje kobiet. Natomiast gene-
ralnie obojetne jest na kwestie rasowe. Méwiac wprost,
wyzbyte jest nawet cienia rasizmu, a na przedstawieniach
reklamowych mozna zauwazy¢ postacie o wszystkich ko-
lorach skéry bez pozytywnego warto$ciowania jej jasnych
odcieni (86-98).

Tozsamos¢ narodowa
iafrykanska

Chociaz najwazniejsze kwestie tozsamosci wytaniaja
sie w ramach podziatu na kobieco$¢ i meskos¢ w czasie
wolnym i w czasie pracy, to nie sa to jedyne formy toz-
samosci obecne w dyskursie wizualnym saotomejskie-
go malarstwa reklamowego. Chodzi nam szczegdlnie
o tozsamos$¢ narodowa wpisanga w ogélniejsza tozsa-
mos¢ afrykanska. Przedmioty-symbole, ktére kojarzymy
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manifesta no caso das mulheres quanto ao tempo livre
delas, é excitacdo que pode ser vista nos retratos que mos-
tram o fervor de danga (126, 127). As emoc¢6es dos homens
retratados no tempo livre é relaxamento e satisfacdo, bem
como reflexio profunda depois de um trabalho duro, o que
se liga ao descanso e convivio familiar ou com amigos. No
caso dos homens, amor e excitagdo aparecem nos mesmos
objectos-signos que no caso das mulheres. Durante o traba-
lho é a concentracgdo que aparece no caso dos dois sexos.
Objectos-signos que retratam pescadores e pescadoras na
praia podem servir como um resumo da descricdo de dife-
renciacdo dos sexos e da modalidade do tempo. Esses tra-
balhos retratam os homens depois do trabalho e mulheres,
que s6 ao levar o pescado dos seus homens é que comecam
o seu trabalho. Os homens estéo sentados a beber cerveja,
enquanto as mulheres com filhos nos lencos e com um pei-
xe grande sobre a cabe¢ca caminham rumo ao mercado. Para
além do préprio contetido esses trabalhos sdo interessantes
por causa do modo de retratar que relembra uma das pri-
meiras paginas duplas A Luta Continua. Primeiro Caderno de
Cultura Popular. O manual que quase todos os sdo-tomenses
adultos viram depois da independéncia (20).

As sociedades modernas continuam a dispor de trés cri-
térios basicos de exclusdo e discriminacéo (sexo, classe
eraca). Se a pintura publicitaria sio-tomense tem raizes na
prética social, nela se pode ver diferencas entre o feminino
e o masculino com uma ligeira inclinagéo para a discrimi-
nacdo das mulheres. Mas em geral esta pintura é indiferen-
te as questOes raciais. Simplesmente o racismo nédo aparece
nela e nos retratos publicitarios podemos ver individuos de
todas as cores de pele sem valorizagdo positiva das matizes
claras (86-98).

Identidades nacional
e africana
Embora as questdes identitarias mais importantes surjam

no dmbito da divisdo entre a feminilidade e a masculi-
nidade no tempo de trabalho e tempo livre, ndo séo as
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Contemporary societies still use three basic criteria of
exclusion and discrimination (sex, social class and race).
If the Sdo Toméan advertisement painting has its rootsin
a social practice, differences between the feminine and
the masculine can be observed, with a slight indication
of discrimination against women. In general, it is indif-
ferent to racial issues. There is no trace of racism - the
depictions on advertising signboards represent people of
all skin colours, without making any positive evaluation
of their light tones (86-98).

The national
and African identity

Although the most important identity-related issues
emerge from the division into the feminine and the mas-
culine in free time and working time, they are not the only
forms of identity that are present in the visual discourse
of the Sdo Toméan advertisement painting. We are par-
ticularly interested in the national identity inscribed in
the more general African identity. The objects-symbols
that we associate with the Sdo Toméan national identity
are: a flag and an emblem, Africa (the contours of the
continent) and black stars, which are the elements of the
S4o0 Toméan flag and symbols of the decolonisation and
emancipation of Africa, as well as a parrot and a falcon,
which are elements of the emblem. These objects-symbols
appear in various objects-signs, especially in propaganda
and social objects-signs (122), however, they may also be
presented by night clubs and discos whose chain’s name
is “Complexo Falcdo”. A negative reference to the period
of the Portuguese occupation can be found in two already
described works: the first is a caricature of colonisers
(73) and the second is a representation of two Portuguese
men who are lashing an African man weighed down with
aparcel (40). The latter work - by Rafael Ventura - poses
a perfect example of accumulation of elements that com-
pose a discursive and visual definition of the national
entity in Sdo Tomé. Next to the obelisk commemorating
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40_Fragment freirowskiego podrecznika
do alfabetyzacji dorostych A Luta
Continua. Bonito po portugalsku oznacza
piekny, ale jest to tez nazwaryby

z rodzaju makrelowatych | Um trecho do
manual Freirense A Luta Continua para
alfabetizacdo de adultos. Bonito funciona
em portugués com adjectivo, mas também
significa um peixe da familia scombridae |
A fragment from Freire’s A Luta Continua,
an elementary book for teaching adults to
read. In Portuguese, the word bonito means
“beautiful”, butitis also the name of a
species of mackerel.



z saotomejska tozsamoscignarodowa, to flagai godto, Afryka
przedstawiana jako kontur kontynentu) oraz czarne gwiaz-
dy, bedace elementem saotomejskiej flagi oraz symbolem
dekolonizacjii emancypacji Afryki, a takze - réwniez beda-
ce elementem godta - papuga szara oraz jastrzab. Wymie-
nione przedmioty-symbole znajduja sie w zréznicowanych
obiektach-znakach i sa to obiekty-znaki propagandowo-
-spoteczne (122), ale moga to by¢ réwniez kluby nocne
i dyskoteki, ktérych sieé nosi nazwe ,,Complexo Falcéo”.
Negatywne nawigzanie do czasu portugalskiej okupacji
mozna odnalezé w dwdch opisanych juz pracach, z ktérych
jedna to karykatura kolonéw (73), a druga - przedstawienie
dwoéch Portugalczykédw z pejczami, chtoszczacych przy-
gniecionego ciezkim pakunkiem Afrykariczyka (40). Ta
druga praca - autorstwa Rafaela Ventury - jest doskonatym
przyktadem nagromadzenia elementéw sktadajacych sie na
dyskursywno-wizualng definicje podmiotu narodowego na
Sdo Tomé. Obok obelisku stojacego na srodku skrzyzowa-
nia, ktéry upamietnia wydarzenia z roku 1953, pokrytego
malarstwem niefiguratywnym w kolorach charaktery-
stycznych dla lokalnej przyrody, w Batepie znajduja sie
réwniez obrazy przedstawiajace kolonialny ucisk, namalo-
wane przez Rafaela Venture na scianach miejscowego baru.
Pejzaz ukazujacy wodospad i pare zakochanych wuscisku
sasiaduje ze scena, w ktérej Portugalczycy zrzucaja z wy-
wrotki do oceanu zwtoki Saotomejczykéw zamordowanych
w trakcie rozruchéw w Batepie. Przy tym integralna czescia
tego obiektu-znaku jest malarskie przedstawienie alkoholi,
ktére mozna spozy¢ w barze. Tak sie miesza narodowe
sacrum z komercyjnym profanum, ale przedstawianie
tozsamos$ci narodowej w kategoriach martyrologicznych
- do ktérego przywyklismy jako Polacy - jest tam rzadko-
Scig, czesciej spotykamy sie z budowaniem pozytywnych
skojarzen zwigzanych z symbolika narodows, co wynika
z narodowego pragmatyzmu, nastawionego bardziej na
terazniejszo$¢ i przysztos¢ niz na przesztosc.
Niewspomnianym wcze$niej sposobem konstruowania
tozsamosci, obecnym w pracy Ventury z Batepy, jest pejzaz.
Inny stynny saotomejski malarz, Acidio Santos, o pejzazu
w kategoriach narodowych méowi tak:
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Gnicas formas de identidade presentes no discurso visual
da pintura publicitaria sdo-tomense. Estamos a falar aqui
sobretudo da identidade nacional como uma parte da
identidade africana. Objectos-simbolos que associamos
com a identidade nacional sdo-tomense sio: bandeira
e brasdo de armas/insignia, Africa (apresentada como
contorno do continente) e estrelas negras que sdo um
dos elementos da bandeira sdo-tomense e um simbolo de
descolonizagdo e emancipacdo da Africa, e ainda - tam-
bém um elemento do brasdo de armas - um falcdo e um
papagaio-cinzento. Os elementos mencionados aparecem
nos objectos-simbolos variados que sdo objectos-signos
de carécter propagandistico e social (122), mas aqui po-
demos encontrar também clubes nocturnos e discotecas
que pertencem a umarede chamada “Complexo Falcio”.
Associa¢des negativas com o tempo da ocupagio portu-
guesa podem ser encontradas em dois trabalhos ja acima
descritos. Uma delas é a caricatura dos colonos (73) e a se-
gunda é um retrato de dois portugueses com chicotes que
batem num africano que carrega um pacote pesado (40).
O segundo trabalho, da autoria de Rafael Ventura, é um
exemplo perfeito de uma acumulacéo de elementos que
constituem uma definicdo discursivo-visual do sujeito
nacional em S&o Tomé. Ao lado do obelisco coberto da
pintura ndo-figurativa de cores do ambiente local, que
comemora o sucedido em 1953, e que se situa no meio de
um cruzamento em Batepd, na mesma cidade encontra-
mos também outras pinturas que apresentam a opresséo
colonial, também pintadas por Rafael Ventura, mas desta
vez na parede de um bar local.

A paisagem que nos mostra uma catarata e um casal de
namorados abragados esta ao lado de uma cena na qual
vemos um camido do qual os portugueses despejam uma
carga de corpos dos sdo-tomenses que foram mortos em
Batepa. A parte integral do mesmo objecto-signo sédo
alcoois pintados que se pode comprar neste bar. Assim
é que sacro nacional se mistura com um profano comer-
cial. Alias, a apresentacdo martiroldgica da identidade
nacional, a qual estamos acostumados na Polénia, é rara
em sTpP e mais frequentemente encontramos associagdes
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the events of 1953, covered with non-figurative paint-
ing in the colours typical of the local flora and located
in the middle of a crossroads in Batepa, there are also
images representing oppression during the colonial pe-
riod painted by Rafael Ventura on the walls of alocal bar.
Alandscape scene representing a waterfall and a pair of
lovers embracing each other is painted next to a scene in
which the Portuguese are throwing the bodies of the Sdo
Toméan people murdered during the Batepd massacre off
adumper truck to the ocean. An integral element of this
object-sign is a painted depiction of alcoholic beverages
that can be drunk in the bar. This way, the national sa-
cred is combined with the commercial profane. Itisrare
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41_Saotomejska flaga na $cianie restauracji
| Bandeira sdo-tomense na parede de um
restaurante | The Sdo Toméan flag painted
on the wall of arestaurant

Coisas do Mar, Sdo Tomé, Rafael Ventura
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A.s. Mojq propozycjq dla sztuki jest promowanie piekna Sdo

Tomé, naturalnego piekna tej wyspy, ktérg nazywam rajem

tego swiata [...], poprzez wzrok, poprzez malarstwo. Miatem

réozne wystawy w Europie, w rozmaitych galeriach portugal-
skich. A takze w Hiszpanii i na Wyspach Zielonego Przylgdka.
Mojg propozycje pojmuje tak, ze Sdo Tomé ma swoje piek-
no - ktére mogtem zilustrowac i przedstawié kazdemu. |...]

Imusimy zrobic¢ wszystko, co sprawi, Ze wiecej os6b odwiedzi
[Sdo Tomé]. Oto moja polityka - otworzyc Sdo Tomé! [...] Moge
sprzedac piekno Sdo Tomé tu na miejscu, gdzie wielu je uwiel-
bia, ale tez za granicq.

Pejzaze umieszczane w komercyjnych obiektach petnia
funkcje dekoracyjne, ale przede wszystkim buduja afek-
tywne zaangazowanie publicznosci wobec débr natural-
nych Wyspy Swietego Tomasza. Zdaniem Acidia Santosa
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positivas com a simbologia nacional o que tem a ver com
o pragmatismo nacional que visa concentrar-se mais no
presente e no futuro do que no passado.

Uma forma nfo mencionada de construir a identidade
que encontramos no trabalho sobre Batepa de Ventura,
é apaisagem. Outro pintor conhecido sdo-tomense, Acidio
Santos, fala sobre a paisagem nas categorias nacionais:

A.s. A minha proposta para a arte é divulgar a beleza de
sT, beleza natural desta ilha que chamo paraiso do mundo
[...] divulgar a beleza natural ao mundo através dos olhos,
através da pintura. Ja fiz varias exposigdes na Europa em
varias galerias portuguesas. Também ja fiz em Espanha e em
Cabo Verde. A minha proposta é que st tem algo que pode
ilustrar a sua beleza aos olhos de toda gente [...] E temos que
ter alguma coisa que faca com que mais pessosas para visitar.
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42_Scena historyczna ukazujaca masakre w Batepie |
Cena histérica que retrata o massacre de Batepa |

A historical scene representing the Batepa massacre
Batepd, Rafael Ventura

to represent the national identity in the martyrological
imagery, to which we are used in Poland. More often, it
is based on evoking positive associations related to the
national symbols, which arises from national pragma-
tism oriented toward the present and the future rather
than the past.

Not yet mentioned but present in Ventura’s works from
Batepéd, landscape scenes painting is another way of con-
structing identity. Another popular Sdo Toméan painter,
Acidio Santos, reflects on landscape scenes in national
categories:

A.s. My proposal in art is to promote the beauty of Sdo Tomé,
the natural beauty of the island that I call the paradise of this
world [...], through the sight, through painting. I had many
exhibitions in Europe, in various Portuguese galleries. Also in
Spain and Cape Verde. I understand my proposal in the fol-
lowing way: Sdo Tomé has its beauty which I could depict and
present to everyone. [...] And we have to do our best to make
more people visit it [SGo Tomé]. This is my policy - Let’s open
up Sdo Tomé! [...]1 can sell the beauty of Sdo Tomé here, many
people love it, as well as abroad.

Included in commercial objects, landscape scenes serve as
decoration, but above all they provoke affective involve-
ment of the audience in the natural goods of Sdo Tomé
Island. According to Acidio Santos, such organised artistic
action is favourable to opening the island outside as well
as creating its positive image. For this reason, the land-
scape scenes represent universally recognisable tourist
attractions located on the island (44, 72, 80).

It should also be mentioned that there are certain activities-
rituals connected with the national identity. They are
depicted in works which represent people showing their
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43+44_Acidio Santosijego pejzaze | Acidio Santos e as
suas paisagens | Acidio Santos and his landscape scenes
Complexo San Chiquita, Sdo Tomé
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takie zorganizowane dziatanie artystyczne sprzyja otwar-
ciu sie wyspy na zewnatrz, ale takze budowaniu jej pozy-
tywnego wizerunku. Dlatego tez pejzaze przedstawiaja
rozpoznawalne powszechnie atrakcje turystyczne Wyspy
Swietego Tomasza (44, 72, 80).

Nalezy jeszcze krétko wspomnieé¢ o czynnosciach-ry-
tuatach, ktére wiazg sie z tozsamoscia narodowa. Zo-
staja one ukazane w pracach przedstawiajacych ludzi,
ktoérzy wyrazaja swa ekspresje poprzez tance ludowe,
w czasach kolonialnych traktowane jako dziatalnos¢
antypanstwowa.

Generalnie poczucie tozsamos$ci narodowej konstru-
owane jest w saotomejskim malarstwie reklamowych
bardziej jako co$ pozytywnego niz w negatywnym od-
niesieniu do kolonialnej przesztosci. Wobec takiej ogél-
nej charakterystyki dyskursu wizualnego pracg, ktéra
pozostaje w opozycji jest mural przedstawiajacy piatke
ludzi siedzgcych przy stole (kobiety i mezczyzn)ispozy-
wajacych alkohol. Osoby te wcisniete sa miedzy Afryke
a Wyspe Swietego Tomasza, przy czym wyspa ma oczy
iusta, awszystkim postaciom towarzyszy smutek. Aby
uchwycié réznice w emocjach wyrazanych w tej pracy
(108), wystarczy poréwnac ja do pracy, na ktérej posta-
cie ciesza sie i bawig przy tak prozaicznej czynnosci jak
spozywanie positku (45).

No Logo vs. Make My Logo Bigger
-logotypy w saotomejskim
malarstwie reklamowym

Wystepujaca w §wiecie zachodnim krytyka ekspansji
znakéw firmowych w sferze wizualnej (klein 2002;2004) ma
swoja odmiane w saotomejskim malarstwie reklamowym.
Zjawisko ukazane przez Naomi Klein polega na wzroscie
udziatu globalnych marek w sprzedazy swiatowej, a takze
na wzroscie budzetéw reklamowych. Logotypy staja sie
wszechobecne w przestrzeni publicznej, a stosunek miedzy
konsumentem i marka, ktéry chca wytworzy¢ globalne
korporacje z zastepami swoich specjalistow, jest pewna
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Isto é a minha politica - abrir st. Posso vender a beleza aqui,
no lugar, onde muitos a adoram, mas também no estrangeiro.

As paisagens que se colocam nas instalagdes comerciais
exercem func¢des decorativas, mas sobretudo constroem
o empenho afectivo do publico quanto aos bens naturais da
Ilha de Sdo Tomé. Segundo Acidio Santos este tipo de activi-
dade artistica organizada ajuda a abrir ailha para o mundo
fora, mas ao mesmo tempo contribui para a construcédo
de uma visdo positiva dela. Por isso mesmo as paisagens
recorrem as atrac¢Oes turisticas reconheciveis dallhade
Sdo Tomé (44, 72, 80).

E necessario ainda mencionar, mesmo brevemente, acti-
vidades-rituais que tém a ver como a identidade nacional.
Encontramo-las nos trabalhos que apresentam homens que
se expressam nas dangas populares que nos tempos colo-
niais eram tratadas como uma actividade contra o estado.
Em geral a identidade nacional constréi-se na pintura
publicitaria sdo-tomense mais como algo positivo do que
negativo frente ao passado colonial. Ha porém um traba-
lho que difere da caracteristica geral do discurso visual.
E um mural que nos mostra cinco pessoas sentadas 4 mesa
(mulheres e homens) a beber alcool. Estas pessoas estdo
entaladas entre a Africa e Sd0 Tomé. A Ilha tem olhos e 14-
bios, todas as pessoas estéo tristes. Para captar a diferenca
de emocgdes neste trabalho (108) basta compara-lo com
outro trabalho onde as pessoas estdo a divertir-se e estéo
alegres a simplesmente comer (45).

No Logo vs. Make My Logo Bigger
- logétipos na pintura
publicitaria sio-tomense

A critica ocidental da expansédo de simbolos de marca na
esfera visual (klein 2002;2009) tem a sua propria manifesta-
¢do na pintura publicitaria sdo-tomense. Este fenémeno
apresentado por Naomi Klein tem a ver com o crescimento
da presenca das marcas globais na venda mundial, bem
como com a subida de or¢amentos para a publicidade. Os
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expression through popular dances, which were treated
as the anti-state activity during the colonial period.
Generally speaking, the feeling of national identity is cre-
ated in the Sdo Toméan advertisement painting rather as
positive than negative with reference to the colonial past.
Confronted with such general characteristics of visual
discourse, a mural that represents five people sitting at
a table (women and men) and drinking alcohol stands in
contrast to what has already been said. The people are
squeezed between Africa and Sdo Tomé Island, which has
eyes and a mouth, and accompanied by sadness. To notice
this difference of emotions represented in this work (108),
it is enough to compare it to another work (45), in which
people are smiling and having fun during such a prosaic
activity as eating.

No Logo vs. Make My Logo Bigger
- logotypes in the Sao Toméan
advertisement painting

Present in the Western world, criticism against the expan-
sion of trademarks in the visual sphere («lein 2002;2009) has
its own variant in the Sdo Toméan advertisement painting.
The phenomenon presented by Naomi Klein involves an
increasing share of sales of global brands on the world
market as well as increasing budgets for advertising. Logo-
types become omnipresent in the public sphere, and the
relationship between a consumer and a brand, which global
corporations with armies of their experts want to develop,
is some kind of fetishism. Being a part of global economy
and global community, Sdo Tomé Island is also subordinate
to this trend in visual communication that is typical of late
capitalism. Therefore, it came as no surprise to us that
the local artists included logotypes in their advertising
works. What was strange, however, was an unorthodox
approach to the visual identification of a domestic pro-
ducer of Rosema beer and grass-roots participation of
cst concession holders in creating the brand identity. In
the first place, we would like to present a quantitative
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“The bar that is with God”
Afé S6, Trindade
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forma fetyszyzmu. Wyspa Swietego Tomasza, bedaca
czescig globalnej gospodarkii globalnego spoteczeristwa,
takze podlega temu charakterystycznemu dla péznego
kapitalizmu trendowi w komunikacji wizualnej. Wobec
tego nie zdziwito nas to, ze lokalni artysci umieszczali
na swoich pracach reklamowych logotypy. Natomiast
zdziwito nas nieortodoksyjne podejscie do identyfikacji
wizualnej krajowego producenta piwa Rosema oraz oddol-
ny udziat ajentéw cst w budowaniu identyfikacji marki.
Jednak w pierwszej kolejnosci chcieliby$my przedstawic
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logo6tipos tornam-se omnipresentes na esfera pablica e as
relagdes entre o consumidor e a marca pretendida pelas
corporacdes globais e as fileiras dos seus especialistas,
compreendem uma forma do fetichismo. A Ilha de Séo
Tomé, que faz parte da economia global e da sociedade
global, também se submete a esta onda da comunicacéo
visual caracteristica do capitalismo tardio. Por isso ndo
estranhamos ao ver que os artistas locais colocavam logoé-
tipos nos seus trabalhos publicitarios. O que estranhamos,
foi a atitude ndo ortodoxa d identidade visual da Rosema,
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46_Sklep | Loja de conveniéncia |A shop
Sdo Tomé, S6 Pintura

analysis of logotypes’ presence in the Sdo Toméan adver-
tisement painting and characterise the phenomenon of
postcolonialism in the approach to logotypes as well as
a more broader phenomenon, which we describe as the
Sdo Toméan commercial realism.

Excluding tables with cst logos, 59 objects-signs contain
logotype placement, out of which 45 objects-signs contain
foreign logotype placement and 14 are domestic identifi-
cations (we could not recognise two logotypes). Foreign
logotypes represent NGOs: Cooperation Francaise, Alisei
ONG, Doctors of the World, The Global Fund; churches: cora,
Igreja Pentecostal Deus é Amor; international trademarks:
Coca-Cola, Super Bock, Sagres, jp, Alids, Lacoste, Montaria,
Portada, Jota Pe, Alandra, Bitter, Vale dos Pecados, Aldeia
Saloia, Folha Larga, Relvas, Porta da Tapada, Encosta da
Aldeia, Terra Mée, Canon, Nestlé (Nesquick, Maggi), Por
de Sol (paints), Tap Portugal, Taac Angolan Airlines, Sumol,
Sprite, Pepsi, Fula (oil), Mimosa (dairy products), Amiga
(pasta), Kleber (tyres), Linglong (tyres), Semperit (tyres),
Autosil (batteries), Tunga (cement), s. Benfica, Grant’s
Whisky, Dove, Land Cruiser (Toyota), Yes (cigarettes),
Windows xp, Stihl, Yamaha, Sukida (motorcycles), Con-
verse, Nike, Nike Air Jordan. Domestic logotypes repre-
sent GOs: Ministério de Saude (Ministry of Health); local
NGos: Fundacéo da Crianga e da Juventude; local companies:
Padaria Bernardo, mikaza, Entre Santos, csT, Falcéo, Loja
Othelo, r.c.T.0., Coprova (a petrol station), Mini-Mercado;
political parties: MLSTP-PSD.

The way of using logotypes in the Sdo Toméan advertise-
ment painting suggests that they do not perform only
the informative function, whose objective is to “simply”
inform the addressee of the message, that is the customer,
about the fact that this or that product is sold in a given
place. It is rather about creating a special aura of place
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analize ilo§ciowa obecnosci logotypow w saotomejskim
malarstwie reklamowym, a takze scharakteryzowac zja-
wisko postkolonializmu w podejsciu do logotypow oraz
szersze zjawisko, ktore okreslamy jako saotomejski re-
alizm komercyjny.

Bez uwzgledniania stolikéw cst 59 obiektéw-znakéw
zawiera lokowanie logotypow, z czego 45 obiektéw-zna-
kéw zawiera lokowanie logotypow zagranicznych, a 14 to
identyfikacje krajowe (dwoch logotypow nie moglismy
rozpoznac). Logo zagraniczne to znaki Nco: Cooperation
Francaise, Alisei ong, Lekarze Swiata, The Global Fund;
koscioty: copa, Igreja Pentecostal Deus é Amor; miedzyna-
rodowe znaki towarowe: Coca-Cola, Super Bock, Sagres, jp,
Alias, Lacoste, Montaria, Portada, Jota Pe, Alandra, Bitter,
Vale dos Pecados, Aldeia Saloia, Folha Larga, Relvas, Porta
da Tapada, Encosta da Aldeia, Terra Mé&e, Canon, Nestlé
(Nesquick, Maggi), Por de Sol (farby), Tap Portugal, TAAG
Angolan Airlines, Sumol, Sprite, Pepsi, Fula (olej), Mimosa
(nabiat), Amiga (makaron), Kleber (opony), Linglong (opony),
Semperit (opony), Autosil (akumulatory), Tunga (cement),
st Benfica, Grant’s Whisky, Dove, Land Cruiser (Toyota), Yes
(papierosy), Windows xp, Stihl, Yamaha, Sukida (motocykle),
Converse, Nike, Nike Air Jordan. Natomiast logo krajowe
to znaki go: Ministério de Saide (Ministerstwo Zdrowia);
lokalne ngo: Fundacéo da Crianca e da Juventude; lokalne
firmy: Padaria Bernardo, mikaza, Entre Santos, cst, Falcio,
Loja Othelo, r.c.T.0., Coprova (stacja paliw), Mini-Mercado;
partie polityczne: mLSTP-PSD.

Sposoéb uzycia logotypéw w saotomejskim malarstwie
reklamowym sugeruje, ze nie petnig one wytacznie funkcji
informacyjnej, ktéramana celu ,,zwykte” poinformowanie
odbiorcy komunikatu, klienta o tym, ze w danym miejscu
sprzedawany jest taki czy inny produkt. Chodzi raczej
o stworzenie pewnej aury miejsca, ktéra jednoczesnie
stymuluje konsumpcje, a zatem - rozumiana za Zizkiem
-rozkosz dodatkowa, wynikajacg z udziatu w konsumpcji
produktéw oznaczonych znakiem towarowym, z ktérych
- zdaniem Zizka - coca-cola ma szczegdlna range (Zizek 2009,
s.31-49). Zdaniem Slavoja Zizka w wypadku produktéow
podobnych do coca-coli dziata logika paradoksu, ktéra
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produtor local da Cerveja, e a participacio dos agentes
da cst na construcdo da identificacdo da marca. Alias, em
primeiro lugar queriamos apresentar a analise quanti-
tativa da presenca dos logétipos na pintura publicitaria
sdo-tomense, bem como caracterizar o fendmeno do pos-
-colonialismo quanto a abordagem aos logétipos, e um
fendmeno mais vasto ainda, nomeadamente, o realismo
comercial sdo-tomense.

Sem contar as bancadas de venda da csT, 59 objectos-signos
contém logdtipos, entre os quais encontramos 45 estran-
geiros e 14 nacionais (ndo conseguimos identificar dois
logétipos). Logdtipos estrangeiros abrangem Nco: Coo-
peration Francaise, Alisei ong, Médicos do Mundo, The
Global Fund;igrejas: cora, Igreja Pentecostal Deus é Amor;
logdtipos internacionais: Coca-Cola, Super Bock, Sagres,
jp, Alias, Lacoste, Montaria, Portada, Jota Pe, Alandra, Bit-
ter, Vale dos Pecados, Aldeia Saloia, Folha Larga, Relvas,
Porta da Tapada, Encosta da Aldeia, Terra Mae, Canon,
Nestlé (Nesquick, Maggi), Por de Sol (tintas), Tap Portugal,
TAAG Angolan Airlines, Sumol, Sprite, Pepsi, Fula (6leo),
Mimosa (lacticinios), Amiga (massa), Kleber (pneus), Lin-
glong (pneus), Semperit (pneus), Autosil (baterias), Tunga
(cimento), sL Benfica, Grant’s Whisky, Dove, Land Cruiser
(Toyota), Yes (cigarros), Windows xp, Stihl, Yamaha, Sukida
(motas), Converse, Nike, Nike Air Jordan. Logos nacionais
compreendem co: Ministério de Saide; nco local: Funda-
cdo da Crianca e da Juventude; empresas locais: Padaria
Bernardo, mikazA, Entre Santos, cst, Falcdo, Loja Othelo,
F.C.T.0., Coprova (bomba de gasolina), Mini-Mercado; par-
tido politico: MLSTP-PSD.

A maneira como se usa logoétipos na pintura publicitaria
sdo-tomense sugere que eles ndo exercem apenas a fungéo
informativa cujo objectivo é “apenas” informar a quem
recebe o comunicado, dizer ao cliente que num dado lugar
vende-se um esse ou aquele produto. Trata-se mais de
criar uma aura de um lugar que ao mesmo tempo vai es-
timular o consumismo, entdo, como o entendia Zizek, um
prazer adicional que acompanha a consumpcéo dos produ-
tos marcados com um logétipo, e entre os quais, segundo
Zizek, a Coca-Cola ocupa uma posicéo especial (Zizek 2001,
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that at the same time stimulates consumption and hence
- as Zizek understands - a surplus-enjoyment that arises
from participating in the consumption of products marked
with a trademark, among which Coca-Cola is of a special
status (Zizek 2001, 21-40). According to Slavoj Zizek, in the
case of products similar to Coca-Cola, we face an excessive
logic - the more we have what we long for, the more we
lack, the greater our craving. At the level of consumption,
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polegana tym, ze im wiecej mamy tego, czego nam brakuje,
tym bardziej tego pragniemy, co w warstwie konsumpcji
przeistacza sie w prostarelacje, ze im wiecej kupuje, tym
wiecej mi brakuje, gdyz wiecej musze wydawac. Ostatecz-
nie poczucie pustki, ktére miato by¢ zapetnione przez kon-
sumpcje, jedynie sie wzmaga i dalej nakreca konsumpcje.
Mowigc wprost, w wypadku stawetnej coca-coli nie chodzi
o0 jej warto$¢ uzytkows, nie ma ona bowiem kompletnie
znaczenia dla poziomu jej sprzedazy i miedzynarodo-
wego sukcesu. W czesci tego sukcesu chca uczestniczy¢
saotomejscy przedsiebiorcy, umieszczajac rozpoznawalny
przedmiot-symbol w wizualnej warstwie przestrzeni pu-
blicznej (47, 51, 62). Oczywiste jest, ze inne firmy podazaja
droga utarta przez Coca-Cole - ci najblizsi konkurenci,
jak Pepsi czy Sumol (51, 65, 74), ale réwniez producenci
alkoholi (65, 67, 74, 72). Miniej oczywistym sposobem ob-
razowania identyfikacji wizualnej jest przedstawienie
reklamowanego produktu bez prezentacji graficznej znaku
towarowego, ale w sposoéb, ktory nie pozostawia watpli-
wosci, o jaki produkt moze chodzic (48, 77).

Logika paradoksu, o ktérej pisze Zizek, dotyczy produk-
tu, ktéry nie zaspokaja, ale wzmaga pragnienie. Bardzo
ciekawa wariacja na temat tej formy logiki jest rekla-
mowanie produktu badz ustugi, ktdrej sie nie sprzedaje.
Chodzi tu o podniesienie rangi miejsca poprzez umiesz-
czanie znaku towarowego, majacego niewiele wspélnego
z profilem reklamujacego sie przedsiebiorstwa, ale za
to wywotujacego pozytywne skojarzenia ze wzgledu
na pozytywne wartosci zwiazane z samym logotypem.
Doskonatym przyktadem takiego przetworzenia logo-
typoéw, a jednoczesnie doskonatym przyktadem hybrydy
kulturowej, sa obiekty-znaki, w ktérych wykorzystane
zostaty logotypy linii lotniczych tap Portugal oraz taac
Angolan Airlines. Wysoki poziom obstugi i kultury tech-
nicznej zwiazany z liniami lotniczymi ma emanowacé
na obiekty-znaki (1, 49), ktére nie maja nic wspdlnego
z transportem lotniczym. Discoteca Angola buduje skoja-
rzenie na angolanskosci, ale Complexo Europa jest juz da-
leko bardziej ztozonym przyktadem hybrydycznosci, gier
jezykowych i poetyckich zbiegéw okolicznosci. Complexo
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p.21-40). Segundo Slavoj ZiZek quando se trata de produtos
parecidos a Coca-Cola, comeca a operar um raciocinio de
paradoxos que se rege por uma légica de que quanto mais
temos do que nos falta, mais o desejamos ainda, o que no
processo de consumo se traduz numa relacéo simples de
que quanto mais compro, mais me falta e por isso tenho
de gastar mais.

Enfim, o sentimento de vazio que o consumo era suposto
preencher, apenas se intensifica e continua a estimular
o consumo. No caso da famosa Coca-Cola néo se trata do
valor util dela que néo tem absolutamente nenhum impacto
quanto ao nivel de vendas e ao sucesso internacional. Na
parte deste sucesso querem participar os empresarios
sdo-tomenses que colocam um objecto-simbolo conheci-
do na esfera visual publica (47, 51, 62). E 6bvio que outras
empresas seguem as pisadas da Coca-Cola. Tanto as mais
proximas como a Pepsi e a Sumol (51, 65, 74), mas também
os produtores do alcool (65, 67, 74, 72). Uma forma me-
nos 6bvia de visualizar a identificagdo visual é apresen-
tar o produto publicitado sem a apresentacdo gréafica do
log6tipo, de forma a que nio deixe davidas de que produto
se trata (48, 77).

Alégica do paradoxo, sobre a qual escreve Zizek, tem a ver
com o produto que néo satisfaz, mas intensifica o desejo.
Uma variante bem interessante quanto a esta légica é pu-
blicitar um produto ou um servico que efectivamente néo
se vende num dado lugar. Trata-se de subir o valor de um
lugar através de colocar um logétipo que tem pouco a ver
com o perfil da empresa publicitada, mas que desperta as-
sociagdes positivas por causa dos valores positivos ligados
com o proéprio logétipo.

Um exemplo perfeito de reformular assim os logétipos,
e ao mesmo tempo um exemplo perfeito de uma hibridez
cultural, sdo objectos-signos que recorrem alogétipos de
linhas aéreas Tap Portugal e Taac Linhas Aéreas Angola-
nas. O nivel superior de servigo e cultura técnica que se
liga com as linhas aéreas é suposto emanar aos objectos-
-signos (1, 49) que néo tém nada a ver com transporte aéreo.
Discoteca Angola constrdi associa¢des via angolanidade,
mas o Complexo Europa constitui um exemplo bem mais
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it is transformed into a simple relation that the more we
buy, the more we lack because we have to spend more.
Ultimately, the feeling of void that was supposed to be
filled with consumption only increases and continues to
boost consumption. Strictly speaking, in the case of no-
torious Coca-Cola, it is not about its value in use, because
it is of no importance to the sales level performance and
international success. Sdo Toméan entrepreneurs want to
participate to some extent in this success, placing a rec-
ognisable object-symbol in the visual layer of the public
space (47, 51, 62). It is obvious that other companies follow
the beaten track of Coca-Cola, for example its closest rivals
such as Pepsi or Sumol (51, 65, 74) as well as producers of
alcoholic beverages (65, 67, 74, 72). A less obvious manner
of depicting the visual identification is presenting the
advertised product without any graphic representation
of its trademark but in such a way as not to raise doubts
about the product in question (48, 77).

Zizek's excessive logic concerns a product that does not
fulfil butintensifies the desire. A very interesting variation
on this type of logic is to advertise products or services
that one does not even sell. The aim of such practices is to
raise the status of a place by using a trademark that has
very little in common with the profile of the company that
is advertising itself but that evokes positive associations
due to the positive values related to the logotype. Objects-
signs that contain the logotypes of Tap Portugal and Taac
Angolan Airlines are a perfect example of logotype trans-
formation and a cultural hybrid. High customer service
and operational culture connected with airlines are sup-
posed to have a good influence on objects-signs (1, 49)
that have nothing in common with aviation. Associations
provoked by Discoteca Angola are based on the Angolan
national identity; Complexo Europa is a far more compli-
cated example of hybridity, language-games and poetic co-
incidences. Complexo Europa (Complex Europe)is located in
Desejada (“desirable” in Portuguese); there is a bar, a shop
and a petrol station. The image-sign of Complexo Europa is
amural representing people who are dancing the danco-
congd by the wall on which animage-window is hanging
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Europa (Kompleks Europa) lezy w miejscowos$ci Desejada
(port. pozadana), znajduja sie tam bar, sklep oraz punkt
dystrybucji paliw. Obraz-znak Complexo Europa ztozony
jest z muralu przedstawiajacego ludzi wykonujacych
dango-congb przy Scianie, na ktérej umieszczony jest
obraz-okno przedstawiajacy plaze Ferndo Dias, na ktéra
zreszta rozcigga sie widok z tego obrazu-okna. W dalszej
czesci tej samej pracy Rafaela Ventury sa kolejne surre-
alistyczne elementy, a mianowicie przeskalowane lody
wtoskie, stanowiace cze§¢ marynistycznego pejzazu ze
scenka rodzajowa z rybakiem pijacym piwo i rybaczka nio-
saca miecznika na glowie. Dopetnieniem pozostaja pejzaze
z rozpoznawalnych miejsc na Wyspie Swietego Tomasza,
miedzy innymi z lotniskiem. Na lotnisku tym ukazany
zostat samolot Tap Portugal z napisem ,Europa”. W taki oto
sposéb miejsce, ktére lezy na uboczu, w gtebi wyspy, two-
rzy aure uczestnictwa w globalnej gospodarce i nawigzuje
dorozpoznawalnych saotomejskich pejzazy z innych czesci
wyspy, sycac niemozliwe do wyartykutowania pragnienie
inie mogac go jednoczesnie nasycic.

Tu dochodzimy do sposobu obrazowania obecnego w saoto-
mejskiej reklamie, ktory nazwali§my realizmem komer-
cyjnym. Unoszace sie w powietrzu, lewitujace przedmioty
-butelki alkoholi, puszki stodkich napoi, o§miorniczki, ryby,
a nawet srodki czystosci czy inne produkty gospodarstwa
domowego. Wszystko to wymalowane z dbatoscia o detale,
a niekiedy i z precyzyjnym odwzorowaniem logotypow
i marek. Taki sposéb obrazowania postanowiliSmy okre-
sli¢ mianem realizmu komercyjnego. Czasami przedmioty
te towarzysza scenkom rodzajowym, nadajac im jednak,
przez swdj ,latajacy”, oderwany od rzeczywistej przestrze-
ni charakter, troche surrealistyczny wymiar. Bardzo cze-
sto namalowane przedmioty s3 znacznie przeskalowane
wzgledem swoich realnych odpowiednikéw (50). Tak jak
wspomnieli§my, operuja one wiernym odwzorowaniem
istniejacych na tych przedmiotach logotypow, etykiet, ale
nie jest to reguta. Zdarzaja sie sytuacje, w ktérych przed-
mioty - dotyczy to napoi w puszkach - pozbawione sg logo-
typow, a jednak od razu wiemy, wnioskujac po kolorze opa-
kowania, Ze mamy do czynienia z coca-colg czy sumolem.
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complicado do hibridismo, trocadilhos linguisticos e coin-
cidéncias poéticas.

O Complexo Europa encontra-se numalocalidade chamada
Desejada e tem um bar, uma loja e um ponto de distribuicdo
de gasolina. A imagem-signo Complexo Europa compreen-
de um mural que apresenta pessoas a dan¢ar dan¢o-congo
ao pé da parede que tem aimagem-janela com a praia Fer-
ndo Dias que podemos ver nesta mesma imagem-janela.
Neste mesmo trabalho de Rafael Ventura encontramos
ainda mais elementos surrealistas como gelado italiano
exagerado que faz parte de uma paisagem numa marina
com um pescador a beber cerveja e uma pescadora a trans-
portar peixe-espada sobre a cabeca. O que complementa
o0 caso sdo paisagens de lugares conhecidos daIlha de Séo
Tomé, por exemplo um com o aeroporto. Neste aeroporto
podemos ver um avido da Tap Portugal com o nome “Eu-
ropa”. E assim um lugar que fica fora do centro, no interior
dailha, cria a aura de pertenca a economia global e recorre
as paisagens dos lugares conhecidos de outros pontos de
Sdo Tomé e ao mesmo tempo tenta saciar a sede de algo
inarticulado e impossivel de ser saciado.

Aquichegamos a questdo do modo de retratar presente
na pintura publicitaria sdo-tomense que chamamos de
realismo comercial. Objectos alevitarem, no ar - garra-
fas de alcool, latas de refrigerantes, polvinhos, peixes,
até produtos de limpeza ou outros que pertencem ao lar.
Tudo pintado detalhadamente e as vezes com logétipos
e marcas reproduzidas com precisdo. Eis a maneira de
retratar que decidimos chamar de realismo comercial.
Esses objectos as vezes acompanham pinturas de gé-
nero, mas devido ao seu cardcter “volante”, abstraido
do espaco real, ganham uma dimensio um bocadinho
surrealista. E frequente que os objectos ganham dimen-
s6es bem diferentes dos equivalentes reais (50). Como ja
mencionamos, é vigente nas pinturas neste estilo uma
padronizacdo detalhada de logétipos e rétulos, mas esta
ndo é a regra. Acontece que os objectos, sobretudo la-
tas de refrigerantes, sdo privados de logétipos, mas tal
e qual logo sabemos pela cor do pacote que se trata de
uma Coca-Cola ou de um Sumol.
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- it shows the Ferndo Dias beach, which can be seen from
thisimage-window. This work by Rafael Ventura contains
also other surrealist elements such as disproportionately
big soft-serve ice-creams that form a part of a seascape
with a genre scene in which a fisherman is drinking beer
and a fisherwoman is carrying a swordfish on her head.
As a complement, there are landscapes of recognisable
places in Sdo Toméan Island, for example the airport. At
the airport, there is a Tap Portugal plane with the inscrip-
tion “Europa”. This way the out-of-the-way place located
deep inside the island creates the aura of participation in
the global economy and makes a reference to recognisable
Sdo Toméan landscapes from other regions of the island,
satisfying the desire that is impossible to express and at
the same time not being able to achieve it.

At this point, we would like to concentrate on the manner
of depiction present in the Sdo Toméan advertisement that
we call commercial realism. Hovering, levitating objects
- bottles of alcohol, cans of sweet beverages, octopuses,
fishes and even household detergents or other house-
hold goods. They are all painted with attention to detail,
sometimes with precisely copied logotypes and brands.
We have decided to call this manner of depiction com-
mercial realism. Sometimes accompanying genre scenes,
these objects bring a little surrealist dimension due to
their “flying” character that is far from the real space. The
painted objects are very often disproportionately big rela-
tive to their real equivalents (50). As it has already been
mentioned, they use a faithful reproduction of logotypes
and labels visible on these objects, but it is not arule. There
are cases when objects - it concerns canned beverages
- do not have any logotypes, yet by deducing from the
colour of the packaging, we can tell at once whether it is
Coca-Cola or Sumol.

Returning to the example of Complexo Europa, we can
conclude that Rafael Ventura's wise game with the local
and the global carries, however, some postcolonial con-
notations, which are more visible in the advertisements of
imported alcohol beverages. This perspective is connected
with the doubt articulated by Paul Freire, who noticed
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Wracajac jednak do Complexo Europa, madra gra Rafaela
Ventury z tym, co lokalne i globalne, przywotuje post-
kolonialne konotacje, ale te wystepuja znacznie silniej

w reklamach alkoholi importowanych. Mam tutaj na mysli
watpliwosé wyartykutowana przez Paula Freirego, ktéry
dostrzegat pierwiastek kolonialny i postkolonialny w luk-
susowych artykutach spozywczych, ktére odgrywaja
role sakralna, ale czesto nie sa mozliwe do wytworzenia
na onegdaj podbitych, ale juz dawno wyemancypowa-
nych terytoriach (Freire, Faundez 1998, s. 59). Napoje alkoholowe

obrazowane w saotomejskim malarstwie reklamowym
to najczesciej importowane wino (32/40) i piwo (15/40),
rzadziej produkt krajowy, ktérym jest Rosema (16/40). Im-
portowane wina i piwo mozemy traktowac jako synonim
luksusowej, ale osiagalnej konsumpcji. Co wiecej i co waz-
niejsze, obrazowane wina nie sg jakimis nieokreslonymi
winami, lecz realnie istniejacymi produktami z wtasna
identyfikacja wizualng, ktéra reprezentowana jest przez

saotomejskich twércéw reklamy.

Rozpoznawalno$§¢ marki mozna uzyskaé w bardzo nie-
ortodoksyjny sposoéb, jak czyni to na saotomejskim rynku

producent krajowego piwa Rosema. Opakowanie tego

piwa jest zaprzeczeniem globalnego trendu, polegajace-
go na epatowaniu logotypami - Rosema w ogéle nie ma

etykiety (51). Wszystkie istotne informacje o produkcie

- ze jest to piwo typu pils, ma 4,2% zawartos$ci alkoholu

i nazywa sie Rosema - znajduja sie na kapslu (i to nie za-
wsze, bo czesto i kapsel pozostaje niezadrukowany). Nie

przeszkadza to w reklamowaniu produktu, gdyz obecnos¢
brazowej butelki w malarstwie reklamowym automatycz-
nie i niezawodnie tworzy skojarzenie z piwem produko-
wanym w miejscowosci Neves. Catkowitym wytamaniem

sie z tendencji narzucanych przez globalne korporacje

jest jednak produkcja i sprzedaz wina palmowego, ktére

wystepuje catkowicie poza obiegiem dyskursywnym sa-
otomejskiego malarstwa reklamowego.

Na osobne oméwienie zastuguja wspomniane wczesniej

stoiska csT (207). Sa to stoiska, na ktérych mozna kupié

dotadowania telefonu. Bywa, ze ajenci cst maja do dys-
pozycji ,firmowg” budke, zaprojektowana zgodnie z linia

PL

Voltando, porém, ao Complexo Europa, o jogo inteligen-
te de Rafael Ventura entre o que é local e o que é global
traz conotac¢des pos-coloniais que se destacam ainda mais
nos antincios de alcoois. E algo que me relembra a divi-
da formulada por Paulo Freire que viu elemento colonial
e pos-colonial nos produtos de luxo que desempenham
um papel sacral, mas nos territérios outrora conquista-
dos e agora ja emancipados nédo é possivel produzi-los
(Freire, Faundez 1998, p. 59). Bebidas alcodlicas mais retratadas
na pintura publicitaria sdo-tomense sdo vinho impor-
tado (32/40) e cerveja (15/40), menos frequente vai ser
a cerveja local, Rosema (16/40). Vinhos e cervejas im-
portados podem ser vistos como sindnimo de consumo
atingivel, ainda que de luxo. Mais ainda, e o que é mais
importante, os vinhos retratados néo sido vinhos indefi-
nidos, mas produtos que existem e que tém a sua identi-
ficagcdo visual retratada pelos criadores sdo-tomenses da
publicidade.

A identificagdo da marca pode ser atingida de uma for-
ma pouco ortodoxa como o faz no mercado sdo-tomense
o produtor da cervejalocal Rosema. O pacote desta cerveja
contradiz a tendéncia global que ostenta com logétipos -
Rosema néo tem nenhum rétulo (51). Todas as informacdes
necessarias sobre o produto, que é uma cerveja pils, que
o teor alcodlico é de 4,2% e que se chama Rosema, apare-
cem na capsula (mas nem sempre, pois a capsula is vezes
nio contém essas infos). Mas este facto nio atrapalha
a publicidade do produto, pois a prépria presenca de uma
garrafa castanha na pintura publicitaria automaticamente,
e sem falha, desperta a associagdo com a cerveja produzida
navila chamada Neves. A producéo e a venda do vinho de
palma, por sua vez, é um exemplo de quebrar cabalmente
todas as regras impostas pelas corporac¢des globais, pois
o vinho aparece totalmente fora do contexto discursivo
da pintura publicitaria sdo-tomense.

Um caso a parte que merece o nosso comentario sio os
stands da csT (207). Esses stands onde se compra créditos
de telemével. Acontece que os agentes da cst dispdem de
um stand oficial, desenhado segundo padrdes de identifi-
cacdo da empresa, provavelmente produzido fora dailha,
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a colonial and postcolonial element in foodstuffs of high
renown that play a sacred role, although they are very
often impossible to produce in territories that had once
been conquered but were liberated long ago (Freire, Faundez
1998, 59). Alcohol beverages depicted in the Sdo Toméan
advertisement painting include most often imported wine
(32/40) and beer (15/40), seldom a domestic product, that
is Rosema (16/40). We can treat imported wine and beer
as a synonym of luxurious, yet achievable consumption.
What is more important, the depicted bottles of wine are
not unspecified - they are real products with their own
visual identification that is represented by the Sdo Toméan
commercial artists.

Brand awareness can be achieved in a very unorthodox
way, as is done on the Sdo Toméan market by the producer
of domestic Rosema beer. The packaging of this product
is in contradiction with the global trend of impressing
with logotypes - Rosema does not have a label at all (51).
The summary of the product characteristics - that it is
pils, contains 4.2% alcohol and its name is Rosema - is
placed on a bottle cap (although it happens very often
that the information is not imprinted at all). However,
it does not hamper the product’s promotion because the
presence of a brown bottle in the advertisement paint-
ing triggers an automatic and reliable association with
the beer produced in Neves. An example of breaking
with the tendencies imposed by global corporations is
the production and sale of palm wine, which is totally
outside the discursive circulation of the Sdo Toméan
advertisement painting.

The already mentioned cst stands deserve a separate de-
scription (207). These are stands where one can purchase
credit for mobile phones. It does happen that cst conces-
sion holders have a “company” booth designed according
to the company’s line of identification and produced most
probably outside the island; it is modern, neat and stand-
ardised. In the majority of cases, however, the economic
conditions force concession holders to build a stand at
their own expense, using material that is available in the
island (wood) and “branding” it according to their own
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identyfikacji firmy, zapewne tez wytworzona gdzie$ poza
wyspa, nowoczesng, schludna i zunifikowana. Jednak
w wiekszosci wypadkéw warunki ekonomiczne ajenta
powoduja, ze stoisko to zbudowane jest wtasnym sumptem,
z dostepnych na wyspie materiatéw (drewno) i réwnie
autorsko ,obrandowane”. Mimo ze w wyniku takich od-
dolnych dziatan kazde z tych stoisk ma odmienny cha-
rakter, a literniczy logotyp csT jest za kazdym razem
nieco inaczej namalowany, to wszystkie one sa od razu
rozpoznawalne. Elementem spajajacym cata te oddol-
nie interpretowana identyfikacje marki jest niebiesko-
-biata kolorystyka - i nawet jesli kolor marki nie jest
idealnie odwzorowany i zgodny z ksiega znaku firmy,
to od razu wiemy, z jaka firma mamy do czynienia. Ta
forma oddolnej interpretacji identyfikacji marki i fakt,
ze Saotomejska Kompania Telekomunikacyjna pozwa-
la na tego typu swobode, powoduje, ze w istocie mamy
tu do czynienia z bardzo nowoczesnym podejsciem do
identyfikacji marki. Z jednej strony widoczna jest w tym
pewna spojnos¢, rozpoznawalnosé, z drugiej zas - ma
to swoj ludzki, indywidualny charakter. Taka strategia
pokazuje cst wbardzo pozytywnym swietle jako marke
tworzong przez ludzi dla ludzi. Oddolne dziatania ajen-
téw powoduja, ze troche przypadkiem tworzy sie mocna
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52_Szyld nad kioskiem, w ktérym
mozna kupi¢ dotadowania telefonu

w sieci csT | Letreiro no quiosque

onde se pode comprar pré-pagamento
telemével da csT | A signboard over
the stand where csT credits for mobile
phones can be purchased

Almerim

moderno, asseado e unificado. Porém, na maioria dos casos
as condi¢bdes econdmicas do agente fazem com que o stand
seja construido por ele préprio e com as matérias disponi-
veis na ilha (madeira) e ainda “rotulado” também por ele
proprio. Embora esta iniciativa prépria faca com que cada
stand pare¢a um bocadinho diferente e o logétipo da cst
tenha uma forma pintada também diferente, todos esses
pontos sdo reconheciveis como sendo da mesma empresa.
O elemento que liga esta liberdade de identificacdo da
marca sdo o azul e o branco. Mesmo que a cor da marca
nfo seja retratada fielmente e conforme o livro do sig-
no da empresa (brand book), sabe-se imediatamente qual
é a empresa. Esta liberdade de interpretagdo da iden-
tificacdo da marca, bem como o facto de que a Compa-
nhia Sdo-Tomense de Telecomunicag¢des possibilita esta
liberdade, faz com que acabemos por presenciar uma
atitude muito moderna a identificagdo da marca. Por um
lado vé-se nisso uma coeréncia, “reconhecibilidade”, por
outro temos aqui uma dimensdo humana, um caracter
individual. Esta estratégia mostra a csT sob a luz muito
positiva, como sendo uma marca criada pelos homens
para os homens. A liberdade dos agentes faz com que por
acaso nasca assim uma identificacdo moderna da marca
que é forte e expressiva.
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ideas. Due to such grass-roots activities, every single stand
has a different character and the letters in cst logotypes
are painted variously every time, even though they can be
recognised right away. The element that unites this brand
identity interpreted at the grass roots is the blue and white
colour scheme - even if the colour is not perfectly repro-
duced in accordance with the company’s brand book, we
still know which company it is. Such form of grass-roots
interpretation of brand identity and the fact that the Séo
Toméan Telecommunication Company allows this kind of
freedom create in fact a very modern approach to brand
identity. On the one hand, some cohesion and recognis-
ability can be observed, on the other - it has its human,
individual character. This strategy presents cst in a very
favourable light as a brand that is created by the people
and for the people. Because of the grass-roots activities
of concession holders, a strong and expressive (despite
its multifarious forms) modern brand identity is created
alittle bit by accident.

Kress and Leeuwen
- and why their theory does not work

Searching for a methodology and language to describe
the Sdo Toméan advertisement painting, we decided to
apply social semiotic theory by Kress and Leeuwen (199,
1998). It is from this theory that the concept of treating
the object’s visual identification as a complex sign origi-
nated. Their understanding of visual literacy or multi-
modality of discourse were inspiring for us. However,
the very core of their theory, which as a matter of fact
was inductively developed on the basis of the analysis of
front pages of newspapers, is the theory of composition.
Itis about combining and separating texts that appear on
the same page, arranging texts (both visual and verbal)
relative to each other and to the composition of a page.
To oversimplify it, from Kress and Leeuwen’s theory
results that the left-right division corresponds to the
Given and the New; the top-bottom division corresponds
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iwyrazista, mimo swejréznorodnej formy, nowoczesna
identyfikacja marki.

Kress i Leeuwen
-idlaczego ich teoria nie dziala

Poszukujac metodologiiijezyka opisu saotomejskiego ma-
larstwa reklamowego, postanowili§my wykorzystac teo-
rie semiotyczna KressaiLeeuwena (1996,1998). To z tej teorii
wyrosta koncepcja polegajaca na traktowaniu identyfikacji
wizualnej obiektu jako ztozonego znaku. Za inspirujace
uznaliSmy ich pojmowanie alfabetyzacji wizualnej czy
koncepcje multimodalnosci dyskursu. Jednak rdzen ich
teorii, ktéra zreszta powstawata indukcyjnie na podsta-
wie analizy pierwszych stron gazet, to teoria znaczenia
layoutu. Chodzi tu o taczenie i oddzielanie od siebie tresci
znajdujacych sie na tej samej stronie, rozmieszczanie tre-
$ci (werbalnych i wizualnych) wzgledem siebie i wzgledem
kompozycji strony. W skrécie rzecz ujmujac i upraszczajac,
z teorii Kressa i Leeuwena wynika, ze podziat na Lewo/
Prawo odpowiada temu, co dane, i temu, co nowe; podziat
na Goére/D6t odpowiada temu, co abstrakcyjne i konkret-
ne; podziat na centrum i marginesy odpowiada temu, co
wazne i mniej wazne (Kress, Leeuwen 1998,s.188-200). Wprawdzie
Kress i Leeuwen zaznaczaja, ze sposoby odczytania zna-
ku ztozonego z obrazu i werbalizacji wiaza sie z cechami
psychologiczno-fizjologicznymi i spoteczno-kulturowymi,
i ze jesteSmy wdrazani w kulture czytania takich form
dyskursywnych, aza tym istotne sg cho¢by réznice klaso-
we czy wieku. Mielismy jednak nadzieje, ze ich teoria jest
bardziej uniwersalna. Nic podobnego - sadzimy, ze dopiero
gdyby wykorzystac ich semiotyke obrazu do projektowa-
nia malarstwa reklamowego, teoria ta trafnie opisywa-
taby fenomen saotomejskiego malarstwa reklamowego.
Tymczasem w interesujacym nas zjawisku dyskursywnym
teoria rownie dobrze moze dziatac i nie dziatac, a zatem
jest nieistotna dla fenomenu saotomejskiego malarstwa
reklamowego. Niemniej chcemy zilustrowac¢ niemoznos¢
zastosowania tej teorii w praktyce badawczej.
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Kress e Leeuwen
- o porqué de a teoria deles nao funcionar

A procura da metodologia e da linguagem para escrever
sobre a pintura publicitaria sdo-tomense decidimos re-
correr a teoria semidtica de Kress e Leeuwen (1996, 1998).
O conceito de abordar a identificagdo visual de um ob-
jecto como um signo composto nasceu a base desta teo-
ria. O inspirador para nés foi como os dois autores véem
a alfabetizacdo visual e os conceitos da multimodalidade
de discurso. Porém, o cerne da teoria deles, que nascia de
modo inductivo a base da analise das primeiras paginas
dosjornais, é a teoria do significado do layout. Trata-se de
juntar e separar conteudos que se encontram na mesma
péagina, colocar contetdos (verbais e visuais) no plano da
pagina e eminteracgdo entre si. Em breve e simplesmente,
Kress e Leeuwn dizem que a divisdo Esquerda/Direita cor-
responde aquilo que é dado e novo; a divisdo Cima/Baixo
corresponde dquilo que é abstracto e concreto; a diviséo
entre o centro e as margens corresponde aquilo que é mais
e menos importante (Kress, Leeuwen 1998, p. 188-200).

Kress e Leewen sublinham que as maneiras de ler um
signo composto de imagem e verbaliza¢do dependem das
caracteristicas psico-fisiolégicas e socioculturais, bem
como importa o facto de que estamos a ser submetidos
aculturadeler este tipo de formas discursivas, entdo o que
naverdade faz a diferenca séo as diferencas de classe social
e de idade. Esperavamos, porém, que a sua teoria fosse
mais universal. Enganamo-nos. Achamos agora que sé se
serecorresse a semi6tica daimagem ao nivel do projecto
da pintura publicitaria é que a teoria descreveria acerta-
damente o fendmeno da pintura publicitaria sdo-tomense.
No entanto, no fenémeno discursivo que nos interessava,
a teoria tanto pode funcionar como nédo funcionar, entéo
torna-se irrelevante quanto ao estudo do fenémeno da
pintura publicitaria sdo-tomense.

Tal e qual, queremos ilustrar a impossibilidade de apli-
car esta teoria na pratica de pesquisa. O primeiro grupo
de exemplos pode constituir estas imagens-signos onde
a teoria de Kress e Leeuwen funciona. Um bom exemplo
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to the Ideal and the Real; the centre-margin division
corresponds to the important and the less important
(Kress, Leeuwen 1998, 188-200). Although Kress and Leeuwen
do underline that the way of reading a complex sign
composed of text and image depends on psychological
and physiological as well as social and cultural char-
acteristics and that we are accustomed to the culture
of reading such discursive forms and hence class and
age differences are crucial, we hoped that their theory
would be more universal. Nothing of the kind - in our
opinion, if their visual semiotics was used to design
advertisement painting, only then it would accurately
describe the phenomenon of the Sdo Toméan advertise-
ment painting. Therefore, for the phenomenon in which
we are interested, this theory can either work or not
work, thus it is irrelevant, unimportant. Nonetheless,
we would like to present the impossibility of applying
it to the research practice. The first group of exam-
ples caninclude these images-signs in which Kress and
Leeuwen’s theory does work. A good example of the
centre-margin relationship is work 53. In the centre of
the composition, there is a loving couple of teenagers
in an affectionate embrace and a condom - everything
that is placed in the centre is more important than the
things in the margins. Work 11 is a representation of
the left-right relationship - the beauty salon is Given,
whereas the results of a visit in it are expected. The visual
identification of Sal&D6xi (79) is already a peripheral
example. There is indeed the top-bottom relationship
with the Ideal communicated by the name at the top and
the Real in the form of the entrance and depiction of
ice-creams and a hot dog at the bottom, still in the Ideal
area, there is also the Real in the form of a sandwich
and ice-creams. More important, however, are these
images-objects that are completely opposed to Kress and
Leeuwen’s theory, for example works 28 and 54 in which
the Real (a chicken drumstick and wing, a fish and a slice
of meat in the former work and a computer and a camera
in the latter) is placed above the Ideal that is related to
verbalisation. It may happen that there are double visual
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Zatem pierwsza grupe przyktadéw moga stanowic te ob-
razy-znaki, w ktérych teoria Kressa i Leeuwena dziata.
Dobrym przyktadem relacji centrum/marginesy jest praca
53, w ktorej centrum znajduje sie dwdjka zakochanych
nastolatkéw w czutych objeciach swoich i prezerwatywy
-to, cojest w centrum, jest wazniejsze od tego, co pozostaje
namarginesach. Praca 11 przedstawia relacje Lewo/Prawo
-salon urody jest dany, arezultat wizyty w nim oczekiwa-
ny. Identyfikacja wizualna Sal&Ddxi (79) jest juz przykta-
dem granicznym, bo wprawdzie dziata relacja Géra/Dét,
w ktérej na gérze mamy abstrakcje reprezentowana przez
nazwe, a na dole konkret pod postacia wejscia i przedsta-
wienie lodéw oraz hot-doga, to jednak na poziomie abs-
trakcji wystepuje tez konkret pod postacia kanapkiilodéw.
Wazniejsze jednak sg obrazy-obiekty catkowicie przeciw-
stawiajgce sie teorii Kressa i Leeuwena, jak choéby prace
28 i 54, w ktorych konkret (noga i skrzydetko kurczaka,
ryba i kawatek miesa, a w drugim wypadku komputer
i aparat fotograficzny) sa umieszczone ponad abstraktem,
wiazacym sie z werbalizacja. Moga jednak zdarzy¢ sie
podwdjne identyfikacje wizualne obiektu, jak w pracy 18,
lub sytuacja, w ktdrej potrzeba innego typu przewa-
za nad przekazem wizualnym (115). Najczes$ciej jednak
jest tak, ze architektura przestrzeni obiektu przesadza,
gdzie umieszczone zostana przedstawienia reklamowe
(55, 85).

Status artysty i sens pracy twércow
saotomejskiego malarstwa reklamowego

Ze wzgledu na swoj praktyczny wymiar saotomejskie
malarstwo reklamowe niejako reprodukuje stereotyp na
temat sztuki afrykanskiej, zreszta niezaleznie od tego, czy
dotyka ona sferysacrum czy - jak w przypadku malar-
stwareklamowego - sfery komercyjnego profanum. Silny
zwiazek sztukiirzemiosta - zdaniem Stefana Eisenhofera
- prowadzi do zakwestionowania koncepcji ,sztuki dla
sztuki” (Eisenhofer, Wolf 2010, s. 15-16). Konsekwencja takiej
postawy jest fenomen ,sztukibez artysty”, ktéry polega
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da relacdo centro/margens é o trabalho 53 onde no cen-
tro vemos dois adolescentes apaixonadas que se abracam
carinhosamente e preservativos. O que constitui o centro
é mais importante do que aquilo que fica nas margens.
O Trabalho 11 retrata uma relagdo Esquerda/Direita - um
saldo de beleza é dado, o resultado da visita esperado. Ja
aidentifica¢do visual Sal&D6xi (79) é um exemplo frontei-
rico. Aqui funciona a relacdo Cima/Baixo onde em cima
temos uma abstraccio representada pelo nome e em baixo
temos algo concreto, isto é, gelados e cachorro-quente. Mas
naparte abstracta aparecem também elementos concretos
como uma sandes e gelados.

No entanto mais importantes sdo imagens-objectos que
se opdem totalmente a teoria de Kress e Leeuwen, como
trabalhos 28 e 54. Neles o concreto (coxa e asa de frango,
peixe e um pedago de carne; computador e caAmara foto-
grafica) aparecem em cima do abstracto e ligam-se com
averbalizacdo. Podem surgir ainda identificagées visuais
do objecto duplas como no trabalho 18 ou apresentacdes
onde a necessidade de um tipo diferente domina sobre
amensagem visual (115). Embora o mais frequente seja que
aarquitectura do espacgo do objecto dita onde se coloca as
apresentacgdes publicitarias (55, 85).

Estado do artista
e sentido do trabalho dos criadores
da pintura publicitaria sio-tomense

A pintura publicitaria sdo-tomense tem uma dimenséo
pratica que faz com que como se reproduzisse o esteredtipo
da arte africana, independentemente se esta arte trabalha
na esferasacrum ou, como é o caso da pintura publictaria,
na esfera comercial do profanum. Uma ligacdo forte entre
aarte e o artesanato, segundo Stefan Eisenhofer, conduz
a questionar o conceito de “arte pela arte” (Eisenhofer, Wolf
2010, p. 15-16). Em consequéncia é o fenémeno de “arte sem
artista” que consiste em apresentar a arte do continente
africano nas galerias europeias de renome sem mencionar
o nome e apelido do artista e fora do contexto histérico
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identifications of an object, for example work 18, or that
thereis a situation when a need of different kind predomi-
nates the visual message (115). Most often, however, it is the
architecture of the object’s space that determines where
advertising representations will be placed (examples 55
and 85).

The artist’s status and the sense of works
by the creators of the Sdo Toméan
advertisement painting

Due to its practical dimension, the Sdo Toméan adver-
tisement painting to some extent reproduces the stereo-
type of African art, no matter if it concerns the sacred
sphere or - as itis the case with advertisement painting
- the commercial profane sphere. According to Stefan
Eisenhofer, a strong relationship between art and craft
leads to the questioning of the concept of “art for art’s
sake” (Eisenhofer, Wolf 2010, 15-16). The phenomenon of “art
without artists”, which consists in presenting the art
of the African continent at good European galleries
without giving the full name of the artist and placing
it outside the historical context - which would not be
accepted if this be European art - is a consequence of
such an attitude (Eisenhofer, Wolf 2010). A similar gesture
- not noticing the authorship - was also made by Lerat,
who in his following book satisfied the artists and pre-
sented not only their works, but also profiles (Lerat 1990;
1992). Therefore, not noticing the authorship may result
not from Eurocentrism, but from the artist’s status in
the community in which he functions - and so it comes
full circle.

In our opinion, a visible confirmation of recognising
the artist’s status is his signature. Among the gathered
visual material, 27 works out of 272 are signed. Next to
some signatures, there are artists’ telephone numbers.
Therefore, painting is largely anonymous due to the rules
adopted by the advertising market, as members of the
Sé Pintura group say.
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na prezentowaniu sztuki z kontynentu afrykanskiego
w zacnych europejskich galeriach bez wymieniania artysty
zimieniainazwiska, a takze poza kontekstem historycz-
nym, co bytoby nie do zaakceptowania w wypadku sztuki
europejskiej (Eisenhofer, Wolf2010). Podobny gest - niedostrze-
zenie autorstwa - wykonuje chocby Lerat, by w kolejnej
ksigzce uczynic zados¢ artystom i zaprezentowac nie tylko
ich prace, ale i sylwetki (Lerat 1990; 1992). Niedostrzeganie
autorstwa moze zatem wynikac nie z europocentryzmu,
ale z tego, jaki jest status artysty w spotecznosci, w ktérej
on funkcjonuje - i tu koto sie zamyka.

Naszym zdaniem widzialnym potwierdzeniem uznania
statusu artysty jest jego podpis. W zgromadzonym przez
nas materiale wizualnym podpisanych jest 27 na 272 prac.
Niektéorym podpisom towarzyszg rowniez numery te-
lefonéw nalezace do artystow. Zatem malarstwo to jest
w znacznej cze$ci anonimowe ze wzgledu na przyjete
reguty rynku reklamowego, jak méwia o tym cztonkowie
grupy So Pintura.

ANITA WASIK: Dla kogo pracujecie?

CELESTINO MARGAL: Dla kogo? Dla przyjezdnych, ale gtownie
dla réznych Saotomejczykéw [...]. Oséb prywatnych i firm.
Malarstwo komercyjne, nie sztuka dla sztuki. [...] Komercyjne
[malarstwo]jest teraz tym, co gtéwnie robimy na co dzien.
A.w. A wasze relacje z klientami?

c.M. Bez reklamacji [Smiechy].

VITOR SANTOS: Za kazdym razem, gdy konczymy jakgs prace,
zdobywamy wiecej klientéw i wiecej zlecen. Kiedy [ludzie]
widzg, co robimy, widzg dobrg robote, to méwig: ,, Daj mi swoj
numer” - i mogq zadzwonic. Tak wiec zdobywamy nowych
klientow.

A.w. Wszystkie wasze prace malarskie sq podpisane, czy nie?
c.M. Sq tacy klienci, ktorzy zgadzajq sie na umieszczenie mo-
jego numeru kontaktowego.

Zatem nie jest tak, ze sztuka, o ktérej piszemy, jest anoni-
mowa z powodu ignorowania autorstwa przez publicznos¢
sensu largo, ale z powodu jakiejs niezrozumiatej niecheci
os6b finansujacych powstanie dzieta. Naszym zdaniem jest
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0 que seriainaceitavel no caso da arte europeia (Eisenhofer,
wolf2010). Um gesto parecido, o ndo ver/reconhecer a autoria,
faz noinicio Lerat, para depois, num livro seguinte, retri-
buir a honra e apresentar nio s6 trabalhos, mas também
biogramas dos artistas (Lerat 1990;1992). Ndo ver a autoria
pode entéo ter como a origem néo o eurocentrismo, mas
o facto da estima que um artista goza na comunidade onde
vive. Aqui o circulo fecha.

Achamos que uma confirmacéo visivel da estima de um
artista é a sua assinatura. No material que recolhemos,
entre 272 trabalhos 27 tém a assinatura. Algumas assina-
turas vém acompanhadas pelos nimeros de telefone dos
artistas. Esta pintura é entdo na sua maior parte anénima
por causa das regras do mercado publicitario aceites, como
o comentam os membros do colectivo S6 Pintura.

ANITA WASIK: Para quem vocés trabalham?

CELESTINO MARCAL: Para quem? Para estrangeiros mas geral-
mente santomenses diversos |[...] Pessoas privadas e empre-
sas. Pinturas comerciais, ndo arte pela arte [...] Comerciais ja
é muito isso é que nos fazemos dia-a-dia.

A.W.E as vossas relagbes com clientes?

c.M. Sem reclamagées [risos].

VITOR SANTOS: Depois de cada trabalho que nés fazemos, nés
ganhamos mais clientes, mais trabalho. Quando [as pessoas]
véem, o que nas fizemos, véem bom trabalho, gentes dizem
“da-me o seunumero” e pode ligar. Entéo nés ganhamos clientes
novos assim.

A.w. Todas as pinturas de vocés sdo com assinaturas ou sem?
c.M. Ha clientes que aceitam rubrica com o meu contato.

Entdo ndo é assim que a arte sobre a qual escrevemos
é andénima por causa da ignorancia por parte do publi-
co sensu largo, mas por causa de uma aversdo incom-
preensivel de quem paga a obra. Achamos que ha uma
atitude que inferioriza a estima de um artista e priva-o
de reconhecimento. Pode tocar também os artistas bem
reconhecidos, como Rafael Ventura. Uma parte dos seus
trabalhos, realizados no estilo dele, também néo tem assi-
naturas. Por outro lado, os préprios criadores autodefinem

PT

ANITA WASIK: For whom do you work?

CELESTINO MARGAL: For whom? For visitors, but mainly for
different Sdo Toméans [...]. Private people and companies.
Commercial painting, not art for art’s sake. [...] Commercial
[painting]is what we basically do every day.

A.w. And what about your relationships with customers?
c.m. We've had no complaints [laughing].

VITOR SANTOS: Every time we finish our work, we win customers
and have more work to do. When [people] see what we do, they
see a good job, and say, “Give me your number” - and maybe
they will call. This way we win customers.

A.w. Do all your works have your signatures or not?

c.m. There are customers who allow me to put my contact
number.

Therefore, it is not the case that the art we write about
is anonymous because the audience sensu largo ignores
the authorship, but because there is some incomprehen-
sible reluctance of the people who finance the work. In
our opinion, such an attitude lowers the artist’s status,
depriving him of recognition, and it may happen even to
an artist of an established position like Rafael Ventura.
Some of his works, created in a specific style, are not
signed either. On the other hand, the creators themselves
define their identity in the categories of being an artist,
that is in a way that we associate with the circulation
of Western art.

RAFAEL VENTURA: How can I define myself? You are talk-
ing about me? About art? My name is Ventura, Rafael
Ventura. [...] When I was at school, I learned how to do
art, sculpture. First, it was sculpture, but then I skipped to
painting. Later, I definitely preferred painting to sculp-
ture. [...] The sense of work is to tell the whole world that
Sdo Tomé Island has good artists, who have the will to
create.

Acipio sANTOs: The sense of my work... [ have talent and feel
that Ineed to develop. I have a vision,  have a vision and sooner
or later I will be a famous visual artist, a landscape painter
from Sdo Tomé.
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to postawa, ktora obniza status artysty, pozbawiajac go
uznania, i moze spotkac nawet postac o tak ugruntowanej
pozycji jak Rafael Ventura. Czes¢ jego prac, wykonana
w rozpoznawalnym stylu, rowniez nie jest podpisana.
Z drugiej strony sami tworcy zgodnie okreslaja swoja
tozsamos¢ w kategoriach bycia artystg, czyli w sposéb,
ktoéry kojarzymy z obiegiem sztuki zachodniej.

RAFAEL VENTURA: Jak moge sie okresli¢? Mowicie o mojej osobie?
O sztuce? Nazywam sie Ventura, Rafael Ventura. [...] W szkole
nauczytem sie uprawiac sztuke, rzezbe. Poczgtkowo rzezbe,
potem przeskoczytem do malarstwa. Pézniej bardziej wolatem
malarstwo niz rzezbe. [...] Sensem pracy jest promowacé na
catym $wiecie to, ze Wyspa Swietego Tomasza ma dobrych
artystow, majgcych wole tworzenia.

ACiDIO SANTOS: Sens mojej pracy... Mam talent i czuje, ze po-
trzebuje rozwoju. Mam wizje, mam wizje i predzej czy pozniej
bede znany jako artysta plastyk, saotomejski pejzazysta.

Celestino Marcal wiaze status artysty z przeciwnos$ciami
codziennego zycia.

c.m. Uwazam, ze wigkszos¢ artystéw tu, na Wyspie Swietego
Tomasza, maluje, zeby przezyc, zarobic na chleb. Z drugiej
jednak strony ja kocham sztuke. Catg robote, ktorg wykonuje,
wykonuje z wielkg mitoscig do niej i z godnoscig.

PIOTR STANCZYK DO VITORA SANTOSA: A pan sie z tym zgadza?
VITOR SANTOS: Tak, tak. Ja takze, kiedy wykonuje prace - nie-
wazne, czy drogqg czy tanig - tworze jq... [...] Chce wykona¢
dobrg prace. Wykonuje jg w dobrej wierze i z mitoscig.
YAMIKX REIS: Podobnie ja. Pracuje, zeby przezy¢, ale robie to
z powotaniem i atencjg, mitoscig i dumaq. [...]| Powotanie spra-
wia, ze mam cel i czuje dume z pracy.

c.M. Zycie artysty ma swoje wzloty i upadki. Jest czas, ze wy-
chodzi sie do pracy, i czas, ze nie ma nic przez miesigc. Nie jest
to zalezne od artysty, tylko od rynku.

Z jednej strony afektywne zaangazowanie w dziatal-
nos¢ artystyczng, a z drugiej bezosobowy rynek, ktory
ksztattuje codzienne zycie artysty. Przy tym wypowiedzi
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a identidade deles nas categorias de ser artista, entédo
de uma forma que nés ligamos com o circulo da arte
ocidental.

RAFAEL VENTURA: Como posso definir-me? Fala sobre a mi-
nha pessoa? Sobre arte? Eu s6 Ventura, Rafael Ventura [...]

Como eu estudava e trabalhava pintura e escultura na escola,
aprendi arte, escultura. Primeiramente eu aprendi escultura.
Depois da escultura saltei para pintura. Depois queria mais

pintura do que escultura. [...]Sentido do trabalho é promover
Sdo Tomé no todo mundo, que também Sdo Tomé tem bons

artistas, que tém vontade fazer desenho, pintura.

acipio sanTos: O sentido do meu trabalho... Eu tenho capa-
cidade e eu sinto que eu quero progresso. E eu tenho vista, eu

tenho vista e mais tarde, mais cedo, eu terei um renome como

artista plastico, paisagista saotomense.

Celestino Margal liga a estima de um artista com os con-
tratempos de cada dia.

c.M. Para mim, acho que maioria artistas aqui em Sdo Tomé
naés pintamos para sobreviver, ganhar o pdo. Mas por outro
lado, porque eu amo essa arte e fago, todo trabalho eu fago
com muito amor, com dignidade.

PIOTR STANCZYK (A0 VITOR sANTOS): O senhor concorda?
VITOR SANTOS: Sim, sim. Também eu, eu quando fago trabalho,
mesmo sendo barato ou caro, eu fago como... Eu valorizo muito
meu trabalho. Entdo, eu quero fazer um bom trabalho. Eu fago
[trabalho] com bom vontade e amo também trabalho.
YAMIKX REIS: Eu também, mesma coisa. Também fago para
sobreviver e também fago com muita vocagdo e atengdo muito
amor e tenho orgulho muito desse arte. [...] Esse vocagdo é uma
forea, sinto orgulho.

c.M. Vida de artista tem alto(s) e baixo(s). Hd momento que sai
ao trabalho e ha momento que nada, mesma coisa durante més.
Isto ndo depende de artista, isto depende ao mercado.

Por um lado o empenho afectivo na actividade artistica, por
outroum mercado impessoal que contorna a vida cotidiana
de um artista. Porém, os autores da pintura publicitaria

PT

Celestino Margal connects the artist’s status with the
adversities of everyday life.

c.m. I think that the majority of artists here, on Séo Tomé Is-
land, paint to survive, to earn their living. On the other hand,
Ilove art. I produce all my works with great love to art and
with dignity.

PIOTR STANCZYK ASKS VITOR SANTOS: Do you agree with it?
VITOR SANTOS: Yes, yes. When I produce a work - doesn’t matter
ifit is expensive or cheap -1 also create it... [...]want to produce
a good work. I act in good faith and with love.

YAMIKX REIS: Me too. I work to survive, but I do this with voca-
tion and engagement, with love and pride. [...] Vocation causes
that I have a goal and feel proud of my work.

c.M. The life of an artist is full of ups and downs. There
is time when you have a lot to do and time when you don’t
work for a month. It doesn’t depend on the artist, but on the
market.

On the one hand, we can observe affective engagement
in artistic activities, but on the other - the impersonal
market that determines the everyday life of artists. At
the same time, the Sdo Toméan creators of advertisement
painting talk about their positive relationships with their
customers.

A.s. Commercial painting, the most commercial one that is
produced for a person who wants an advertisement, has only
one task - to advertise some products that are sold in a given
place. Such a person asks, “Produce an advertising painting for
me.” [...] So that passers-by, who can'’t see the goods that are
on sale inside, could see because of this painting: “Look! Here,
we have this, and there we have that, and we sell it.”

p.s. You have mentioned before that you “sell” the beauty of
Sdo Tomé Island...

A.s. Yes, I can sell this beauty here and abroad...

A.w. And which do you prefer? Advertisement paintings or
landscapes?

A.s. Advertisement painting is more about what somebody
has ordered, what he orders.
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saotomejskich twoércéw malarstwa reklamowego to wy-
powiedzi o pozytywnych relacjach z klientami.

A.s. Malarstwo komercyjne, to najbardziej komercyjne, ktére
jest tworzone dla osoby chcgcej reklamy, ma tylko jedno za-
danie - zareklamowac jakies artykuty, ktore sprzedawane sq
w danym miejscu. Taka osoba prosi: zréb mi obraz reklamo-
wy. [...] Zeby ludzie, ktérzy nie widzg sprzedawanego towa-
ru, trzymanego w srodku, przechadzajqc sie, widzieli dzieki
temu obrazowi: ,,Patrz! Mamy tutaj to, a tam mamy tamto,
i to sprzedajemy”.

p.s. Wczesniej wspomniat pan, ze ,sprzedaje” piekno Wyspy
Swietego Tomasza...

A.s. Tak, moge sprzedac piekno i tu, i za granicq...

A.W. A co pan woli? Obrazy reklamowe czy pejzaze?

A.s. Malarstwo reklamowe polega bardziej na tym, co kto
zamowi, co chce zamowic.

A.w. Czyli nie jest to wolna tworczos¢?

A.s. Moze by¢, ale w zgodzie z rynkiem.

Tak wiec tworcy saotomejskiego malarstwa reklamowego

-zewzgledu najego praktycznyirynkowy charakter - za-
wierajg kompromis ze swoim otoczeniem spotecznym, bio-
rac pod uwage oczekiwania publicznosci, ze szczegdlnym

uwzglednieniem oczekiwan oséb finansujacych powstanie

dzieta. W taki sposéb opowiadaja o relacjach z klientami

Celestino Marcal, Rafael Ventura i Acidio Santos:

c.M. Reklama? Reklama! I taki ktos moéwi: ,,Stuchaj, chee, ze-
byscie namalowali dla mnie butelke i szklanke, a tu na scianie
namalujcie stét i umiescécie nazwe sklepu. Zrozumiate?”. |...]

Zazwyczaj tworzymy kosztorys, a osoba zamawiajgca kupuje
materiat, i potem nanosimy projekt na Sciane. [...] Dla 0séb,
ktore rzeczywiscie sq profesjonalistami w swym fachu, to

niekonczqca sie bieganina, ale to zalezy tez od klienta.

R.v. Malarstwo komercyjne - jak to okresli¢? Tworzymy obraz
na sprzedaz. [...] Tworze rézne typy dekoracji, w réznym miej-
scach, takze w domach. Osoba, ktéra prosi o wykonanie pracy,
najczesciej nie wie do konca, czego chce. Mowi na przyktad:
~Namaluj mi co$ tadnego, super!”. I tak wymyslam wszystko.
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sdo-tomense mostram o lado positivo de relagdes que eles
tém com os clientes.

A.s. Pintura comercial, a mais comercial, essa pintura é para
aquela pessoa que quer publicitar. S6 tem uma coisa, tem um
comércio e quer publicitar um artigo que neste comércio existe.
Entdo pede: faca publicidade da pintura [...]. Entdo pessoas que
ndo véem estes artigos dentro a passear, podem ver que esta
desenhado fora: “olha, tem este ca, tem este ld, tem este fogdo,
vende-se”.

P.s. Sim, mas o senhor também quer “vender” beleza de Sédo
Tomé fora de Sdo Tomé, ndo €?

A.s. Eu posso vender a beleza de Sdo Tomé, ca dentro, e tam-
bém no exterior.

A.W. Mas o senhor gosta mais destas pinturas com paisagem,
com beleza, do que aquelas pinturas comerciais para vender?
A.s. Estas pinturas comerciais € mais que alguém encomenda,
que quer encomendar.

A.w. Isto ndo é livre?

A.s. Isto torna-se livre mas de acordo ao mercado.

Entéo, os criadores da pintura publicitaria sdo-tomense,
tendo em conta o caracter pratico e comercial desta, as-
sinam um compromisso com o ambiente social e tomam
em consideragdo as expectativas do publico, sobretudo as
expectativas de quem encomenda e paga o trabalho. Assim
falam Celestino Marcal, Rafael Ventura e Acidio Santos
sobre as rela¢des com os clientes:

c.m.Uma publicidade? Uma publicidade, diz: olha eu quero
que vocés fazem para mim uma garrafa e um copo, ponha
aqui numa parede uma mesa e depois ponha nome daloja [...]
Pronto. Isto € que nds fazemos normalmente aqui em Séo Tomé,
nés fazemos or¢amento, a pessoa compra material e depois
nés fazemos [...] Para os profissionais é uma correria, mas
depende do cliente.

R.V. Pintura comercial - como dizer? - fazemos quadro para
vender [...] Eu fago decoragdo qualquer tipo, em diferentes
sitios, em casas, qualquer lado, qualquer tipo. Quem pede um
trabalho muitas vezes eles ndo sabem o que eles querem. Por
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A.w. So it is not a free artistic creation?
A.s.It can be, but in accordance with the market.

This way, the creators of the Sdo Toméan advertisement
painting - due to its practical and market character - make
a compromise with their social surrounding, taking into
consideration the audience’s expectations, with particu-
lar focus on the expectations of the people who finance
their work. About their relationships with customers,
Celestino Marcal, Rafael Ventura and Acidio Santos say
the following:

c.m.Advertisement? Advertisement! And such a person says,
“Listen, I would like you to paint a bottle and a glass for me,
and on this wall, a table and the name of the shop. Do you
understand?” [...] We usually prepare a cost estimate and the
customer buys materials, then we paint the project on the
wall. [...] For people who are true professionals in their trade,
it is a never-ending hustle and bustle, but it depends on the
customer.

r.v. Commercial painting - how to define it? We produce
a painting for sale. [...] I produce different types of decora-
tions in various places, in homes too. A person who wants me
to work for him usually doesn’t really know what he wants.
For example, he says, “Paint me something nice, super!” And
soThave to invent everything.

A.s. My relationships with my customers are good, even better
than good. Customers love my works because they can see they
are of high quality and perfectly produced.

A.w. Can you describe the process of producing this type of
work for a customer?

A.s. Somebody calls me and says, “I want this and that be-
cause I have just seen your work.” Then, I do my best to un-
derstand what this person wants. And I paint either on a wall
or anywhere this person demands - everything depends on
this person.

In the narration of the Sdo Toméan advertisement crea-
tors, an affective engagement in the object of their work,
identified with the artist’s role and concept of art as
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A.s. Moje relacje z klientami sq dobre, nawet bardziej niz do-
bre. Klienci uwielbiajg mojq prace, bo widzg jej wysokg jakos¢
i perfekcje wykonania.

A.w. Czy moze pan opisac proces tworzenia tego typu pracy
dla klienta?

A.s. Dzwoni ktos i méwi: ,Chce to i to, bo wtasnie widziatem
twojq prace”. Pézniej probuje zrozumieé dobrze, co ta osoba
chce. Tumieszczam obraz a to na Scianie, a to gdziekolwiek ta
osoba sobie zazyczy, to zalezy od tej osoby.

W narracjach saotomejskich twércéw reklamy $ciera sie
afektywne zaangazowanie w przedmiot pracy, utozsamio-
ne z rolg artysty i koncepcja sztuki jako samorealizacja,
z praktycznym wymiarem malarstwareklamowego, ktére
ma swoja rynkowa specyfike i ktére w zyciu artystow pet-
ni funkcje profesjonalne i ekonomiczne, umozliwiajac im
zarobkowanie. Tak wiec twoércy malarstwa reklamowego
sg pomiedzy sztuka przez wielkie ,S”, ktéra opiera sie na
zasadzie ,sztuka dla sztuki”, a rzemiostem wykonywanym
narzecz spotecznosci, w ktérej zyja.
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exemplo, pinte algo bonito para mim, faga algo bonito para
mim, giro. Entdo, eu crio tudo.

A.s. As minhas relagées com clientes sdo boas, altamente boas.
Os clientes adoram muito meu trabalho porque véem perfeicdo
e a qualidade de trabalho.

A.W. E, se senhor pode descrever o processo deste tipo de tra-
balho para clientes?

A.s. Uma pessoa chama e diz - quero isto, isto - ja vi teu tra-
balho, ja vi arte. E depois eu percebo bem, eu percebo o que
a pessoa quer. E eu ponho mesmo, mesmo na parede, ponho
avontade, ao sentimento duma pessoa.

Nas narrativas dos criadores sdo-tomenses da pintura
publicitaria opdem-se o empenho afectivo no objecto do
trabalho, identificado com o papel de um artista e com
a arte vista como autorealizacéo, e a dimenséo pratica
da pintura publicitaria que tem o seu caracter especifico
e que na vida dos artistas exerce func¢des profissionais
e econdémicas possibilitando ganhar a vida. Sendo assim, os
criadores da pintura publicitaria so-tomense colocam-se
entre a arte propriamente dita, pelo “A” maitsculo, que se
rege pelo “arte pela arte”, e o artesanato produzido para
o bem da comunidade em que vivem.

PT

self-realisation, clashes with the practical dimension of
advertisement painting that is market dependent and
performs in the artists’ lives professional and economic
functions, which allow them to earn aliving. Therefore,
the creators of advertisement painting are somewhere in
between of art spelt with capital A based on the principle
of “art for art’s sake” and craft that is practised for the
community in which they live.
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59_Celestino Marcal i Vitor Santos z grupy S6 Pintura

w trakcie pracy na podwérzu domu-pracowni | Celestino
Margal e Vitor Santos do colectivo S6 Pintura a trabalho
no quintal da casa-atelier | Celestino Margal and Vitor
Santos from the S6 Pintura group at work in the yard of
the home-atelier
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60_Acidio Santos w swoim domu-pracowni
Acidio Santos em casa-atelier dele |
Acidio Santos in his home-atelier




61_Rafael Ventura w trakcie

pracy nad oprawa graficzna
cukierni Sal&Do6xi | Rafael Ventura
atrabalhar no projecto grafico para
apastelaria Sal&Doxi | Rafael
Ventura working on the visual
identification of Sal&Doéxi cake shop
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62_Bar | Bar | A bar
Boica, Guadalupe, Rafael Ventura

ilustracyjne | ilustrativos | illustrative 152—153
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63_Restauracja | Restaurante | A restaurant 64_Restauracja | Restaurante | A restaurant
Maée Grande, Almerim, Rafael Ventura Sdo Tomé

67_Bar | Bar | A bar
Mam Gole, Sdo Tomé, Rafael Ventura

R
65_Bar | Bar | A bar
Guadalupe, Rafael Ventura

66_Bar | Bar | A bar
Batepa, Rafael Ventura

ilustracyjne | ilustrativos | illustrative 154—155



=

@stelaria o] RSN
ZILma 9981629

Te mos A’l m OC O\\ . 68_Bar | Bar | Abar

Bom Doxi, Sdo Tomé, Rafael Ventura
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\ 69_Cukiernia | Pastelaria | A cake shop
Zilma, Sdo Tomé, Rafael Ventura

ilustracyjne | ilustrativos | illustrative 156—157



70_Kawiarniaisklep | Cafetaria e loja | A coffee shop
Alei Coffee Shop, Monte Café |

ilustracyjne | ilustrativos | illustrative 158—159



72_Bar | Bar | A bar
Batepd, Rafael Ventura
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ilustracyjne | ilustrativos | illustrative



73_Barisklep | Bar e loja|
Abar and a shop
Trindade

ilustracyjne | ilustrativos | illustrative 162—163




74_Bar | Petisqueira| A bar
Ma-Ua-Ua Mé-Vila,
Pantufo - Praia Melao,
Rafael Ventura
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ilustracyjne | ilustrativos | illustrative
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ilustracyjne | ilustrativos | illustrative

75_Bar | Bar | A bar
Chez Xana, Sdo Tomé,
S6 Pintura
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77_Barowo6z | Roulotte | A food truck
Rolote Jovem, Sdo Tomé, Rafael Ventura

ilustracyjne | ilustrativos | illustrative 168—169



ilustracyjne | ilustrativos | illustrative

78_Piekarniaikawiarnia | Padaria|
Abaker’s and a coffee shop

Paderia Bernard, Sdo Tomé,

Acidio Santos
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79_Cukiernia | Pastelaria | A cake shop
Sal&Doxi, Sdo Tomé,
Rafael Ventura

170—171
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80_Complexo Europa,
Desejada, Rafael Ventura

ilustracyjne | ilustrativos | illustrative 172—173
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81_Restauracja/bar | Restaurante/Bar | A restaurant/bar
Coisas do Mar, Sdo Tomé, Rafael Ventura

ilustracyjne | ilustrativos | illustrative 174—175



82_Bar | Bar | Abar 83_Barisklep | Bar e Mercearia |A bar and a shop
Kadi_Kadi, Sdo Tomé ™ Fé em Deus +Bar Tia Pik, Sdo Tomé
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84_Barisklep|Bar | Abarand ashop L
Micold, Rafael Ventura . i v ; T

ilustracyjne | ilustrativos | illustrative 178—179



85_Barisklep | Bar e loja| A bar and a shop
Complexo Santo Amaro,
Santo Amaro, S6 Pintura
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86_Salon urody | Saldo de beleza | A beauty salon | } 87_Salon urody | Saldo de beleza | A beauty salon

Pérola do Oceano, Almas ) Pérola de Oceano, Santana
182—183

ilustracyjne | ilustrativos | illustrative
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89_Salon urody | Saldo de beleza | A beauty salon
Jodo de Deus, Guadalupe

88_Salon urody | Saldo de beleza | A beauty salon
Glavi Muéla/Glave Muala, Guadalupe

ilustracyjne | ilustrativos | illustrative 184—185
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90_Salony urody meskiej i damskiej | Saldes r ¥ 3
de beleza para homem e para mulher | “ ’ & ) 3
Beauty salons for men and women r = b}'t} g s 98 '_ 2 Y, T, ¥ i e )
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Alves/Alvis + Ver e Crer, Guadalupe
e S 2 LE L
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GATBERA ALUS e & i

*Pedlcure

ilustracyjne | ilustrativos | illustrative
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92_Salon urody | Saldo de beleza | A beauty salon [ 95_Salon urody | Saldo de beleza | A beauty salon | 96_Salon urody | Saldo de beleza | A beauty salon

91_Fryzjer meski| Barbearia | A barber _ \
Fé e Esperanca, Sdo Tomé Boca Doxi, Sdo Tomé, Sé Pintura . 2-A, Sdo Tomé

Chik, Guadalupe
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93_Salon urody | Saldo de beleza | A beauty salon 97_Salon urody | Saldo de beleza | A beauty salon oy - -
Jessica, Sdo Tomé JM, Sdo Tomé 1 l

Ik
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98_Salon urody | Saldo de beleza | A beauty salon
Universal, Sdo Tomé

94_Salon urody |
Saldo de beleza|
Abeauty salon
Sorriso, Trindade

188—189

ilustracyjne | ilustrativos | illustrative



ilustracyjne | ilustrativos | illustrative
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99_Fryzjer meski | Barbearia| A barber
Sdo Tomé

100_Salon urody | Saldo de beleza | A beauty salon
Rica, Trindade

190—191
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101_Sklep i salon urody | Loja e Saldo de beleza | A shop and a beauty salon
Lojaldeal, Sdo Tomé, Rafael Ventura

B 105_Salon urody. Syrena, albo inaczej Mami Wata,
) to w krajach Afryki Zachodniej i Centralnej,
atakze naKaraibach symbol zdradliwego piekna.
W ikonosferze jest zawsze przedstawiana z dtugimi
< wlosamiiobfitymikobiecymiksztattami | Saldo
102 +103 +104_Charakterystyczne dla c!e beleza. Sereia, ou Mami Wata, nos paises da
Africa Ocidental e Central, bem como nas Caraibas,
simboliza a beleza traigcoeira. Naiconosfera aparece
sempre com cabelo comprido e contornos femininos
cheios | A beauty salon. In Western and Central
African countries as well as in the Caribbean,
amermaid, or Mami Wata, is a symbol of treacherous
beauty. In the iconosphere, she is always presented
with long hair and a curvaceous body
Sereia, SGo Tomé, Rafael Ventura

Rafaela Ventury przedstawienia kobiet
suszacych wlosy | Retrato de mulheres a secar
cabelo, uma marca de Rafael de Ventura |
Representations of women drying their hair
are typical of Rafael Ventura

Terrago 5 Estrelas, Santo Amaro

+Pura, Sd0 Tomé - Santana

+Swag, Sdo Tomé

ilustracyjne | ilustrativos | illustrative 192—193



ilustracyjne | ilustrativos | illustrative

o
106_Sklep z meblami | Loja de méveis | A furniture shop
Comedy Globais, Sdo Tomé

|

|
1]

107_Sklep obuwniczy | Sapataria | A shoe shop ;\
Su Per Tenis, Sdo Tomé

194—195



108_Sklep | Loja | A shop
Sobradi Lda, Sdo Tomé

196—197




MOSAICO
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109_Sklep przemystowy | Loja industrial | A hardware shop




110_Sklep i sitownia | Loja e Gindsio | A shop and a gymnasium
Sdo Tomé

ilustracyjne | ilustrativos | illustrative 200—201



111_Fabryka materacow |
Fabrica de colchées |

A mattress factory
Conde - Micol6

ilustracyjne | ilustrativos | illustrative




FUNDON PEPE

Telem: 903696

ESPETACULO MUSICA E DANCA
SERVIMOS REFEICOES

e |

: b 8 . : ” =T o et 2 "

F.C.T.O, Sdo Tomé

112_Fundon Pépé, Praia Meldo

ilustracyjne | ilustrativos | illustrative 204—205
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" | 114_Lakiernik | Oficina de
T“ | 4 % pintura|A car paint shop
’-f' % Emilio, Sdo Tomé
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\ U'ro EMILI() | Saonsas”

115_Sklep motoryzacyjny | Loja de
pecas de carro | A car parts shop
srz, S40 Tomé, SO Pintura

116_Wulkanizacja | Vulcanizagéo | A vulcamsatlon workshop
Mulato, Sdo Tomé

ilustracyjne | ilustrativos | illustrative 206—207



117_Stacja paliw | Bomba de
gasolina |A petrol station
Almerim

118_Myjnia | Lavagem
de carros| A car wash
S&o Tomé

ilustracyjne | ilustrativos | illustrative



ilustracyjne | ilustrativos | illustrative

COMPRA BARATO E AQUI

119_Sklep motoryzacyjny | Loja de pegas
de carro| A car parts shop
Mikaza, Sdo Tomé

120_Sklep motoryzacyjny |
Loja de pegas de carro |

A car parts shop

Sdo Tomé

121_Sklep motoryzacyjny | Loja de
pecas de carro |A car parts shop
Recauto, Sdo Tomé

210—211



ilustracyjne | ilustrativos | illustrative

122_Reklama spoteczna zachecajaca do
uzywania prezerwatyw w celu ochrony
przed wirusem niv | Publicidade social
que propaga uso de preservativos como
meio de protecgdo do vin | A public service
advertisement to encourage people to use
condoms as a protection against Hiv
Santana

212—213

123_Reklama spotecznana

temat malarii - ,,choroby, ktéra

nie zna granic” | Publicidade social
sobre paludismo | A public service
advertisement representing malaria -
“a disease that knows no boundaries”
Sdo Tomé
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124_Mapa przedstawiajaca
granice i charakterystyczna
faune i flore parku Obé. Na
fotografii powyzej przewodnik
po parku Sr. Francisco | Um mapa
que apresenta a faunae a flora
caracteristcias do parque Obo

e as fronteiras do parque. Na
fotografia em cima: Sr Francisco,
guia do parque | A map
representing the boundaries of
Obo park and its characteristic
flora and fauna. In the photograph
above: Sr. Francisco, a guide at
the park.

Bom Succeso, Acidio Santos

214—215




125_Complexo Falcdo, il
Guadalupe, Rafael Ventura |

s

ilustracyjne | ilustrativos | illustrative
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126_Complexo Falcéo,
Guadalupe, Rafael Ventura

ilustracyjne | ilustrativos | illustrative 218—219
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127_Club Danga Comigo,
Trindade, Rafael Ventura

220—221




128_Terrago 5 Estrelas, Santo Amaro, Rafael Ventura

ilustracyjne | ilustrativos | illustrative 222—223



129_Nieczynny bar-dyskoteka przed ktérym,
korzystajac z cienia, bawia si¢ uczennice szkoty
podstawowej | Aproveitando a sombra as meninas da
escola primaria estdo a brincar em frente de um Bar/
Discoteca fechado | Primary school students playing
in the shadow in front of a closed bar and disco

Bobo Forro

224—225

ilustracyjne | ilustrativos | illustrative
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131_Kosciét | Igreja| A church 5

S. Paulo, Conde AE A ; i v o
L it M i . P “ ekt e X e
132_Kosciét | Igreja| A church Y e RSN T 5% s

Praia Meldo, Rafael Ventura

130_Parafia | Paroquia | A parish
Nossa Sra. de Gadalupe, Guadalupe

ilustracyjne | ilustrativos | illustrative 226—227
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133_Bar | Bar | Abar
Sdo Tomé > Sdo Margal

.-‘ ! _. graﬁcznelgréﬁcslgraphic i o A b I : s 3 Sy, e | 228—229
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. 134_Bar | Bar | Abar i ] R 4 JETL A Ty 135_Bar | Bar | A bar
Vivi Bu Vida, Neves o o Deus Esta Aqui, Neves
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137_Bar | Bar | A bar

136_Bar | Bar | A bar :
Canja Quente Kesé Templa, Guadalupe ~ Cantinho de Almas, Almas

graficzne | grificos | graphic 230—231

138_Bar | Bar | Abar
B6 S6 Cu Bua, Neves



139_Bar | Bar | A bar
Zizi Fé em Deus, Sdo Tomé
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graficzne | graficos | grphic
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141_Restauracjaibar |
Restaurante e Bar |
Arestaurant and a bar

Pépé, Sdo Jodo dos Angolares

140_Restauracjaibar |
Restaurante e Bar |
Arestaurant and a bar
Santola, Neves

234—235

graficzne | graficos | graphic




142_Fryzjer meski | Barbearia| A barber
Kleber, Sdo Tomé -> Sdo Margal,
S6 Pintura

graficzne | grificos | graphic 236—237
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S T ep—

TAEEEEEEEEFREFE

143_Salon urody | Salao debeleza| A beauty salon
Sonho Meu, Sdo Tomé

I 1..
11,

i

238—239

144_Salon urody | Saldo de beleza | A beauty salon
Girassol, Sdo Tomé
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145_Salon urody | Saldo de beleza | A beauty salon i “\ 146_Salon urody | Saldo de beleza | A beauty salon | i ~ 149_Salonurody | Saldo de beleza | A beauty salon .
Nova Beleza, Sdo Tomé ' Idenys, Sdo Tomé - Sdo Margal Sdo Tomé > Sdo Margal

d

n

Quem sabe sabe

147_Salon urody | Saldo de beleza | A beauty salon 148_Salon urody | Saldo de beleza | A beauty salon : - 151_Salon urody | Saldo de beleza | A beauty salon
Quem sabe sabe, Sdo Tomé Sdo Tomé Floribela, Sdo Tomé

graficzne | graficos | graphic

——

150_Salon urody | Saldo de beleza | A beauty salon
Sdo Tomé

SALAO de Beleza
SORRISOS DA PUNA
CONTACTO : 990 74 76

152_Salon urody | Saldo de beleza | A beauty salon
Sorrisos da Puna, Sdo Tomé

240—241
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153_Salon urody | Saldo de beleza | A beauty salon
1 Rosi, Sdo Tomé

154_Salon urody | Saldo de beleza | A beauty salon
Beti, S0 Tomé

155_Salon urody | Saldo de beleza | A beauty salon
Trindade

&

w..l.l! .
Lz )

102227698

© 156_Salon urody | Saldo de beleza | A beauty salon f 3 = i 157_Salon urody | Saldo de beleza | A beauty salon
Sdo Tomé ) Sdo Tomé

242—243

graﬁczné | graficos | graphic .




158_Szewc | Sapataria | : [ ,! E ' 159_Szewc | Sapataria | \
A shoe repairer’s workshop ) A shoe repairer’s workshop
Agua Arroz, Sdo Tomé Sdo Tomé

graficzne | grificos | graphic 244—245



graficzne | graficos | graphic

160_Artykuty metalowe |
Pecas de metal |
Ahardware shop

Sdo Tomé - Trindade

161_Mechanik |
Oficinamecéanica |
A car mechanic’s
workshop

Sdo Tomé

246—247



162_Mechanik | Oficina mecéanica
A car mechanic’s workshop
Sdo Tomé

SNTAMINA/STONE
oNTS5985733/57304345®

—T

163_Sklep motoryzacyjny | Loja com
pecas de carro |A car parts shop
Ontop, Sdo Tomé

164_Stacja paliw | Bomba de
gasolina | A petrol station
Coprova, Sdo Tomé

graficzne | graficos | graphic

248—249



165_Kosci6t | Igreja| A church
Igreja Pentecostal Cristo e Salvagéo,
Sdo Tomé

TAUERNACULO DE CRISTO E A SALVACAD
REV. PASTOR FURD NISS BERNARD COMES (0RFA TELEM 931995

166_Kosciot | Igreja| A church
Igreja Batista Nova Jerusalém, Melhorada

167_Kos$ci6t | Igreja | A church
Igreja Pentecostal Deus é Amor,
Sdo Tomé

graficzne | graficos | graphic 250—251
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168_Piekarnia | Padaria | A baker’s shop
Penalty, Sdo Tomé, S6 Pintura

169_Bar | Bar | A bar
Cristalina, Almerim

liternicze | letras | lettering 252—253



PEDRA PEDRA
BAr-LoJa |

170_Bar | Bar | A bar
Pedra Pedra, Sdo Tomé, S6 Pintura

mionGa

RESTAURANTE PENSAQ

TEL 9922316/

v . e

R—

172_Restauracja, pensjonat | I
Restaurante/Penséo |
Arestaurant, a boarding house
Midnga, Sdo Jodo dos Angolares

liternicze | letras | lettering

171_Bar | Bar | A bar
Condé Sélo, Sdo Tomé

PENSAD TURISMO

" --—ﬂu-—-l'\- P—

254—255

Telf. 22340 _

173_Restauracja, pensjonat |
Restaurante/Penséo |
Arestaurant, aboarding house
Turismo, Sdo Tomé
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174_Bar w Parque Popular |
Bar no Parque Popular |

Abar in Parque Popular
Rosinha, Sdo Tomé, S6 Pintura

175_Bar w Parque Popular |
Bar no Parque Popular |
Abar in Parque Popular

Cabana, Sdo Tomé, Sé Pintura

liternicze | letras | lettering 256—257



176_Numeracja baréw w Parque Popular |
Numeragéo de bares no Parque Popular |
The numbering of bars in Parque Popular
Sdo Tomé

liternicze | letras | lettering }




178_Salon urody | Saldo de Beleza | A beauty salon
Sdo Tomé

-

177_Salon urody i sklep | Saldo de Beleza
e Loja| A beauty salon and a shop
Nova Esperanga, Sdo Tomé > Madalena

liternicze | letras | lettering
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180_Fryzjer meski| Barbearia|A barber
Mc-Ek-Dias,Ponta Figo

L

179_Salon urody | Saldo de Beleza | A beauty salon
Sdo Tomé > Trindade

liternicze | letras | lettering 262—263



182_Salon urody | Saldo de
Beleza | A beauty salon
Laton Morabeza, Sdo Tomé

181_Fryzjer meski | Barbearia| A barber
S.T.P.1, Sdo Jodo dos Angolares

liternicze | letras | lettering { 264—265



b S m el . B - .- A Ay o TENEE
T e B :

DIXIPEXIX DXIDXDDXD
'0"4'0,_», MANb W, »'«»'4
DDDDODIDHDHDIDDAK ,g
OO »'4 »'4»,_4 ), (‘ig{«
{1X 4» XN »Zo{«»' MDA

_._._.__,__.-._.h_ L

ASSOCIACAD PIEAPAY

BéLusn PRECO Loa

RUA3DEFEVEREIRN 1 svseer

183_Sklep z rekodzietem | Loja
de artesanato | A shop selling
handicraft products
Pica-Pau, Sdo Tomé
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186_Sklep budowlany | |
A construction shop
Sdo Tomé

187_Centro de Subwoofer, Trindade

liternicze | letras | lettering

268—269
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| CARKQ SOFA

S8 NOVEIS RUSTICOS € MODERNDS [
LCARPINTARIA GERAL TEL 10561

- §| 189_stolarz | Carpinteiro | A carpenter’s workshop [
Sdo Tomé

il !
188_Tapicer | Estofador | An upholsterer’s workshop ih L
Sdo Tomé

liternicze | letras | lettering 270—271



190_Drukarnia | Grafica | A printing-house ¥ 191_Lekarz | Médico | A doctor’s office b i T 194_Fundagdo da Crianca | 195_Galeria | Galeria de Art
COARG, Sd0 Tomé, S6 Pintura ) Sdo Tomé e daJuventude, Sdo Tomé Sdo Tomé

[ g

| HA]JIU i

193_Pensjonat | Residencial | A boarding house - 196_Radio Jubilar,
Avenia Geovane, Sdo Tomé Sdo Tomé

197_Kredyty chwildwki |
Créditos imediatosi |
A payday loan office
Santana

192_Kafejka internetowa | Ponto de acesso d internet | An Internet café
Cyber Computer, Sdo Tomé

liternicze | letras | lettering
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S&o Tomé

199_Taksowka | Taxi| Taxi
S&o Tomé

liternicze | letras | lettering



200_Budynki techniczne, m.in.
suszarnie kawy przy plantacji
Monte Café | Infraestrutura
técnica, entre outros, para
secagem de café | Technical
buildings, for example coffee
drying houses at the Monte Café
plantation

Monte Café

276—277
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202_Stacja paliw | Bomba de gasolina | A petrol station
Sdo Tomé

" 201_Stacja paliw i sklep | Bomba de gasolina |
eloja| A petrol station and a shop
Sdo Tomé

liternicze | letras | lettering 278—279



“ ONDE QUER QUE HAJA MULHERES  HOMENS,HA SEMPRE 0 QUE
FAZER HA SEMPREOQUE ENSINAR HA SEMPRE 0 QUE APRENDER. »

PAULO FREIRE

203_Cytat z Paula Freirego nad
wejsciem do liceum | Uma citagéo
de Paulo Freire na entradaaum
liceu | A quotation from Paulo
Freire painted above the entrance
to a secondary school

Sdo Tomé

204 _Szkota podstawowa | Escola basic | A primary school
Uba Budo

liternicze | letras | lettering 280—281



205_Kosciot Baptystow |
Templo Baptista | A Baptist church
Santa Catarina

liternicze | letras | lettering




208_Szewc | Sapateiro |
A shoe repairer’s
workshop

Sdo Tomé -> Sdo Margal

- " -
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instalacje | instalagdes | installations

‘ 284—285
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instalacje | instalagdes | installations
v ¥

209_Wulkanizator | Vulcanizagdo | A vulcaniser
Sdo Tomé, Rafael Ventura

286—287



relief | relevo | relief
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210_Plantacja w okolicy najbardziej
charakterystycznego miejsca na wyspie

- szczytu Pico Cdo Grande | Uma plantagdo
perto de um lugar muito caracteristica da
ilha - Pico Cdo Grande | A plantation located
in the most characteristic place on the island
- the Pico Cdo Grande peak

288—289
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206_Sempre Junto
(port. zawsze razem)
- hasto reklamowe
cst | Sempre Junto -
slogan publicitario
dacst | Sempre

Junto (Portuguese:
always together) - an
advertising slogan
of cst
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207_Stoliki ajentow
csTrozstawione na
ulicach stolicy | Bancas
de agentes da cst nas
ruas da capital | cst
concession holders’
standsin the streets of
the capital




CONCLUSIONS




Radosna konsumpcja,
NOWOCZeSN0SC

I przysztosc malarstwa
reklamowego

Analiza dyskursu wizualnego saotomejskiego malarstwa
reklamowego ukazuje je raczej w kategoriach czasu wol-
nego niz pracy, konsumpcji niz produkcji, profanum niz
sacrum. Ludzie ukazani w dzietach malarstwa reklamo-
wego sa otoczeni przedmiotami konsumpcji czesciej niz
przedmiotami pracy. Czynnos$ci, w trakcie ktérych sa
obrazowani, to czesciej taniec i zabawa, wspdlne positki,
dbanie o wyglad, przechadzanie sie i spedzanie czasu
z partnerami romantycznymi niz wykonywanie pracy
zarobkowej i niezarobkowej. Emocje, ktére towarzysza
przedstawianym postaciom, to czesciej rados¢, relaks
i zadowolenie zwiazane z czasem wolnym niz skupienie
zwiazane z praca czy smutek. ToZsamo$¢ najczesciej repre-
zentowana przez ukazane postacie to tozsamos¢ zyjacego
swobodnym zyciem klienta-konsumenta. Wszystko to
wpisane jest w podziat czasu na czas wolny i czas pracy,
inasuwanam na mys$l pojecie wykorzystane przez Deny-
sa Riouta do opisania klimatu malarstwa reklamowego
Afryki Zachodniej, ktérego dokumentacje tworzyt Jean-
-Marie Lerat (1990, s. 99): une dolce vita populaire - ,Judowe

PL

Consumismo alegre,
modernidade

e futuro da pintura
publicitaria

A analise do discurso visual da pintura publicitaria sdo-to-
mense acaba por mostrar o objecto do seu estudo mais nas
categorias do tempo livre do que de trabalho, consumismo
do que producaio, profanum do que sacrum. As pessoas
retratadas nas obras da pintura publicitaria estdo mais
frequentemente rodeadas de objectos que consomem do
que de objectos ligados com o trabalho. As actividades mais
frequentes que exercem ao serem retratados sdo danca
e divertimento, refei¢des com companhia, tratamentos de
beleza, passeios e tempo passado com os parceiros roman-
ticos, e ndo coisas ligadas com trabalho pago ou néo pago.
As emocdes mais frequentes que acompanham as pesso-
as retratadas sdo alegria, relaxamento e satisfacdo com
o tempo livre, e ndo a concentracgdo ligada com o trabalho
ou tristeza. A identidade mais frequentemente retratada
tem a ver com aidentidade de um cliente-consumidor que
vive a vontade. Tudo isto se inscreve na divisdo do tempo
entre o tempo livre e o tempo do trabalho e se associa
com o conceito empregue por Denys Riout para descrever
o ambiente da pintura publicitdria da Africa Ocidental

PT

Cheerful consumption,
modernity and

the future of
advertisement painting

The visual discourse analysis of the Sdo Toméan advertise-
ment painting presents it rather in the categories of free
time than work, consumption rather than production,
the profane rather than the sacred. Represented in the
works of advertisement painting, people are more often
surrounded by objects of consumption than objects of
work. The activities during which they are depicted usually
include dancing and playing, sharing meals, taking care of
their appearance, strolling and spending time with their
love partners rather than performing profitable or un-
profitable work. The people more frequently express
happiness, relax and content related to free time than
concentration related to work or sadness. The identity
that is represented most often is the identity of a cus-
tomer-consumer who is living a free life. Everything is
included in the division between free time and working
time, which makes us think of the term that Denys Riout
used to describe the climate of Western African adver-
tisement painting that was documented by Jean-Marie
Lerat (1990,99): une dolce vita populaire - the sweet life of the

EN

296—297

211_Cukiernia | Pastelaria | A cake shop
Sal&Doxi, Sdo Tomé, Rafael Ventura



stodkie zycie”. Fabryka snéw saotomejskiego malarstwa

reklamowego tworzy fantazje o swobodnym zyciu w czasie

wolnym, w ktérym cztowiek otoczony jest przedmiota-
mi-symbolami oznaczajacymi dostatek, a nawet przesyt

jedzeniaialkoholu. Oto radosna konsumpcja, ktéra przed-
stawiana jest na szyldach i muralach reklamowych. Oto

radosna konsumpcja, ktéra znajduje sie w saotomejskiej

przestrzeni publicznej na przekér twardym danym eko-
nomicznym, zgodnie z ktérymi Wyspa Swietego Toma-
sza i Ksigzeca lokuje sie w potowie drugiej setki kB per
capita. Mate radosci ptynace z radosnej konsumpcji - oto

rzeczywisto§¢ tworzona przez saotomejskie malarstwo

reklamowe.

Nie jest to jednak po prostu wtaczenie sie saotomejskich

reklamodawcow-przedsiebiorcéw w ogélnoswiatowy
trend przedstawiony przez Naomi Klein w ksiazce No

Logo (2004), polegajacy na hegemonii miedzynarodowych

korporacji w komunikacji spotecznej. Fenomen tego malar-
stwareklamowego mozna raczej postrzegac w kategoriach

pewnego oporu ekonomicznego warstw ludowych wobec

naporu miedzynarodowych korporacji. Nie jest to opér
maksymalistyczny, btednie powigzany przez Jeana-Loupa

Amselle’a ze sztuka ulicy w ogodle:

»Bez watpienia sztuka ulicy, sztuka miasta stanowi odej-
Scie, odrzucenie - w znaczeniu nadanym przez sytuacjoni-
stow - zatozen spoteczenstwa konsumpcyjnego. Dlatego

tez powinny by¢ postrzegane jako silny protest spoteczny”
(Amselle 2003, s. 983).

Opor, ktéry mozemy skojarzy¢ z fenomenem saotomejskie-
go malarstwa reklamowego, to sztuka ulicy, ale w zadnym
razie sprzeciw wobec konsumpcji. Mimo wszystko -jest to
opér wobec kultury korporacyjnej z jej globalng narracja
na temat identyfikacji z marka. Saotomejskie malarstwo
reklamowe to fenomen ekonomii ludowej z jej koniecznie
lokalnym charakterem i specyfika, ktéra nijak sie ma do
sposobow obrazowania i robienia intereséw, charakte-
rystycznych dla globalnych korporacji. Reklama, o ktérej
piszemy, jest tworzona przez ludzi i dla ludzi zyjacych
w lokalnej spotecznos$ci. Natomiast sposoby obrazowania
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documentada por Jean-Marie Lerat (1990, p. 99): une dolce

vita populaire - “doce vida popular”.

A Fabrica dos Sonhos da pintura publicitaria sdo-tomense

pinta uma fantasia de uma vida despreocupada no tempo

livre onde o homem esta rodeado dos objectos-simbolos

que significam a suficiéncia, ou até fartura da comida e al-
cool. Eis o consumismo alegre que aparece nos letreiros

e murais publicitarios. Eis o consumismo alegre que se

encontra na esfera piiblica apesar de os dados econémicos

s6lidos dizerem que a Ilha de Sdo Tomé e Principe tem

o produto interno bruto per capita que a colocano meio da

segunda centena de paises. Pequenos prazeres vindos do

consumismo alegre - eis a realidade criada pela pintura

publicitaria sdo-tomense.

Porém, néo se trata aqui de simplesmente colocar os em-
presarios sdo-tomenses que publicitam numa tendéncia

global apresentada por Naomi Klein no livro No Logo (2009),
onde se fala sobre a hegemonia das corporagdes interna-
cionais na drea da comunicacéio social. O fenémeno desta

pintura publicitaria pode ser visto mais nas categorias de

uma oposi¢do econémica das camadas populares frente

ainvasdo das corporacdes internacionais. Ndo é uma opo-
sicdo maximalista, erroneamente ligada por Jean-Loup

Amselle com o fenémeno geral de arte de rua:

“Sem duvidanenhuma a arte darua, a arte da cidade, com-
preende um divércio, uma negacéo, no significado lhe con-
ferido pelos situacionistas, das regras da sociedade de con-
sumismo. Por isso mesmo as duas deviam ser percebidas

como o forte protesto social” (amselle 2003, p. 983).

A oposicdo que podemos associar a pintura publicitaria
sdo-tomense, é a arte darua, mas de certeza absoluta ndo
é anegacdo do consumismo. Tal e qual, é uma oposicdo
frente a cultura das corporag¢des com a sua narragéo global
sobre aidentificacdo com a marca. A pintura publicitaria
sdo-tomense é um fenémeno da economia popular com
0 seu necessario caracter e especificidade locais que ndo
tém nada a ver com as formas de retratar e fazer negdcios
caracteristicos para as corporacdes globais. A publicidade
sobre a qual escrevemos é feita pelas pessoas e para as
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people. The dream factory of the Sdo Toméan advertise-
ment painting creates a fantasy about living a free life
in free time, during which one is surrounded by objects-
symbols denoting affluence or even satiety of food and
alcohol. This is cheerful consumption that is depicted
on advertising signboards and murals. This is cheerful
consumption that can be found in the Sdo Toméan public
space despite hard economic data, according to which Séo
Tomé and Principe is ranked as around the 150" country
in terms of the gross domestic product per capita. Little
joys of cheerful consumption - this is the reality created
by the Sdo Toméan advertisement painting.

However, the Sdo Toméan advertisers-entrepreneurs do
not simply join the global trend presented in Naoimi Klein's
work No Logo (2009) in the hegemony of international cor-
porations in social communication. The phenomenon of
this advertisement painting should rather be perceived in
the categories of some economic resistance of the common
people to the pressure exerted by international corpora-
tions. This is not maximalist resistance, associated incor-
rectly by Jean-Loup Amselle with street art in general:
“Without a doubt, street art or urban art presents a devia-
tion or subversion, in the Situationist sense of the terms,
of the certainties of consumer society. It must thus be
seen as strong social protest” (amselle 2003, 983).

Resistance that we can associate with the phenomenon of
the Sdo Toméan advertisement painting is street art, yet
under no circumstances is it opposition to consumption.
Nevertheless, it is indeed resistance to the corporation
culture with its global narration on the subject of brand
identity. The Sdo Toméan advertisement painting is a phe-
nomenon of popular economy, with its necessarily popular
character and specificity which bears no relation to man-
ners of depicting and doing business that are typical of
global corporations. The advertisements we are writing
about are produced by the people and for the people who
live in the local community. The manners of depiction
presented in the Sdo Toméan advertisement painting are
characterised by - as Rob Floor (2010,7) defines - “casual
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Reklama, o ktorej piszemy, jest
tworzona przez ludzi i dla ludzi
zyjacych w lokalnej spotecznosci.
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e para as pessoas gue vivem na
comunidade local.
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obecne w saotomejskim malarstwie reklamowym charak-
teryzuja sie - jak okresla to Rob Floor (2010,s.7) - ,zwykta,
codzienna niedoskonatoscia” (casual imperfection), tak
odmienna od ,perfekcji” reklamy zachodniej, przedsta-
wiajacej rzeczywistosé bez chocby jednej zmarszczki.
W tym kontekscie warto zadac pytanie o przysztos¢ ma-
larstwa reklamowego, o ktérym Floor (2010,s.7) pisze jako
0 ,ginacej sztuce”. Gaurav Mathur wskazuje na globalna
identyfikacje produktu, agresywny marketing, szok kultu-
rowy, nowe technologie druku, nowg, niespotykana skale
reklamyi globalna uniformizacje jako zagrozenie dlare-
klamy rzemieslniczej (Mathur 2005,s.87). Coca-colonization ma
negatywny wptyw nareklame rzemieslnicza takze przez
»darmowe” reklamy oferowane przez globalne korporacje
(Mathur 2005,s. 87). Casus opisywany przez Mathura dotyczy
krajow rozwijajacych sie i polega na starciu globalnego
dizajnu z lokalna reklama rzemieslniczg, ktéra uznana jest
za podrzedna, za ,nie-dizajn” (nondesign), takze dlatego,
ze tworzona jest przez osoby bez formalnego wyksztat-
cenia (Mathur 2005,s.87). W takiej sytuacji krajobraz miasta
staje sie polem bitwy, na ktérym lokalny szyld takiego czy
innego matego biznesu staje do nieréwnej walki o uwage
przechodnia z pelnoformatows, petnokolorowa i podswie-
tlana reklamag (Mathur 2005, s.79-80). Podobny proces zaczyna
sie na Wyspie Swietego Tomasza i przyjecie globalnych
strategii wizerunkowych widaé¢ cho¢by na przyktadzie
kampanii zewnetrznych cst i Unitel (212, 213).

Proces ten, zwigzany z nowymi technikami druku, a takze
ze skala przemystu reklamowego, powoli dostrzegaja tez
twércy z Wyspy Swietego Tomasza. Jak méwi Celestino
Margal:

c.m. To wielki problem. JesteSmy wrecz otoczeni przez firmy,
ktére wprowadzajg do kraju druk cyfrowy. I wiekszos¢ oséb
zwraca sie do nich, wiekszo$¢ bardziej lubi druki reklamowe
na banerach. Niemniej to nie jest nasz problem.

A.w. Dlaczego ludzie wolq reklame na banerach niz tworzong
ludzkg rekg?

c.m. Klienci uwazajq jq za tadniejszq i bardziej praktyczng.
Ale ona ma niskg trwato$¢. [...] Szyldy drukowane cyfrowo sg
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pessoas que vivem na comunidade local. As formas de
retratar presentes na pintura publicitaria sdo-tomense,
por sua vez, caracterizam-se, como o diz Rob Floor (2010, p.7),
“por uma imperfeicao simples e diaria” (casual imperfection),
tdo diferente da “perfeigdo” da publicidade ocidental que
retrata a realidade sem sequer uma ruga.

Neste contexto vale a pena colocar a pergunta sobre o futu-
ro da pintura publicitaria, sobre a qual Floor (2010,p.7) escre-
ve como “aarte em vias de extingdo”. Gaurav Mathur indica
aidentificacdo global de um produto, marketing agressivo,
choque cultural, novas tecnologias de impressédo, nova e até
agoranunca vista estima da publicidade e a uniformizagdo
global como ameagas a publicidade artesanal (Mathur 2005
p.87). Cocacolonizacdo (cocacolonization) tem umainflu-
éncia negativa sobre a publicidade artesanal por causa
de antnciospublicitarios oferecidos pelas corporagdes
globais (mathur 2005, p. 87). O caso descrito por Mathur tem
aver com os paises em desenvolvimento e tem a ver com
o choque entre o design global e a publicidade artesanal
local que é vista como inferior, como “néo design” (non-
design). Entre varias razdes, também pelo facto de que
é feita pelos criadores sem devida formacé&o (mathur 2005,
p.87). Nesta situacdo a paisagem duma cidade torna-se num
campo de batalha onde o letreiro local de um negécio pe-
queno enfrenta uma publicidade num formato grande, de
cores e com luzes, numa luta desigual pelo cliente (Mathur
2005, p.79-80). Um processo semelhante surge nailha de Sédo
Tomé e vé-se que as estratégias de identificacdo globais ja
aparecem nos outdoors da csT e Unitel - 212, 213.

Este processo liga-se com as novas técnicas de impressao,
bem como com a escala da industria publicitaria, o que os
criadores da IlTha de Sdo Tomé também percebem. Como
confirma Celestino Marcal:

c.M. Isso é um problema grande. Nés estamos cercados por
empresas que vém e criam digital impressdo no pais. E maioria
das pessoas agora aplicam para eles, gostam mais de publici-
dade de vinil. Mas ndo ha problema para nos.

A.w. Porque pessoas gostam mais destas publicidades feito de
vinil, sem toco de mdo?
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imperfection”, which is very different from the “perfection”
of Western advertising that presents the reality without
asingle wrinkle.

In this context, it is worth asking about the future of
advertisement painting, which Floor (2010, 7) describes
as “dying art”. Gaurav Mathur indicates the following
threats to craft advertising: global product identification,
aggressive marketing, culture shock, new technologies
of print, a new, unprecedented scale of advertising and
global standardisation (mathur 2005, 87). Cocacolonisation
has anegative influence on craft advertising also because
of “free” advertisements offered by global corporations
(Mathur 2005, 87). The case described by Mathur concerns
the developing countries and is based on a clash between
the global design with the local craft advertisement that
is perceived as subordinate, “nondesign”, also because it
is produced by people without formal education in the
field (mathur 2005, 87). In this situation, the city landscape
becomes a battlefield on which a local signboard of this
or that small business is involved in an uneven fight over
the passer-by’s attention with a large-format, full-colour
and illuminated advertisement (mathur 2005,79-80). A similar
process begins in Sdo Tomé Island, where the adoption of
global image strategies can be observed, for example, in
the outdoor campaigns of cst and Unitel (212, 213).
Related to new techniques of printing as well as the scale
of the advertising industry, the process is slowly being
noticed by the creators from Sdo Tomé Island. As Celestino
Marcal states:

c.m. Itis a huge problem. We are surrounded by companies that
introduce digital printing into the country. And the majority of
people go to them, the majority likes advertisements printed
on banners. Still, it is not our problem.

A.w. Why do people prefer advertisements on banners than
those created by hand?

c.m.Customers find it nicer and more useful. But it is of low
durability. [...] Digitally printed signboards are weak, and an
artist can produce a similar but more durable work. So it does
not affect us much, because I can do this too...
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stabe, a artysta moze stworzy¢ podobng prace, ale z wiekszg
trwatoscig. Wiec nas to mocno nie dotyka, bo i ja tak potrafie...

Dla Marcala problem lezy w trwatosci reklamy wykonanej
z wykorzystaniem nowych technik druku, ale - naszym
zdaniem - przewaga reklamy rzemieslniczej lezy zupelnie
gdzie indziej - chodzi o jej forme, o wymiar artystyczny
ispoteczny, a takze o to, ze reklama rzemieslnicza nie jest
tak inwazyjna forma komunikacji spotecznejinie zasmie-
ca przestrzeni publicznej tak, jak robia to wielkoforma-
towe billboardy. Z kolei Mathur, oceniajac do§wiadczenia
krajow rozwijajacych sie, postuluje przedstawianie tego,
co lokalne, z wykorzystaniem nowych narzedzi - takie
rozwiazanie jednak nas nie przekonuje. Przyktad malar-
stwareklamowego na Wyspie Swietego Tomasza dobitnie
pokazuje, ze ludzki wymiar reklamy mozna zachowac
tylko woweczas, gdy stosuje sie tradycyjne techniki. Szyld
lub mural reklamowy stworzony przez lokalnego artyste
dla lokalnego interesu wydaje sie nam bardziej ludzki
niz narzucajaca sie globalna kampania takiej czy innej
globalnej marki.

Pozostaje ostatnia kwestia, ktérej nie mozemy nie poru-
szy¢. Chodzinam o to, co juz sygnalizowaliSmy wczesniej,
ze opisywany przez nas fenomen mozemy postrzegac jako
lokalny przejaw globalnego trendu modernizacji. Takie
spojrzenie jak nasze nie jest oczywiscie niespotykane.
Gitti Salami i Monica Blackmun Visona we wstepie do
A Companion to Modern African Art pisza:
~Nowoczesnos$¢ przybrata wiele postaci. Moze by¢ poj-
mowana jako wylonienie sie - po wiekach globalnego
handlu - kosmopolitycznej perspektywy zaadaptowanej
przez kultury lokalne, negocjujace ze soba w oddaleniu
geograficznym i poprzez otchtanie gtebokiej niekompa-
tybilnosci pojecia kultury. Wymianie kultury materialnej
towarzyszyta kulturalna translacjal...]. Nowoczesne akty
ekspresji maja tak wiele lokalnych czy regionalnych od-
mian, jak sama nowoczesno$¢” (salami, Visona 2013, s. 3).
Skomplikowane relacje pomiedzy przedmiotami w ich
wymiarze temporalnym stanowia odniesienie dla pojecia
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c.m. Clientes consideram que fica mais bonito, mais pratico.
Mas dura pouco [...] Esta placa foi feita digitalmente mas eu
fiz a mao.

Para o Marcal o maior problema tem a ver com a durabili-
dade da publicidade feita com novas técnicas de impresséo,
mas nés achamos que a superioridade da publicidade arte-
sanal é outra, pois se trata da forma, da dimenséo artistica
e social e ainda de facto de que a publicidade artesanal nédo
é uma forma de comunicacéo social tdo invasiva e néo
polui a esfera ptiblica de modo como o fazem os grandes
painéis publicitarios. Mathur, por sua vez, ao avaliar as
experiéncias dos paises em desenvolvimento, sugere re-
tratar aquilo que é local, mas com ferramentas novas. Esta
solucéo, porém, ndo nos convence. O exemplo da pintura
publicitaria nailha de Sdo Tomé néo deixa dividas no que
diz respeito ao facto de que se possa manter a dimenséo
humana da publicidade s6 se se recorrer as técnicas tra-
dicionais. Um letreiro ou um mural publicitario criado por
um artista local para um negocio local parece-nos mais
humano do que a campanha global invasiva de uma ou
outra marca global.

Resta uma altima questdo que ndo podemos ignorar. Trata-
-se de algo que ja assinalamos - o fenémeno por nés des-
crito pode ser visto como uma realizacio local de uma
tendéncia global de modernizac&o. O nosso ponto de vista
ndo é Gnico. Gitti Salami e Monica Blackmun Visona na
introducéo ao livro A Companion to Modern African Art
escrevem assim:

“A modernidade tem muitas formas. Pode ser percebida
como o surgimento, depois de séculos da venda global, de
uma perspectiva cosmopolita adaptada pelas culturas lo-
cais que negoceiam entre sina situacio de distanciamento
geografico e através dos abismos profundos da incom-
patibilidade do conceito da cultura. Na troca da cultura
material sempre esteve presente a translagio cultural[...]
Os actos modernos da expressdo tém tantas variedades
locais ou regionais, quantas tem a prépria modernidade”
(Salami, Visona 2013, p. 3).
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For Marcal the problem lies in the durability of adver-
tisements that are produced with the use of new print-
ing techniques. In our opinion, however, the advantage
of craft advertising depends on a different thing - it is
about its form and artistic and social dimension as well
as the fact that craft advertising is not such an aggres-
sive form of social communication and it does not spoil
the public sphere in the way large-format billboards do.
By contrast, judging experiences of the developing coun-
tries, Mathur calls for representing the local with the
use of new tools - this solution, however, does not con-
vince us. The example of advertisement painting in Séo
Tomé Island indicates clearly that the human dimension
of advertising can only be preserved when traditional
techniques are used. A signboard or advertising mural
created by alocal artist for alocal business seems to us
more human than an importunate global campaign of
this or that global brand.

There is one last issue we cannot omit. It has already been
indicated that we can perceive the described phenomenon
as alocal manifestation of the global modernisation trend.
Our perspective is not of course unusual. In the introduc-
tion to A Companion to Modern African Art, Gitti Salami and
Monica Blackmun Visona write:

“Modernity has taken many forms. It may be understood
as the emergence - after centuries of global commerce
- of cosmopolitan outlooks adopted by local cultures
negotiating with one another across vast geographic
distances, and across gulfs of profoundly incompatible
cultural conceptions. Exchange of material culture has
been accompanied by trade partners’ cultural transla-
tions[...]. Modernism, modernity’s expressive aspect, has
as many local and regional variants as modernity itself”
(Salami, Visona 2013, 3).

The complicated relationships between objects in their
temporal dimension constitute a point of reference for the
definition of modernity (picton 2013, 311), or in other words
- it is difficult to determine what modernity is since it
continues to be in a permanent state of changes, in the
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nowoczesnosci (Picton 2013, s.311), a méwiac wprost - trudno
okresli¢, czym jest nowoczesnos$¢, gdyz pozostaje ona per-
manentnie w procesie zmian, w procesie postepu. Z naszej
perspektywy, cho¢ moze zabrzmiec¢ to jak oksymoron,
fenomen saotomejskiego malarstwa reklamowego jest
z gruntu nowoczesny, moze wrecz stanowic czes¢ tradycji
nowoczesnosci. Jest to dzieto otwarte i znaczacy element
saotomejskiego pejzazu kulturowego - zaré6wno pejzazu
wyspy, jakipejzazu semiotycznego spoteczenistwa Wyspy
Swietego Tomasza.

PL

Asrelagdes complexas entre os objectos na sua dimenséo
temporal sdo um ponto de referéncia para a modernidade
(Picton 2013, p. 311), Oou seja, é dificil dizer o que é a moderni-
dade porque ela esta a sofrer um processo perpétuo de
mudangas, de progresso. Do nosso ponto de vista, embora
possa soar como um oximoro, o fenémeno da pintura pu-
blicitaria sdo-tomense é nas suas raizes moderno, pode até
fazer parte da tradicdo moderna. E uma obra aberta e um
elemento significativo da paisagem cultural sdo-tomense.
Tanto da paisagem dailha, como da paisagem semiética da
sociedade da ilha de Sdo Tomé.

PT

process of development. From our perspective, although
it may sound as an oxymoron, the phenomenon of the Sdo
Toméan advertisement painting is thoroughly modern, it
may even be a part of the tradition of modernity. It is an
open work and a significant element of the Sdo Toméan
cultural landscape - both the landscape of the island and
the semiotic landscape of its society.
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