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ABSTRACT

This dissertation analyses the role of the Modern Art Centre (CAM) of the Calouste
Gulbenkian Foundation (FCG) in reshaping Lisbon’s culturalscape from the early 1980s to
the early 2010s by establishing a dialogue between the CAM’s activities and the Lisboan
socio-political, educational, and cultural-artistic contexts.

The research, accounting for the transitional aspect of those contexts throughout the
years, delineates a trajectory of Lisbon’s (and Portugal’s) development in the fields of artistic
and cultural accessibility and democratisation as well as consumption and fruition. This de-
lineation, which includes a review of the respective European and North-American develop-
ments as contextualisation, starts by encompassing the periodssitdu® Novalictatorial
regime— highlighting the FCG’s role in devisg new cultural policies and in initiating a
modernisation process and the period of the 1974 Revolution in Portugahderlining
the relevance of counter-cultures in the redefinition of artistic and academic pracsoes
as to depict the Portuguese and international cultural realities which preceded (and greatly
influenced) the CAM’s constru(ct)ing processes.

The analysis seeks to explain how the CAM, as a reflection of and a response to those
realities, would become a paradigm-shifting elemenhiwit.isbon’s artistic and cultural
landscapes, as well as a key feature of the required ahmriting between modernity’s
objectives and postmodernity’s symbolical values (v. Santos, 2013[1994]). The research
then focuses on exploring the CAM’s rolegstablishing an exhibitionary complex (v. Ben-
nett, 1999) conducive to supporting a cultural transition between late modernity and post-
modernity in the 1980s, and helpful in mediating globalisation’s processes from the late
1990s onwards.

The dissertatioaims, thus, at understanding and demonstrating how the CAM’s agency
within the culturalartistic field indelibly reshaped Lisbon’s culturalscape, i.e., how the CAM
embodied social-political, urban-museological transformations and, thus, contributed to re-
shaping the citizens’ artisticultural behaviours and therefore their cultural identitiesit

pivotal moments of urban and national redefinitions.






REsSUMO

Esta dissertacdo analisa o papel do Centro de Arte Moderna (CAM) da Fundacao Ca-
louste Gulbenkian (FCG) na remodelagéo da paisagem cultural de Lisboa desde o inicio da
década de 1980 até ao inicio da década de 2010, estabelecendo um dialogo entre as activi-
dades do CAM e os contextos socio-politicos, educacionais e artistico-culturais lisboetas.

A pesquisa, levando em consideracdo o aspecto transitério desses contextos ao longo do
tempo, delineia uma trajectéria do desenvolvimento de Lisboa (e de Portugal) nos campos
da acessibilidade, democratizacdo, consumo e fruicdo artisticas e culturais. Esta delineacao,
gue inclui uma revisdo dos respectivos desenvolvimentos Europeus e Norte-Americanos
como forma de contextualizagdo, comeca por abranger o periodo do regime dictatorial do
Estado Novo- realgando o papel da FCG na concepcao de novas politicas culturais e no
iniciar de um processo de modernizagao periodo da Revolucao de 1974 em Portugal
sublinhando a relevancia das contra-culturas na redefinicdo das praticas artisticas e acadé-
micas—, de forma a retratar as realidades culturais portuguesas e internacionais que prece-
deram (e em grande medida influenciaram) os processos de constru¢cdo mental, social e ma-
terial do CAM.

A andlise procura explicar como o CAM, enquanto reflexo dessas realidades e resposta
as mesmas, se tornaria um elemento de mudanca de paradigma dentro das paisagens artisti-
cas e culturais lisboetas, bem como uma caracteristica chave do necessario curto-circuito
entre os objectivos da modernidade e os valores simbdlicos da pés-modernidade (v. Santos,
2013[1994]). A pesquisa centra-se, entdo, em explorar o papel do CAM no estabelecimento
de um complexo exibicionario (v. Bennett, 1999) conducente ao apoio de uma transicao
cultural entre a modernidade tardia e a p6s-modernidade na década de 1980 e Gtil na media-
céo dos processos de globalizacédo a partir do fim da década de 1990.

Esta dissertacdo tem, assim, como objectivo perceber e demonstrar a forma como a ac-
¢do do CAM no campo artistico-cultural remodelou indelevelmente a paisagem cultural de
Lisboa, i.e., a forma como o CAM encarnou transformacdes socio-politicas e urbano-muse-
oldgicas e, assim, contribuiu para remodelar os comportamentos artistico-culturais dos cida-
daos- e consequentemente as suas identidades cukueenisnomentos cruciais de redefi-

nicbes urbanas e nacionais.
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Unknown title (Entrada)[Entrance], Amadeo de Souza-Cardoso, 1917
Piece by the artist who came to define the CAM aesthetics from the moment of its very inception



1. ENTRADA [ENTRANCE]

One sometimes feelseespecially in the area of culture and cultural histories and critiques
—that an infinite number of narrative interpretations of history are possible, limited only
by the ingenuity of the practitioners whose claim to originality depends on the novelty of

the new theory of history they bring to market. It is more reassuring, then, to find the regu-

larities hypothetically proposed for one field of activity (e.g., the cognitive, or the aes-
thetic, or the revolutionary) dramatically and surprisingly “confirmed” by the reappear-
ance of just such regularities in a widely different and seemingly unrelated field [...].
(Jameson, 1984: 179).






1.1. CULTURALLY , ARTISTICALLY , MUSEOLOGICALLY :

METAMORPHOSING THE URBAN CULTURALSCAPE

Museums are wonderful, frustrating, stimulating, irritating, hideousgsh patronizing, serendipi-
tous, dull as ditch water and curiously exciting, tunnel-visioned yet potgntigibnary.
(Boniface and Fowler, 1993: 118).

What a museum is attempting to achieve has become more important than what it is.
(Hudson, 1999: 371)

[T]he accumulated cultural glamour and visibility of the city’s symbolic econasitty museums at
the center, play an important role in the construction of place h@ddut-up space of distinctive
signs” known as the postmodern city (Baudrillard, 1993:.77)
(Prior, 2013: 513)

This dissertation aims at understanding the role of the Modern Art Centre (CAM) of the
Calouste Gulbenkian Foundation (FCG) in the reshapihgsbbn’s culturalscap&om the
early 1980s to the early 2010s. The dissertation will look to develop a discussion sustained
by cultural theories, deep-rooted in the field of Culture Studies, seeking thus, to comprehend
multi-levelled and multi-sourced information and topour it into a narrative of critical analysis
of the objects and realities at hand. In this dissertation, the discussion of Culture, Art, and
Representation theories, informed by theories in the fields of Sociology, Philosophy, An-
thropology, and History, will be constantly entwined with the analysis of the object(s) and
respective contextual realities. Therefore, every chapter will simultaneously be a theoretical
and an analytical chapter, as this dissertation aims at directly incorporating the study of the
proposed objects and realities into the discussion fostered by the relevant and appropriate
theoretical issues. The theory will, thus, frame the analysis while at the same time the anal-
ysis will allow for a revision and discussion of the theory.

Understanding the intricate connection between art museums, the (trans)formation of
cultures, and the urban experiercgich as each topic has been debated in varied theoretical
fields, from modernity to postmodernity, by philosophers, scholars, and theorists, namely

Michel Foucault, Walter Benjamin, Mieke Bal, David Harvey, Fredric Jameson, Eilean
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Hooper-Greenhill, and Tony Bennettrequires thorough reviews, analyses, and debates of

the different contexts of each topic so that a multi-perspectival, polymeric framework
emerges into view. The delineation of that framework will take into consideration the sig-
nificant metamorphoses underwent at socio-economic, historic-political, and educational-
cultural levels in Western development for the last 70 years, focusing specifically on how

those changes impacted the museological field and vice-versa. As Museum Studies scholar

Kylie Message points out,

[tlhese shifts are practical (caused by changes within professional mussticepand
cultural policy), theoretical (a result of the increasing apprtpricof museums by
scholars of cultural studies) and symbolic (connected to the changing relationship be-
tween the museum, the state and other authoritative organisations). Theyeserned
by a clear articulation of the relationship between the museum as discursive model and
the various discourses that have appropriated it as a signifier of sometginiylain-
taining this distinction between museum and metaphor is important betafisesiyet
another framing device to provoke and structure analysis of the inter-implicatientev
between these terms. This may contribute to understanding the role ipjasteztoric
in the construction of social and cultural meaning beyond the space of the exhibition.
(Message, 2006: 8-9).
The main arguments that will be developed throughout the dissertation derive from the anal-
ysis of the aforementioned shifts and will revolve around the central question regarding the
pivotal role that art museums play in the mediation between the operative notions of cultures,
arts, the State, cosmopolitanism, urban environments, and (cultural) citizenship and identity.
Within the framework of the FCG's creation in the 1950s, the CAM (itssttoction,
its collecting and exhibiting practices, its (co-)productions and publicationgelbas its
other activities) will serve as the central case study for the analysis of those practical, theo-
retical, and symbolical shifts within the Portuguese museological realities since the mid-

1970s. As such, the main goals of the dissertation are the following:

a) To understand, through the specific case of the FCG and of the CAM, how artistic
and cultural institutions relate to and (re)shape the urban socio-cultural environment;
as the first of their kind in Lisbonthe FCG was Lisbon’s first cultural centre and

the CAM was the first modern art museum and art centre (in Lisbon, in Portugal,

1 V. Foucault, 1967; 1969;1970; 1984; 1988; 1991[1977]; 19989;12008[1967]; Benjamin, 1999; 1999-
2004, 1999a; Bal, 1992; 1996 1999; 2002; Harvey, 1994; Jamk3a8; 1984; 1984a; 1993; Hooper-Green-
hill, 1989; 1992; 1994, 1999a; 1999b; 1999c; 1999d; 1999¢; 12000; 2004, Bennett, 1992; 1998[1995];
1999; 2013.
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and in the Iberian Peninsula)the FCG and the CAM are ideal case studies to ex-
plore the different levels at which the two-way metamorphosis effect takes place
between an art space and the city;

b) To establish multi-layered connections between socio-economic-political events/re-
alities and the artistic-cultural transformations which cause and/or ensue from them
—be it situations where the introduction of new cultural policies/politics brings about
change in the socio-economic structure, or situations where new political and/or so-
cio-economic frameworks lead to a change in the artistic-cultural infrastructural
scene- and, thus, to explore the links between the formation of cultural citizenship,
artistic-cultural production, and cultural policies;

c) To conduct an analysis on how the CAM, as heterotopia (v. Foucault, 2008[1967]),
did not limit itself to offering a modern-type experience of art contemplation and
consumptionbut rather became Lisbon’s tirsiuseological space which elicited a
“phenomenology of mingled reactions” (Jameson, 1998: 118);

d) To investigate, through its collection(s), exhibitions, publications, and other activi-
ties, the CAM’s discourses on national and international modern andrgm ey
art, in order to infer and situate its role in the meaning-making process of the Portu-
guese artistic and cultural panorama of the last three and a half decades;

e) To examine the CARS history and evaluate to what extent it demonstrates the ac-
complishment of a ‘shorcircuiting’ (v. Santos, 2013[1994]) of modern objectives
and postmodern symbolical values in the Portuguese contexts from the late 1970s to
the early 2010s;

f) To contribute to a further acknowledgment of the defining role that artistic and cul-
tural institutions play in the (re)shaping of urban culturalscapes and, consequently,
the role they play in the continuous transformation(s) of: cultural identities; form(at)s
of artistic production; methods of academic research; mechanisms of transnational

and multicultural interactions; and ways and opportunities for intellectual output.

In order to fully grasp the CAM’s role of mediator and motivator of the (trans)formations
of culture(s) and urban experiences in the city of Lisbon, it will first be necessaryt® loca
and ground some of the key concepfart, culture, city, culturalscapethat will be used

throughout the dissertation as essential elements within the main theoretical discussions.
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Given the broad multi and interdisciplinary- scope that each concept can be imbedded in
and/or observed from (v. subchapter 1.2.), and since the dissertation will encompass socio-
cultural realities spanning over eight decades, each chapter, subchapter, and section will fo-
cus on presenting and analysing the specificities of the respective concepts andftopic
discussion within their determinate historical timeframe (v. subchapter 1.3.). Nevertheless,
and in spite of the defining relevance of the metamorphic effect of contexts, the concepts of
art(s), culture(s), city/cities (and citizenship(s)), and culturalscape(s) are connected at fun-
damental levels which allow for an epistemological arch to be formed as a result of the in-
terdependent analyses of their interaction and consequent transformations.

The concepts of art and culture have always had a strong connection, partly because the
designations of both intertwine and influence each other. Culture is a broad concept that can
range from subjective values, behaviour models, and forms of thinking, to definitions en-
compassing notions regarding the repository of knowledge and techniques, history, and so-
cial heritage. The general meaning and sense of the word culture, which in many respects is
used as the definition of the concept in its most pragmatic applications, states that culture
can be seen as any action which human beings perform over humanity and its environment
with the intent to improve its qualities and promote the development of the spirit (namely
languages, arts, and sciences). Thus, both everyday as well as occasional sticie$ prac
weigh strongly upon the (trans)formation of culture. The ways of proceeding are altered
according to specific social situations, which, in their turn, have a strong impact upon the
ways of living and experiencing cultural outcomes. By observing the division contended by
Raymond Williams between ideal culture (pertaining to the spirit and nestled upon the ideal
of perfection), document culture (the gathering of memories, records, and documents of hu-
manity), and social culture (everyday life practices) (cf. Williams, 1996), onercierstand
the comprehensive character of culture in the sense that it encompasses all of human practice,
swaying between a totalising and a residual framework, between an anthropological-social-
ethnographic sphere and an ethic-aesthetic sphere (cf. Morin, 1975). Museum studies scholar

Eilean Hooper-Greenhill highlights the fact that

Raymond Williams’s definition of culture as a ‘realised signifying system’ seeks to fo-
cus specifically on those aspects of social life that work to canstraaning. If we
understand culture in this way, as a materialised system for constructing meaning, then
communication is an integral element. Culture is understood as constructed through pro-
cesses of communication [...] [which in tuand describe[d] [...] as a series of pro-
cesses and symbols whereby reality is produced, maintained, repaired aodn@hsf
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‘Reality’ has no finite identity, but is brought into existence, is produitegough com-
munication. As beliefs and values are represented through cultural symbais,(wo
maps, models), so ‘reality’ is construct&ymbolic systems (art, journalism, common
sense, mythology, science, museums) shape, express and convey our attitudes and in-
terpretations of our experience.

(Hooper-Greenhill, 2004: 565).

As such, culture-in the terms it will be discussed throughout this dissertatan also
be what ZygmunBauman calls the result of “a reflection on practices which are themselves
selfreflective” (Bauman, 2010[1978]: 1BMAs one of the most acute and pressing examples
of those practices, art is an integral part, and quite a significant one, of the differentconcep
of culture mentioned so far. It is considered to be the process and product of the development
of something that appeals to the senses and emotions and, thus, stands out in between all
other forms of cultural expression. Artistic expression, from visual arts, to performance art,
cinema and literature, is a central and crucial elemehtimanity’s cultural development
The relationship established between art and culture is a rather relevant one, as art and cul-
ture are central elements of human activity, both depending on codes and technologies, both
with an enormous ability to promote a sense of individuality and a sense of communal share
—and thus, a sense of identiysubject to processes of learning inherent to habits, customs,
innovations, and ruptures. Therefore, any changes that take place in one of the fields inevi-
tably lead to a chain reaction in the other filed. The complex and dependent inter-relation
that exists between art and culture creates mutual interferences, transformations, and adap-
tations by both spheres alone and with(in) each other.

The presentation of arta crucial cultural phenomenon of contemporary societiss
quite often dependent on the institutional organisation of events. As art curator and critic
Hou Hanru has highlighted, “if the artwork is to be effectively presented, it needs to be part
of an art event. [...];] [t]o hold an event, the institution is an indispensable physical condi-
tion [...] because [it] is the central element in the power system [...] that defines the notion
and boundary of art itself” (Hanru, 20036). The role of the museum as an artistic and
cultural institution in the creation and designing of art events has underwent different trans-
formations, placing it withiits contemporary role as “an integral part of engaging audiences
in the production of culture and social change” (Rectanus, 2013: BB&eum Studies
scholar Flora Kaplan emphasises the fact that museums are social institutions, the products

and agents of political and social change, and that, as a result of culturally constructed pro-
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cesses, the identities and meanings created by museums create in their turn a system of cul-
tural representation (cf. Kaplan, 1994; 20183.“complex institutions with long and spe-
cific histories that engender in them often contradictory fordes] distinction and popu-
lism, publc duties and private influences, speeding up and slowing down’t(P@b3: 521)
—museums simultaneously reflect and shape different levels of artistic-cultural development
as well as its socio-political contexts. The interconnection and interaction betwess,cult
art, and the urban museological spaces where these are constru(ct)ed, (trans)formed,
claimed, and debatedirengthens the relevance and importance of “confront[ing] some of
the more complex and refractory issues affecting urban and museologicéblde; justi-
fying the research goals of this dissertation. Moreover, the fact that post-industrial cities and
contemporary museums “continue to elicit features and contain behaviours central to the
modernist writings of Benjamin and Simmel, shows how complex the coexistence of histor-
ical trends and cultural presses is”ibid.). These complexities are at the foundation of the
definition of one othe dissertation’s kegoncepts, that of culturalscape.

The conceptculturalscapewill be used throughout the dissertation to describe the over-
all configurations and transformations of cultural phenormeufaartistic, social, urban, and
museological naturesin the city of Lisbon. The theoretical framework supporting the uti-
lisation of the term culturalscape originatesm Arjun Appadurai’s definition of the suffix

—scape and its applicability to other terms:

[tlhe suffix-scapeallows us to point to the fluid, irregular shapes of these landscapes,
shapes that characterize [.[The usage of] the common suffigcapealso indicate[s]
that these are not objectively given relations that look the same frem angle of
vision but, rather, that they are deeply perspectival construces;tiedl by the historical,
linguistic, and political situatedness of different sart actors [...].

(Appadurai, 1996: 33).

The term culturalscape aims, thus, at summarising the varied levels of differences, similari-
ties, and contrasts, which make up the ongoing complex transformation of an urban space
vis-a-visits artistic, socio-cultural, and museological realities throughout history. The use of

the concept in this research focuses particularly on the ways in which a given museological
entity can contribute to the formation of an urban cultural landscape, i.e., a landscape of
artistic-cultural behaviours that are continuously taken on, sustained, and developed by the
people inhabiting the city; a landscape which, albeit fluid, characterises and, in many ways,

shapes cultural citizenship(s) and identity(ies). The use of culturalscape as an explicative
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concept focuses also on the aforementioned complexities regarding the autopoietic nature of
the symbiotic relationship between city and art museum as each one faced the tramsition fr
modern models to postmodern models of designing and functioning at material and imma-
terial levels.

The key concepts here briefly addressed will be the basis of the work developed through-
out the dissertation, as the research aims to understand the role of the CAM in culturally,
artistically, and museologically metamorphosing Lisbon’s culturalscape. Since -aistic
tural urban transformations tend to go hand-in-hand with socio-political and educational-
academic changes, two main fields of studies will be put forward in order to comprehend the
varied theoretical and conceptual scopes required for the proposed analysis and investiga-

tion: Culture Studies and Museum Studies.



1.2. CULTURE STUDIES AND MUSEUM STUDIES: THEORETICAL AND METHODOLOGICAL

FRAMEWORKS IN MULTI (AND INTER)DISCIPLINARY DIALOGUES

The key question to ask of any literary work, Walter Benjamin once argued, is notskevds
vis-a-visthe productive relations of its timedoes it underwrite them or aspire to their revolution-
ary overthrow?- but how it standsvithin them. [...] [T]he key questions to pose of any cultural

politics are: how does it stand within a particular cultural technology? whagreifice will its pur-

suit make to the functioning of that cultural technology? in what new directions$ palhi it? And

to say that is also to begin to think the possibility of a politics whighttéke the form of an ad-
ministrative program, and so to think also of a type of cultural studi¢swiiaim to produce
knowledges that can assist in the development of such programs rather thaslgicdigsive to
organize subjects which exist only as the phantom effects of its own rhetorics.

(Bennett, 1992: 28-29).

In academia, scholars found that curating and/or reviewing and writing about exhibémhmu-
seums offered new opportunities to engage with key questions of power and padititi/in con-
temporary society. [...] [M]Juseums artkde identities they created were recognised in the litera-
ture, despite criticism, as important nexuses of politics and cultuheistudy of contemporary
society and its discontents.
(Kaplan, 2013: 166).

The thesis which is put forward in this dissertation will be discussed following a holistic
approach combining different theoretical frameworks and methods of cultural analysis. The
overall discursive basis upon which the thesis will be developed and explored is that of Cul-
ture Studies as a meta-disciplinary approach to the analysis of how the cultural grid is con-
structed, as a deciphering programme (cf. Gil, 2008) that intends to foster the mutual under-
standing of the different disciplines it uses while seeking the attainment of a multi-perspec-
tive knowledge regarding the object(s) of study. Throughout the dissertation, concepts and
methodologies stemming from the broad field of cultural theory will be utilised as means for
the establishment of a reciprocal dialogue between Culture Studies and Museum Studies, as
both study fields seek to understand cultural representations as signifying practices (cf. Hall,

1997). As museum and heritage studies lecturer, Rhiannon Mason, pointed out:

10



Culture Studies and Museum Studie
theoretical and methotligical frameworks in multi(anahter)disciplinary dialogues

Influenced by the politics of difference and postmodern relativism, contergpmia
tural theory tends to approach culture from a pluralist perspective migans that cul-
tural theorists talk of cultuserather tharCulture and cultural analyses often focus on
cultural differences. It should come as little surprise, then, that the musenrimsti-
tution that actively seeks to display multiple cultures and to mark outrauttiffer-
ences- should have become a site of prime interest for those interested in cultural the-
ory.[...] [M] useums are public spaces in which definitions of cultures and their values
may be actively contested and debated. Museums materialize values and thpaw the
cesses of meaning-making into sharp relief, and it is for this relagotiéy are of such
interest to cultural theoreticians and museum studies researchers alike.

(Mason, 2013: 18).

Aside from shared researching purposes and objectives, Museum Studies and Culture Stud-
ies also use shared theories, (travelling) concepts (v. Bal, 1996; Neumann and Ninning,
2012), and methodologieand have mutually influenced the other field’s practices.

New museology (cf. Vergo, 1989), as it is addressed nowgdzays be regarded as a
theoretical movement which encapsulates the close connection and interaction that exists
between both field#ccording to Mason, new museology “can be understood as a name for
the branch of Museum Studies concerned with those ideas central to culturdl {Heson,

2013: 23). Put forwarthecause “the ‘old’ museology [...] [was] too much about museum
methods, and too little about the purposes of museums” (Vergo, 198hd)sed as a
means “for the radical reassessment of the roles of museums in&3¢@ayis, 1999: 55),

new museology came to reflect the increasing awareness that museums play a vital role in
the devising and implementation of cultural policies and politics. These renewed perspec-
tives on the political functions of the museum as a space of representation would come to be
explored through the lenses of notions and methodologies conceptualised by contemporary
cultural, literary, and social theorists such as Jacques Derrida and Michel Foucault. As Der-
rida’s work sustaingv. Derrida, 1976; 1978; 1987; Kamuf, 1991), the poststructuralist

stance of much of the cultural theories supporting/supported by Cultural and Culture Studies

2 “As with all such theoretical movements, “new museology” has itself beerpreted differently. Dutch
scholar Peter Van Mensch argues that there have been three diffgiggatimms of the term: in the US
(1950s), the UK (1980s), and France (1980) (cited in Davis 1999P8&#er Davis also points to the links
between “new museology”, ecomuseology, and community muse@aodystresses the international aspect
of the movement developed within the International Council of Museums ()&DNhg the late 1970s and
early 1980s (1999: 56)” (Mason, 2013: 23).

3“The “new museology” (Vergo 1989), which addresses the history ampage of museums through a reflex-
ive and critical practice, has set a research agenda which is receptive to the social sciescesvéidped
an epistemological dimension to museum writing which is sociologiicditlymed about the nature of know-
ing. The work of contemporary social theorists such as Baudrillaré¢abtiuGiddens, and Lyotard informs
the shift in emphasis from the isolated curatorial object toward theauwtnd social contexts within which
the meanings of objects are generated [...]"” (Fyfe, 2013: 43).

11
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came to accentuate the levels in/to which cultural construei@ma by consequence, mean-
ing-making—is not a direct result of the establishment of binary differences and oppositions

(as defended by structuralism), but rather dependent on the context. As Mason highlights:

For poststructuralist-inspired museologists to argue that the meanings o algeict-
separable from the context of their display and interpretation ihi@same as saying
that they are meaningless. Nor does this theoretical direction necelesatity a rejec-
tion of history. On the contrary, it emphasizes the importance of histooicgdxt while
drawing attention to #nconstructed and plural nature of “histories”

(Mason, 2013: 22).

It is exactly to this plurality and to the act of constru(ct)ing histohiasFoucault’svork
draws attention tan its opposition to a ‘total history’ and its proposition of ageneral
history’ instead (v. Foucault, 1969), Foucaulethod for the establishment of a genealogy
of the present (ubid., 1984)-which relies on an archaeological investigation of institutions
—aims at “rethinking [...] the relationship between poaed knowledge, the status of truth,
the politics of [...] subjectivity, and the way that histories are written” (Mason, 2013: 23).
Poststructuralist Foucau&h concepts such as ‘discursive formation’, ‘document’, ‘monu-
ment’ (v. Foucault, 1969)and ‘heterotopia’ (vibid., 1967; 1998; 2008) will be used to
discuss the epistemological qualities of the objects of the case study and to allow for an
analysis of their (re)shaping role within specific historical contexts and cultural frameworks.
Foucault’s notiors of the interconnectedness between knowledge, power, and governmen-
tality are at the foundation of other theoretical and methodological frameworks which will
be employed as analytical tools throughout the dissertatamely Tony Bennett's devel-
opment of the idea of the exhibitionary comglgx. Bennett, 1998[1995]), and Eilean
HooperGreenhill's research on the role of museums in the shaping of knowledge and in the
formation/interpretation of visual culture (v. Hooper-Greenhill, 1992; 2000).

These Foucauldian and Foucault-inspired conceptual models, which have been determi-
nant in the furtherance of cultural, representational, artistic, and social research both in the

field of Culture Studies and in the field of Museum Studies, will be combined with a textual

4 According to art critic Terry Smith, “the idea of “the exhibitionarynmex” —as described by Bennett [v.
Bennett, 1998[1995]; 1999], historicized by Lorente [v. Lorente8],%hd theorized by Duncan and Wal-
lach [v. Duncan and Wallach, 2004], among many othensdergirded the growth of modern art, linked it
to the modernizing city, provoked the avantgarde into existencesudrsgquently sustained modernism for
many decades” (Smith, 2012: 65).
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Culture Studies and Museum Studie
theoretical and methotligical frameworks in multi(anahter)disciplinary dialogues

analysis approa¢hv. Mason, 2013) to the objects and realities addressed throughout the

dissertationIn Mason’s wordsa textual approach

involves reading the object of analysis like a text for its narratruetstes and strate-
gies. [...] The advantage of understanding museums in terms of texts and narratives is
that it moves away from privileging or compartmentalizing a particsaect of the
museum; for example, its building, collections, individual staff, or omgdioinal status.
All these components remain crucial, but a textual approach argues thatubepe
viewed in concert to understand the possible meanings of the museum.

(Mason, 2013: 26-27).

This holistic approach (in)forms the research contents and structures the research methodol-
ogy, as it seeks to attain an understandiofgthe social and historical context[s] within
which museurs are embedded” (Mason, 2013),2&8nd, in so doing, to understand the mu-
seum as &ontact zone’ (v. Clifford, 297; 1999. James Clifford’sapplication of Mary
Louise Pratt’'s concepmif ‘contact zones’ (v. Pratt, 1992) to the musei@i Mason, 2013;
Schorch, 2013), came to argue precisely for the museum’s role as a (re)shaping element of
communal, societal, urban, and institutional relationships. As a contact zone, as a place of
ongoing(trans)formations of art and culture, the museum adopts different “calbllezt-
ing strategies as responses to particular histories of dominance, hierarchy, resistance, and
mobilizatior’ (Clifford, 1997: 213), thus reflecting the museum’s heterotopic characteristics
along with its agency in the establishment of a space for the encounter of multiple discourses.
Given that a textual analysis approach requires the analysis of the museum’s narrative struc-
tures and strategies as well as (and often in light of) the analysis of the social and historical
contexts surrounding/ emerging from the museum, it will be necessary to adopt a hermeneu-
tical practice (v. Dilthey, 1979; Gadamer, 1989; Heidegger, 1962[1927]; 1993[1935]),
where the museum much like Mieke Bal defends regarding art (v. Bal, 1992; 1998)
simultaneously addressed as shaper and reflector of its artistic, social, cultural, and historical
contexts.

The hermeneutical circle nature of Cultutadies, wherethe same signs can be appro-
priated, translated, rehistoricized and read ahe[purporting] cultural difference as an
enunciativecategory (Bhabha 1994: 37, 60), brings with it postmodernist readings of cul-

tural meaning-making. As such, the theories on postmodernism by authors such as Jean-

5 Much like poststructuralism, the textual approach stems from a reinterprepatsemiotics: “[tlhe term
“semiotic” is often used more loosely and has been applied to a vemge of museum critics (for example
Haraway, 1989; Bal, 1992; Duncan, 1995), who take a less tightbtigted approach to their exploration
of how museums function as systems of signification and can desdaxts” (Mason, 2013: 19).
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Francois Lyotard (v. Lyotard, 1984) and Fredric Jameson (v. Jameson, 1983; 1984; 1984a;
1993) will be applied and guide the analysis of the topics at hand. Consequently, the global-
isation, postcolonial, and multicultural theories of scholars such as Boaventura de Sousa
Santos (v. Santos, 2001; 2013[1994]), Homi K. Bhabha (v. Bhabha, 1994), and Arjun Ap-
padurai (v. Appadurai, 1996) will also inform the research and shape its analytical methods.
Sousa Santos’s proposition for a shortuit approach to the transition between modernity
and postmodernity in Portugal will be combined with Bhabha'’s visiora fsansnational
articulation of cultural differences which brings forward-tiatween’ spaces of dialogue
where identities are (trans)formed. Appadurai’s notion of the “tension between cultural ho-
mogenization and cultural heterogenization” (Appadurai, 1996: 32) and of the “disjunctures
between different sorts of global flows and the uncertain landscapes created in and through
these disjunctures’il{id.: 43) will also be applied to the analysis of the role of the CAM
within the development of Lisbon’s cultlscape.The aforementioned theoristahder-
standings of contemporary society, its constitutive elements, and how these came to be (and
are continuously) dialectically and synchronically constru(ct)ed, will support the analysis
and discussion throughout the latter parts of the dissertation.

The research supported by the theoretical framework afore descrliedbased on the
analysis of textual, visual, and multimedia materials, as well as on semi-structured interviews
to the FCG’s and the CAM’s persomyend utilises interpretational and hermeneutical meth-
odological tools. As such, the dissertation is built on the basis of narrative hermeneutics,
aiming at highlighting the two-way interconnectedness between the interpretation of the so-
cio-historical contexts and theterpretation of the discourses created by the FCG’s and the
CAM’s activities exhibitions, and/or publications. The multi-, inter-, and meta-disciplinary
theoretical framework will (in)form the empirical-deductive interpretative analysis con-
ducted on the basis of the research materials, thus translating the theoretical into a method-
ological framework. In fact, the methodological tools used throughout the dissertation are
sustained by the research methods used by the authors whose theories and concepts the dif-

ferent chapters and subchapters are built on.
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1.3. THE ART MUSEUM 'S ROLE IN THE CITY :

A STRUCTURAL REVIEW AND THE STRUCTURE OF A THESIS

For over a century the museum has been the most prestigious and authoritative place for seeing
original works of art. Today, for most people in Western society, the very notdrnitsglf is in-
conceivable without the museum. No other institution claims greater importsacgeasure
house of material and spiritual wealth.
(Duncan and Wallach, 2004: 51)

[T]heorists have recognized the museum’s ontological significance adidtitsctive role in the
making of Western modes of culture and identity. [...] The technologies of the musennanc-

ing “the mobility, stability and combinability of collected items” made collectiorsértters of

calculation and permitted people to see new things (Latour 1987: 225).

It is, therefore, the agency of collection and display that warrants attermtishénblatt-Gimblett
1998). The museum is studied as a modality of showing, of telling, and of mediattiisgctiti-

cally interwoven with divisions of modernity, with generation, class, ethnicitygemder, and
with the formation of global patterns of interdependence and consciousnedsr'®(1996) argu-
ment that the world order is, as it were, realized by means of the ordering ofigamg8glustra-

tion of the museum’s discursive weight”.
(Fyfe, 2013: 45)

Contemporary museums are marked by their variety as well as their increasingyigfléxeir re-
sidual appeal to connoisseurship as well as their homage to consumer culture, ldhairrepro-
ducing social inequalities as well as their increasing democratization. Tthie isontradictory ter-
rain on which museums have adapted for two and half centuries and which continues to make them
such interesting objects of study.
(Prior, 2013: 522)

This subchapter aims at briefly delineating the state of the art of the dissertation’s topics,

seeking to explain how the current state of the research developed in the fields comes to
justify the choices made regarding the dissertation’s strei¢tvhose logics and relevance

will be presented in the latter part of this subchapter). The review of the work that has been

conducted regarding the role of art museums in urban cultame that is deemed pertinent

15



L ENTRADA [ENTRANCE]

to the specific goals of this researelwill be put forward and analysed throughout the dis-
sertation. As such, this brief overview of the state of the art is intended as contextualising.

In recent years there has been a discursive explosion around the concepts of identity,
memory, and the politics of belonging. Issues regarding the notions of culture, community,
and nationality have been widely discussed as complementary concepts in the study of his-
tory, heritage, representation, and cultural identity. In the case of the latter two concepts,
museums have been frequently used as a research field of analysis, not only due to their
institutional power of validation but also due to their ancient role as places of civilisation
where the fundamental truths of morals and societal organisation could be found (cf. Alonso
Férnandez, 2001). While this has contributed to establishing museums as important educa-
tional institutions, the contemporary multicultural, cosmopolitan, and global contexts have
created an environment of greater and deeper meaning regarding the roles museums play (cf.
Coombes, 2004) in the construction and analysis of cultural identity discourses. As it has
been preliminarily argued so far, in constru(ct)ing given cultural identity discourses, art mu-
seums put forward idea(l)s of cultural belonging and of urban identity, and, consequently, of
citizenship. Thus, the role of the art museum in the (re)shaping of a city’s culturalscape
becomes- if not evident in its formats and methodguite apparent in its effects, as the art
museum institutionales its symbolical power, becoming a synonym of the city’s art and
culture.

Since the early 1980s, several studies have been presented theorising the place, role, and
obligations of museums in space and time, establishing patterns and counter-patterns regard-
ing issues of artistic classifications and museological practices, as well as of cultural differ-
ences and identiti€sSeveral researches have also been conducted on how and why art and
art museumsan (and some studies state ‘should’ and/or ‘must’) funepedagogic in-
struments, while other investigations broach issues pertaining to the function of exhibitions
as tools in the construction of discourses and in the communication of messages to the audi-

ences. A number of researches in the fields of culture and museums, and representation and

6V., e.g., Baudrillard, 1982; Crimp, 1983; Beeren, 1985; Da\890; Hernandez Hernandez, 1994; Duncan,
1991; 1999; Gob and Drouget, 2004; Duncan and Wallach, 2004; Bera®f,1998[1995]; 1999; Boniface
and Fowler, 1993; Kaplan, 1994; 2013; Lorente, 1998; Hall, 1997; Hall\zarusE1999; Hooper-Greenhill,
1999f; 2000; 2004; Alonso Fernandez, 2001; Luke, 2002; BeltB@B;2ZCoombes, 2004; Anderson, 2004;
Carrier, 2006; Marstine, 2006; Bennett, et al., 2010; Giebelhausen, 2013.

V., e.g., Alper, 1991; Hooper-Greenhill, 1992; 1994; 1999, t, e; Dierking, 1996; Clifford, 1999; Dodd,
1999; Bennett, 1999a; 2013; Falk and Dierking, 1995; 2000; Gunth@®; Mbffat and Woolard, 1999;
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identity have been developed, paving the way for a study carefully analysingrthguese

(and more specifically the Lisboan) case and situation, in order to better undengtand
CAM’s role in the development of Lisbon’s culturalscaps well as its role in the construc-
tion and formation of a specific cosmopolitanism which directly fed the reshaping of the
artistic and cultural scapes of the city of Lisbon for the past thirty years.

Some researches have been undertaken in the field of Museum Studies and Cultural
Studies regarding the roles of museums in modern and contemporary Portuguesg society
however, most of them deal with issues pertaining to the educational relevance of ethno-
graphic, history, and art museums, or provide general ovenoéwsiseums’ education
departments, or of frameworks of works of art selected and displayed. None of these studies
have, however, dedicated their attention to simultaneously tackling the dynamics of the mu-
seum as a place of construction of cultural identity and culturalscapes, as a place a@irformat
of identities, as a placehere a city’s historicalsocio-cultural, educational, and artistic
backgrounds can be analysed under the specific scope of how an art museum &s-an enti
as a whole- construes, constructs, and mediates its discourses and how the symbolical nar-
ratives therein work as developmental mechanisms which continuously (redsbajity’s
culturalscape.

The evolution of the museological space must be briefly addressed here. The creation of
public museums as symbols of the emerging nation-states in thefsaad &arly 19 cen-
turies— the Modernist museum (cf. Hooper-Greenhill, 2000) and the Universal Survey mu-
seum (cf. Duncan and Wallach, 2004lgft an almost indelible mark on the organisational
structure of art museums well into the mid?@ntury. In their acts of collecting, curating,
and exhibiting, art museums used to establish certain ideological constructions regarding not
only art and culture, but also society and history. In doing so, art museums became institu-
tions that constru(ct)ed conceptual and metaphoric frames around the works of art as well as
around the public (by controlling the viewing and interpretation processes), and thus creating
(and promoting) an apparently seamless diachronic narrative of progress without conflict or
contradiction (cf. Hooper-Greenhill, 2000; Duncan and Wallach, 2004; Preziosi, 2004). Art

museums intended to turn visitors into citizens through the presentation of an evolutionary

Hein, 2000; 2013; Serota, 2000; Hooper-Greenhill, et al., 2001; McClellan; Rad8lli, 2005; Hooper-
Greenhill, 2007; Falk, 20Q%reenber, et al., 2010; O’Neill and Wilson, 2010; Bal, 2013; Fyfe,.2013

8V., e.g., Santos, 1996; Lopes, 2000; Fortuna and Silva, 2001; Sib2;, Péstdes, 2006; Silva, 2006; 2006a;
2007; 2008; Grande, 2006; 2009; Barriga and Silva, 2007; Barriga 2088; Semedo, 2010; Oliveira,
2010; 2011; Nogueira, 2013.
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narrative deeply rooted in the then-contemporary processes of colonisation, urbanisation,
and industrialisation. As examples of a political/educational system which purported and
supported a particularly conditioned and conditioning exhibitionary complex structure, those
museum models aimed at telling a universal story to a general(ist) public who was only on
the receiving end of the narrative and had little to no capacity of transforming or even inte
acting with said pre-established discourse(s)iljcd.).

As Museum Studies scholar Donald Preziosi pointed out:

[tlwo hundred years ago, in a world undergoing massive social and political afgheav
the public institution we now commonly call “the museum” came to be an famtor
component of the social, political, and pedagogical transformations otis&uropean
nation-states. The public or civic museum was literally invented atriesii a manner

not unlike the ways in which its sibling Enlightenment institutions such as Hespita
prisons, and schools achieved their modern formations, by reformatting a variety of re-
cent and received practices taken from many aspects of social life, apdtbgsizing

these in concert with, and in order to engender, revised and redirected social missions.
Each of these social institutions came to replace earlier versions of thensgloes

erful new ways as instruments of the Enlightenment enterprisenafnensurability-

the rendering of all aspects of social life [...] visible, legible, railyrordered, charted,

staged and, above all, intertranslatable.
(Preziosi, 2004: 72-73).

Public museums came to be in the last years of thecéBtury and early years of the™9
century when private collections, cabinets, curiosity closets, treasure houses, etc., were dis-
assembled and re-structured following a highly chronological tendeaksonology being
considered then as demonstrative and as a synonym of genealogy and evolutionary progress
(cf. ibid.). Objects and works of art were selected for their documentary value in staging a

historical narrative or story that would lead to its inevitable culmination in the present:

[t]his dismemberment of the traces of the past was thexebhyembered, rewoven into
artifactual narratives that had orientation and episodic sense. The museanigares
documentary evidence of a state-sanctioned evolutionary history outlining in a bold and
materially palpable (and aesthetically sensible) manner just howsagtizens of a
brave new world, were what the past was aiming at all along [...].

(ibid.: 76).

The museum was, then, systematically integrated in and put to explicitly political uses

in order to (re)educate a newly democratised society (cf. Alonso Ferndndez, 2001). At that
time, the museum was transformed into an optical instrument for the refracting of society
and its history into biography and narrative, into the prologue of the present (cf. Preziosi,

2004). The way objects were ordered in a museum became a model of emplotment. Objects
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were staged in relation to other objects in a plotting system that transformed juxtaposition
and succession into an evolutionary narrative of influence and descent, into a configured
story culminating in the present of the exhibition (cf. Férnandez, 2001). The art museum
was, thus, a space of discourses and representations. It was inmntlusewtn’s texts, in its
collections and exhibitions, in its relationship with its audiences, as well as in its archjtecture
that one could find the implicit arguments underlining the aforementioned museological dis-
courses and representations.

According to authors such as Bennett, Hooper-Greenhill, Preziosi, and Prior, the past
three decades have made it increasingly clear to what level and extent western cultures and
world-views have been developed on the basis of a profoundly museological world organi-
sation: a world that is simultaneously both a product and an effect of the past two centuries
of museological mediations. The museum has been, for the last two hundred years, a crucial
site at/within which modernity has been created, (en)gendered, and sustained (dt, Benne
1998[1995]; 1999; Hooper-Greenhill, 1989; 1992; 2000; Preziosi, 2004; Prior, 2002). As
will be discussed in further detail, throughout the last decades of thee?fury, the art
museum’s “vital role as an instrument and icon of local cultural politics and urban culture”
(Rectanus, 2013: 383) became increasingly apparent. Such an awareness led to the art mu-
seum'’s role in the development of culture and cultural habits within the urban environment
being considered a key element in the study of the effects and products of cultural politics
on the formation and development of citizenship, but in a contrasting way to how such a role
had been established within the museological realm of influence from the late-1780s to the
mid-1940s. By the end of the ®@entury the art museum’s role in the city was conceptual-
ised as gathering different work fronts and aiming at several goals:

[b]eginning with the Centre Pompidou’s function as one of the first miseccultural
centers containing a major museum, lan Ritchie identifies a shift in dgonship
among three factors: imagé¢ museum’s location and function withirban space as
a privileged site), container (the “internal spatial experience’ovisishare with one
another), and contents (the interaction between visitors and the objects of the museum’s
collection (Ritchie 1994: 12 he museum’s role as a mixede facility within larger
urban office and entertainment complexes reflects its multiple functions as ausite of
ban marketing and tourism, global branding, and of visual consumption (Urry 1995:
150, 169).

(Rectanus, 2013: 383).

The structure of the dissertation will, thusflect the development of the art museum’s

role in the city, focusing mainly on the second half of tHe@tury and on the first decade
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and a half of the Zicentury. To that end, the dissertation is organised chronologically, with
each chapter corresponding to a specific time-frame, encompassing alternatysgsof

the museological contextsand also of the socio-historical and cultural-political contexts

of Lisbon, Portugal, Europe, and the United States of America. Throughout the dissertation,
some keynote aspects of the cultural policies and politics, of the museological developments,
and of the urban structuring in the U.S.A. and in different countries in Europe are presented
and debated, and used either as examples of realities which profoundly and directly influ-
enced the development and evolution of the FCG and of the CAM, or as examples of aspects
which permeated the western and global discourses pertaining to art, culture, and the mu-
seum in an urban environment. Moreover, the logics of the structure aims at providing for a
diachronic outline of the main cultural, social, political, and historical events of the second
post-war period and of the following 2@entury decades, namely in Portugal, the U.K.,
France, and the U.S.A., which in one way or another came to shape the development of the
museological context in Lisbon.

The diachronic organisation of the structure is paired wi#md necessarily comple-
mented by- synchronic analyses of the realities at hand, informed by a contemporary per-
spective and based on multidisciplinargs well as synchronic interdisciplinaryeadings
within the fields of Culture studies and Museum Studies. Aside from focusing on a given
timeframe (and, consequently, on a given socio-cultural and historical-political dynamics
and context), each chapter, subchapter, and section also tackles specific themes and theoret-
ical debates looking to contribute to the dissertation-long main arguments (v. subchapter
1.1.); i.e., the theories on which the main arguments of the thesis are built on are put forward
throughout the dissertation and are discussed based on socio-historical and cultural-political
facts which demonstrate and support those same arguments. The dissertation presents, thus,
a hybrid structure, in which the diachronic analysis of the creation and development of the
CAM as a leading urban cultural institution in the city of Lisbon is accompanieyriby
chronic analyseof the CAM'’s different constitutive elements (namely its builditsgstruc-
tural activities, its collecting and exhibiting practices, and its publications) atmivarents
in time throughout its thirty-year history. The structure of the dissertation will ensure the
fluid development of the presentation of the operative concepts in each chapter, subchapter,

and section, picking up on the current discussions of the topics at hand, and reflecting also
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the theoretical and methodological frameworks utilised. In each chapter, thus, the discus-
sions presented engage critically with the relevant theoretical framework which best suits
the analyses of the socio-historical contexts which, in turn, (in)formed the respective muse-
ological frameworks.

Chapter 2.“Lisbon and the Calouste Gulbenkian Foundatie@Xplores the political
environment and cultural contextat national and international levelf the 1940s and
50s, focusing on two main topics: the construing and implementation of cultural policies and
politics in Portugal and the developmaeitLisbon’s cultural topographylhe first of the
two topics is discussed throughout subchapter 2.1. and its respective sections, which briefly
discussedlortugal’s social, political, educational, cultural, and artistic realities from the
early 1930s to the mid-50sbefore the implementation of the FGGnd presents some of
the early most significant moments of the FCG'’s crucial action in the-edaiactional and
cultural-artistic fieldsFoucault's concepts of governmentalisation and governmentality are
introduced as the basis for a further discussion on the notions of culture, cultural action, and
cultural policies while Bourdieu’s concept of ‘pure gaze’ (cf. Bourdieu, 1987) is addressed
as an element of the mediation tool used by the FCG in the cultural and artistic formation of
the Portuguese public. The second of the two main topics of chapttre2development of
Lisbon’s cultural topographin the 1950s and 60sis discussed throughout subchapter 2.2.
and its respective sections which erfermed by Michel de Certeau’s and Henri Lefebvre’s
theories on urban spaces and their correlation to culture and citizenship (v. de Certeau, 1990
and Lefebvre, 1991)y Benjamin’s concepts and theories of mem@ryBenjamin, 1999;
1999a; 1999-2004 %8s well as by Foucault's concepif discursive formation (v. Foucault,
1969) and of heterotopia (dem, 1967, 1998, 2008[1967]. Stemming from those concepts
and theories, this subchapter aims at understanainignpact of the FCG’s programme and
spaces in the city’s (and country’s) artistic and cultural panotzasad a specific multi-
perspectival analysis: by discussing the notion of the FCG’s artistic, cultural,aidi@o-
litical programmes as expressions af@itgeistthat was simultaneously experienced and
desired; and by establishing a comparative analysis of the production of dismisses
the production of cultural capital.

Chapter 3.“Constru(ct)ing the Modern Art Centrdgcuses on the socio-cultural trans-
formations of the 1960s and 70s in Europe and in the U.S.A., looking to understand how

those decades shaped new artistic-cultural tendencies and habits, and what consequences
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those novelties had in the urban and museological landscape. Subchapter 3.1. presents an
overview of the social and cultural contexts in Europe and in the U.S.A. in the 1960s and
70s, counterpointing it with an analysis of the political situations in Portugal before and after
the 1974 revolution, initiating a review and discussioRaftugal’s transition between late
modernity and postmodernitys-a-visits fellow European countries. Based on the concepts
of post-industrial city and heterotopia (v. Foucault, 1967, 1969, 1970, 1999) as well as on
Jean Baudrillard’s concepts of simulacra and hypality (v. Baudrillard, 1982, 1983), the
varied set of political, social, cultural, artistic, academic, educational, and (para)museologi-
cal factors which led to a paradigm-shift in the art-culture/ art museum relationship will be
put forward and discussed. Subchapter 8lores the FCG’'&lea for the creation of a
modern art centre in Lisbon, expanding its own notion of cultural and artistic centre, by
conducting an analysis of the foundational programme for the @sgked on Stuart Hall's
concepts of identity, belonging, and representation, this subchapter further develops the ar-
gument of the culturalscape’s hermeneutic circle natughliphting the construction of the
CAM as a response to the cultural context delineated throughout the previous subchapter. It
explores the different types of museography and museology (spaces and strategies) required
to fulfil the CAM'’s objectives applyingFoucault’'s concepts of ‘heterotopia’ and ‘docu-
ment’ to the CAM and its role as the first permanent space for the exhibition of modern and
contemporary art in Lisbon, and, consequently, as an element of paradigm-shifting influence
in the reshaping of Lisbon’s culturalscape.

Chapter 4.“Art Museum and Cultural Centre: the paradighifting dialogue”explores
one of the key paradigm-shiftirgpects of the CAM’s implementation in Lisbeits sym-
biotic dual facet of art museum and art certexploring also the dialogue established be-
tween both valences and the consequent generation of a postmodern exhibitionary complex
in 1980s Lisbon. Subchapter 4.1. conducts an analysis of the initial mission statement, ob-
jectives, and goals of the CAM, and discusses the significance of having an art museum in
Lisbon display Portuguese modern art on a permanent basis. It briefly presemgand
the discourses created in the first exhibitions as well as their relevance as the first stepping
stones for the development of a narrative regarding Portuguese modern art history, and dis-
cussing the influence of such a narrative in the subsequent presentations of Portuguese and
European contemporary art. Moreover, it seeks to situate the CAM before the European

1980s debates on art and cultural identity, on the role of art and artists, on the new role of
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museums in a postmodern cultural horizon. Subchapter 4.2. aims at describing and defining
the ACARTE’s uncaventional and singular approaches to the presentation and communi-
cation of modern and contemporary art. It looks at the initial mission statements, objectives,
and goals of the ACARTE as a singular institution of its kind in the city of Lisbon, and
discuses the impact that the ‘novelty’ aspect had in the artistic and cuduraimics of the

city of Lisbon and analyses the paradigm-shifting role of the ACARTE regarding the contact
of the public with art events and art institutions. It prestt@sACARTE's internationalist

and innovative cultural policy and discusses its significance in the cultural panorama of the
city of Lisbon, while analysing the impact of such a cultural policy on the eve of having
Portugal become a member of the former European Economic Community.

Chapter 5., “Reading history, writing art, making culture: the CAM'’s rhetoric of
(dis)continuity’, outlines the contextual changes in BE@G’s and the CAM'snstitutional
frameworks as well as contextual changes in society, in the educational and artistic panora-
mas, and in the cultural topography of the city of Lisbon. Subchapter 5.1. defines the notion
of cultural cartography, highlighting the relevance for Culture Studies in researching and
understanding the maps of culture that are drawn and conveyed to the public by art museums.
Moreover, it addresses the concept of postmodernism and the debate regarding postmodern
cultural processes (postmodernism of reaction vs. postmodernism of resistance) (v. Foster,
1983; Jameson, 1983, 1984a, 1993; Lyotard, 1984) in order to illustrate one of the key issues
of the debate on the Portuguese condition(s) for the development of a postmodern society:
the need to shoxhcuit modernity’s objectives and postmodernity’s symbolical values (v.
Santos, 2013[1994]). It examines some of the most significant exhibitionary practices and
actions of the CAM in reflecting/performing said debates. Subchapter 5.2. focuses on dis-
cussing the effects that postmodern thought and globalisation had on identity-formation and
cultural-meaning-making at the turn of the millennium, and how those effects where medi-
ated by the art museum as a technology of authority in cultural-meaning-making. It looks at
the CAM’s Education Department as an essentially vital element in the art museum'’s re-
sponse to the new global and postmodern framework(s); it investigates the (re-)presentation
of the CAM'’s collectionn publication format, discussirige ‘ways of seeing’ conveyed as

well as the relevance of such a guide in the ongoing definition of the CAM’s identity and
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image; it analyses the exhibitickvant-garde Dialogueas a moment of cultural-cartog-
raphy-making in single exhibitionary format, and discusses the concept of (re-thinking)
modernism and modernisation as an aesthetic marker of postmodernism.

Chapter 6., “Reframing art and culture through the CAM'’s collection and beyisnd”,
divided into three subchapters, each tackling defining stances and moments of the CAM’s
role in Lisbon’s culturalscape between the years of 2010 and 2013. Subchapter 6.1. looks at
the art and culture critique the CAM was subjected to by the end of the 2000s decade and
discusses the change in Directors as a cornerstone moment tefanieéen of the CAM’s
image. Subchapter 6.2. analyses and discusses some of the key temporary exhibitions of the
collection (from 2010 to 2012) often in dialogue with temporary exhibitions of artworks
not belonging to the collection exploring the themes, concepts, and media being presented
and discussing their importance in creating new ways of reading the collection. Subchapter
6.3. presents, analyses, and discusses the exhibmider the Sign of Amadeeoa Century
of Art, which commemorated the CAMthirty years of existence, drawing a map of this
exhibition and explaining its role in the constru(ct)ing of a historhef@AM'’s collection
and, therefore, its importance in displaying the cultural and artistic identities put forward and
debated by the CAM throughout its thirty years of existence. Moreover, it also discusses the
relevance of the performances and conferengekes in celebrating the CAM’s 8Ganni-

versary.

The reality presented by the CAM’s discourses and representations is a istigryhe
result of a particular way of building realityand stories always either have a prior real
(effective) referent, or they can be read as bearing meaning andghefiph the analysis
and interpretation of realitybe it the reality of art, of the museum, or of the city. Museums,
hence, do not just reproduce reality: art museums (re)define that same reality within the
context of their own ideology and, for that same reason, must be understood as performers,

as creators of meaning, as signifying practices.
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2.1. BRINGING NEW CULTURAL POLICIES INTO THE STATE’S POLITICAL CULTURE

If art is to nourish the roots of our culture, society must set the artistdriegiow his vision wher-
ever it takes him. We must never forget that art is not a form of propagaigia;form of truth.
John F. Kennedy, 1963

The Calouste Gulbenkian Fouwattbn’'s (FCG) responsibility in and for tleelucational, cul-
tural, artistic, scientific, and social development of Lisb@and of the country in the late
1950s and throughout the 1960s can be explained by the socio-political situation of Portugal
at thd time. In order to grasp the significance of an institution’s existence and its actions
upon an urban society, it is necessary to know the context within which such interaction took
place. To this end, it is important to simultaneously comprehend the political culture and the
cultural policies of the city and of the institution. To understand the pre-existent context of
the city of Lisbon upon the creation of the FCG in 1956, one must look as far back as 1926,
the year when thEstado Novdlictatorial regime was implemented in Portugal. The consol-
idation of specific patterns of thoughtdeology— and schemes of valuesculture— was
one of the main aims of the political regime, with the country’s development and moderni-
sation following rhythms and dimeinss dictated by the State’s sense of appropriateness.
According to Antonio Barrefy throughout the enforcement of the dictatorial regime
there was always a severely tight grip on all aspects of development. Not hbeagse-
ernment rejected the notions of modernisation or development altogether, but mainly be-
cause it “[fleared [...] all the collateral effects of growth, be it at the level of class struggle,
social and syndicalist demands, be it on the domain of [...] the consequences of competi-
tion.” (Barrdo, 2007: 18). For these reasons, as well as for others that will be discussed at a

later point, “development was to depend on the S{#iaf.). It was with that intent that the

9 Anténio Barreto (1942-) is a leading Portuguese sociologist, havingttand conducted research at several
universities. A greater part of his research has been devoted to thésaobbacial indicators and other
issues pertaining to the understanding of the Portuguese society’s develdpenaat responsible for the
coordination of the FCG’s SUanniversary publication, documenting the FCG’s evolution as an institution
as well as its work, namely in the fields of art, charity, education andcsci¥. Barreto, 2007.
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Secretariat of National Propaganda (SPM)as created in 1933. Headed by Anténio Féyro
the SPN was a state organisation entrusted with divulging and promoting the nationalist ideas
of the State as well as with establishing the patterns of thinking and system of values (ideol-
ogy and culture) to be upheld in the cultural and artistic fiél@®rro sought to implement
what he described as a politics and policy of the $pirtte had a clear notion of how artistic
and cultural activities could be turned into powerful tools to be used by the State. His politics
and policy of the spirit aimed at building a cultural rhetoric founded on notions and ideas of
grandiose national purposes and ptans

The relatively cosmopolitan vision of Antonio Ferro enabled the SPN’s active and
(again, relatively) diverse cultural policy: from 1933 until 1950 the SPN/3ld contests,

10 The Secretariado de Propaganda Nacionas originally instituted in 1933 with the intent of: ,regulating
the relationship between the press and the State; editing gidnlis that illustrated the State’s and the Por-
tuguese nation’s activities; centralising all information regarding thé& wfthe different public services;
preparing national demonstrations and public festivities with propagameducational purposes; fighting
all ‘ideas that aim to disturb or dissolve national unity and interest’; baotitrg to the solution of problems
pertaining to the ‘policy and politics of the spirit’, through the colfabion with Portuguese artists and
writers as well as through the awarding of prizes that encouraged national Gierature; using the radio,
cinema and theatre as indispensable means to the pursuit of its missjoit &n international level the
SPN sought to: collaborate with all Portuguese propaganda organisms wikied @abroad; supervise all
official media services which operated outside the country; organise conferedomscanrage the inter-
change with journalists and writers; enlighten the international public opinidineoactions conducted in
the Portuguese colonies; support and sponsor displays of national Aré@tdre in major urban centres”
(Arquivo Nacional da Torre do Tombo, 2014: website).

11 Anténio Ferro (1895-1956) was a Portuguese writer, journalist, anctjaolitin 1932 he suggested to Sal-
azar the establishment of a State organism responsible for national culturaistiedpgopaganda (in Por-
tugal and abroad) within the framework of the politics conducted byeiiene. From 1933 until 1949
Antonio Ferro was the director of the SPN/SNI (v. note 15). Forduitifformation on Antonio Ferro, v.
Guedes, 1997 and Henriques, 1990.

2 The cultural and educational policies of the dictatorial regime were also developegkmdented by other
State organisms such as the Education Ministry, the Internal Administhitistry, the National Founda-
tion for Joy in the Workplace (FNAT) and the National Commissiofigifsih Work.

13 Anténio Ferro'sPolitica do Espirito(the wordpoliticain Portuguese can mean both politics and policy) was
the foundational structure of the cultural policies to be implemented by the-$BNural policies which
were a direct echo of the regime’s political culture. It can be describedresanglitioned guidance of all
aesthetic and intellectual pursuits towards a (self-)reflection on the grandsbabit meant to be Portu-
guese. Like in other European nations in the early 1930s, thénartely painting, illustration, cinema,
photography, and theatre) and literature were seen as elements to be thsecoimstruction of a cultural
rhetoric which highlighted the grand national purposes (see the fodaatinote) and therefore evened out
internal social conflicts.

14 The Portuguese Empire was represented as the epitome of the evangelisationisatiboiailworks of the
Western world. Portuguese history and legacy were depicted as evidemegadater purpose of Portugal,
of Portuguese endeavours, and of Portuguese people in the world.

15 In 1944 the National Propaganda Secretariat (SPN) was reorganised and rasahedational Infor-
mation, Popular Culture, and Tourism Secretariat (SNI). From then oardihd 950 it would include the
Tourism Services, the Press Services, the Performing Arts and Showestimsservices (responsible for
the censorship processes and revisions), the National Exhibitions Seamitese Radio Services.
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awarded grants and prizes, and organised or supported the organisation of a series of the-
matic exhibitions. In the scope of these activities, the SPN promoted both popular and schol-
arly art (the latter in a more limited fashion), simultaneously divulging national political
propaganda as well as presenting and endorsing independent artists’ works. However, in its
endorsement of culture, and namely in the fields of visual and performance arts, the SPN
privileged the awarding of prizes, the commissioning and/or buying of artworks, and the
production of events in detriment of supporting the establishment of structures and infra-
structures for artistic creation and cultural production. The imposition of regionalist and his-
toricist themes in art production, in 1938, would contribute to further disconnect the art that
was (officially) being created in Portugal from the major international art movements.
Ferro’s politics and policy of the spirit the Estado Novis cultural policies —-aimed at
developing and perpetuating a single and unified Portuguese aesthetics, philosophy, and cul-
ture. In the end, the SPN’s work would ultimately leave a legacy of very few structuralising
impacts on the modernisation of Portuguese society.

By the el of the 1940s the SPN/SNI’'s image of being-aalted ‘cosmopolitan patron’
had morphed to that of an enemy of artistic creation, with young artists and creators turning
it into the target of their objections and protests against the political regime. The defeat of
dictatorial regimes around the world by 1945 was the beginning of the end to Ferro’s politics
and policy of the spirit. In 1949, Portugal joined the North Atlantic Treaty Organisation
(NATO). Portugal was, at that stage, the only country in the Organisation which had not
taken part in the war effort and it was also the only country in the alliance that did not have
a democratic system of government. In 1948 Brtugal joined the Organisation for Eu-
ropean Economic Co-operation (OEEC). The geo-strategic position of Portugal and its sig-
nificance in both aforementioned international organisations would foster the country’s new
attitude towards foreign policies. This newly found internationally secured posiggan
if Portugal was criticised by members of both NATO and the OEEC for its non-democratic
colonialist politics—- would lead to an accentuated decrease in the already scarce investment
of the State in cultural policies and artistic creation. In 1950, with the dismissal of Anténio
Ferro from his position, the only attempt at structuring a cultural peleyen if a severely

flawed one-in what would turn out to be a forty-eight-year dictatorship came to an end.

16 portugal only joined the second wave of the Marshall Plan mainly dBalazar’s distrust of the U.S.A.’s
policies and modernisation goals.
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In the early 1950s, and despite belonging to international organisations that aimed at
continuous social, economic, and political development, Portugal was a fundamentally back-
ward country: it had the youngest population in Europe, but also the lowest life expectancy
rate in the West; forty per cent of the population was illiteratt, the State’s investment
in education being around one per cent of the GDP; the attendance of theatre plays and of
movie theatres was very limited and the rate of book and newspaper readership was by far
the lowest in Europe (cf. Barreto, 2007).

The museological panorama of the court®nd of its capital city followed suit. The
network of cultural infrastructures with which the regime implemented its politics and policy
of the spirit was to face up to the changes in the artistic processes as well as to the shift in
museological paradigms that was taking place throughout western tultaréhe early
1950s the three largest Lisbon museums were upgraded to the newly founded level of na-
tional museums: the National Ancient Art Museum (MNAA), the National Contemporary
Art Museum (MNAC) (both created in 191%)and the National Coach Museum (founded
in 1905). The Ancient Art and Contemporary Art museums were directed in the 1930s and
40s by men who had earned Salazar and Ferro’s trust and who, accoféortuguese art
historian Raquel Henriques da Silva, established “support networks and diffuse complicities
with the [political] power, which generally respected their independence” (Silva, 2001: 83).
These cultural spaces which mirrored the socio-political context were intended to reinforce
the State’s discourse regarding Portuguese culture. The MNAA was to serve as a place for
the consolidation of a collection representative of the nation’s historic(al) legacy, while the
MNAC was supposed to adequately present the most recent artistic production within such
a framework as to turn it into a vehicle for the official propaganda of the regime (cf. Silva,
2001).

Until the end of the 1950s, the country would witness the creation (or re-formulation) of
three other relatively significant state-owned museological infrastructures: the transfer of an

Oporto museura formerly known as New Museum of Oporto and then renamed Soares dos

17The following section (2.1.1.) will demonstrate how such @ognes as the ones conducted in the U.K. and
in France influenced the FCG work.

18 The denomination of national museum was established as a form aflisergrreformulation and classifi-
catory reorganisation.

19 Both museums were created as a result of the dissolution of the aldina-Arts and Archaeology Mu-
seum.
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Reis Museunt® — to new facilities; the creation of the Popular Art Museum in Lisbon
which was established in a building designed to temporarily house the Popular Art Exhibi-
tion?%; and the construction of a new building in Caldas da Rainha to house the José Malhoa
Museunt?. The fact that the largest investments in museums outside of Lisbon pertained to
evocative programmes regarding two Portuguese artists of the second half §f¢katligy
— Soares dos Reis and José Matd@aquite significant. It is true that the cultural relevance
of these two artists is undeniably important for Portuguese art history. However, these being
the main two museums opening up to the public outside the capital between the early 1930s
and the late 50s is yet another aspect that revealdtsthdo Novis cultural conservatism
and its difficulty in dealing with the national (and foreign) artistic production of tfe 20
century®. The Popular Art Museum, established in 1948 in one of the buildings of the Por-
tuguese World Exhibition, served the purpose of perpetuating the exaltation ofleedo-ca
‘Portugueseness’diled by the State (v. footnote 14). According to Henriques da Silva, this
museum-“the end result of a very shallow ethnographical work methodology” (Silva, 2001:
85) — was create to accommodate and further foster Anténio Ferro’s populist programme
of “gathering, preserving, and artistically grouping all of the ethnographical elements indis-
pensable for a characterisation of the work, the art forms, and the life of the rural populations
of each region of the country” (Anténio Ferro in Silva, 2001: 84). This was the Portuguese
cultural panorama: one of conservatism and populism.

The rupture between State and contemporary artistic creation and experimentation
much caused by political decisions that interfered with museological organisation and ori-

entatiorf* — intensified by the late 1950s. Despite the dictatorial grip, the artistic movements

20 Antonio Soares dos Reis (1847-1889) was a prominent Portugugis®s Most of the artist’s work belongs
to the Soares dos Reis Museum collection.

21 The Popular Art Exhibition was part of tBposicdo do Mundo Portugu€Ehe Portuguese World Exhibi-
tion) which took place in Lisbon between June and December 1940;ateig the 800 anniversary of the
Portuguese nation, the 30@nniversary of the regaining of independence from the rule of tr@sBpcrown,
as well as celebrating the affirmation of thetado Novdwhich, by then, had been in govern for fourteen
years). The exhibition’s main goal was to put on a display ofmeltgt unity and soweignty, highlighting
Portugal’s history, the legacy left throughout the world, as wellatiguese economic activities. Each
Portuguese region and overseas territory was represented, unified urdeewdrk discourse about Portu-
guese identity and culture. Brazil was the only foreign and indkgmeicountry present at the exhibition. For
further information on this exhibition v. Castro, 1940.

22 José Malhoa (1855-1933) was a Portuguese painter, one of thafiinstlist Portuguese painters.

2 Any contemporary artistic style deviating from the nationalist-modernssheiics condoned by Anténio
Ferro’s SPN would not be well tolerated.

24 One of the best examples of these interferences was the nominatiaracd&Malta (1900-1967), a Portu-
guese portraits painter who strongly opposed the modern art motgee director of the National Museum
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that opposed the regime gained strength and notoriety, generating a split in the Portuguese
cultural institutions sector. The National Fine-Arts Society (SNBA) became a refugye-for

ists who were against the regime and who actively developed work intended to run counter
to the official culture of th&stado NovoThere was yet another element in the artistic field
which constituted an alternative to that official culture: commercial art gallery spaces started
thriving in Lisbon. According to Portuguese art historian Rui Mario Goncalves, “the contri-
bution of artists and critics to the spread of modernity through the multiplication of galleries
was prolific [...]. They [the art galleries] sought to educate the public.” (Gongalves, 2004:
78). The actions of their owners (from art dealers to publishers and bookshop owners) al-
lowed for a diversification of the cultural options available to the public in the city.

This overview olLisbon’s social, political, educational, cultural, and artistic realities by
the mid-to-late-1950s demonstrates the absence of a structured and development-oriented
strategy for the cultural sector nation-wide. The municipal council of Lisbon had envisioned,
for decades then, the construction of a so-c&liey Palace- a thoroughly researched pro-
gramme that even reached the drawing plaseut given that this plan never went forward
the city of Lisbon lacked a modern cultural institution. This state of affairs explains the cru-
cial importance of the creation of the Calouste Gulbenkian Foundation in Lisbon.

Lisbon’s culturalscape of the second half of th® 2éntury was very much shaped by
the creation of the FCG: a unique cultural space at the time in Portugal, it would set the trend
for social, educational, and artistic developments. Calouste Sarkis Gulbenkian (1869-1955)
—an “Armenian, born Ottoman, naturalised British, living in Paris” (Tchamkerten, 2010: 64)

— came to Lisbon in 1942. Having accumulated a vast fortune, mainly seeded in oil trading,
this ‘business architect’, as he liked to call himself, was living imsRahen, in April of
1942, the city was invaded during the war. He moved to Lisbon that same month. Portugal

was not involved in the war and it provided easy access to the U.S.A. should he decide to

of Contemporary Art, in 1959. His nomination resulted from a dirgetvention of the President of the
Board of Ministers, Antonio Salazar.

%5 To that end, a few Portuguese architects embarked on field trips tactehatlies for the possible construc-
tion of theCity Palace Cottinelli Telmo (1897-1948), architect and film director (as well as paghadist,
musician, and painter), took a trip to Holland in 198%isit some of that nation’s most notorious cultural
infrastructures. Keil do Amaral (1910-1975), architect, travelled to some of toe citegs of the U.S.A. in
1945. TheCity Palacesketches and technical drawings made by Keil do Amaral were much informed by
that visit of his to thirteen cities of the U.S. northwest coast, comprisengy-four museums and seventeen
concert halls (cf. Amaral, 1946).

26 For more detailed information on Calouste Gulbenkian, v. Hewins, P#§@digao, 1969; and Tchamkerten,
2010.
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leave Europ¥. According to Tchamkerten, it is clear in the correspondence exchanged be-
tween Calouste Gulbenkian and his British lawyer, Lord Radcliffe, that “Gulbenkian wanted
to create an international foundation that would benefit the entire human iibak:"65).
London and Washingtdfhad previously been considered by Gulbenkian as possibilities
for housing his collection and hosting the headquarters of the future foundation. The thirteen
years Gulbenkain ended up spending in Ligbatlowed him to get to know the Portuguese
reality better and to realise that the construction of his foundation in Lisbon would most
likely have a greater and more meaningful impact on Portuguese society than it would have
had on the British or American societies. Those years also allowed for a strong relationship
of trust to develop between Gulbenkian and his Portuguese lawyer, José de Azeredo Per-
digac®. He would be responsible for ensuring that Gulbenkian’s will and testament were
fulfilled! and for the implementation of the Calouste Gulbenkian Foundation in Lisbon in
1956,0ne year after Gulbenkian’s death.

For a country where the economic, political, and cultural developments of post-war Eu-
rope had not been known thus far, the impact of the Foundation on the Portuguese socio-
cultural framework was of crucial importance. Featuring educational, artistic, scientific, and

charitable purposes, the Foundation was to inherit the remainder of Gulbenkian's*fortune

27 Gulbenkian had pondered the option of entrusting his collection to kheAd.example of the near-conclu-
sion of such a decision can be found on the 1940 proje¥llam A. Delano (1874-1960), an American
architect, assigned with designing a building, which would be annexked Metional Gallery in London, to
house the Calouste Gulbenkian Museum (cf. Grande, 2006). Due togésiBnance-an occupied country
—Gulbenkian (a British citizen) was deemed by the U.K. government asemyamder the act’. This action
from the British government along with an invitation from Washingtofootnote 20) made him decide to
have many of his artworks shipped there (from London)tté, planned to join them later in the U.S.A.

28 John Walker, director of the National Gallery in Washington, invited Gulbetdidisplay his art collection
there in 1950, which required that many of the pieces be moved to Washiogthe exhibition. Like with
the National Gallery in London, there was also some discussion regardipgs8ibility of having a Gul-
benkian museum and/or institute built there to house the entirety lbé@ahn’s collection.

2% For more information on Calouste Gulbenkian’s stay in LiskompstGes, 2006 and Ribeiro, 2007.

30 José de Azeredo Perdigdo (188883) was the FCG's first employee and its first President. In thedeco
half of the 1910s and early 1920s, Azeredo Perdigao was inviolpdjects of literary and artistic groups.
He earnedoctor honoris causaegrees from different universities around the world in the figldsaw,
Arts, Human Sciences, Humanities, and Architecture.

31 Calouste Gulbenkian had a will drafted by Lord Radcliffe in 1950 anthanone drafted by Azeredo
Perdigdo in 1953. Even though the latter was meant to overrulegerdede the former, both Lord Radcliffe
and Gulbenkian’s son, Nubar Gulbenkian, contested the will which det=ttia establishment of the FCG
in Portugal. For further information on Gulbenkian’s will and onR&’s resilting statutes, v. Ferreira,
2007.

32 |n 1955, the annual income of Gulbenkian’s oil interests was “ofrfollion pounds sterling, [...] subse-
quently [rising] to ten million (ten million pounds in 1955 woulldquivalent to 200 million Euros today)”
(Tchamkerten, 2010: 68).
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along with his highly valuable art collectier6440 artwork® (from painting and sculpture

to decorative arts and tapestries) ranging three thousand years of History from the Far East
to the Islamic Orient, from Egypt to Europe (European artworks from tHealthe 26'
centuries). As will be demonstrated next, the FCG would start designing its structural pro-
grammes awvell as its plans to build the Foundation’s headquarters and museum . 1956
The analysis and discussion of those plans will focus on the creation and establishment of
the FCG’s artistic and educational programmes and on how these two programmes were
interconnected, serving as a basis for the formulation of the cultural policies that would work
as guidelines for the FCG'’s future actions.

The Portuguese government’s decree of Jufy 1856 instituted the creation of the
FCG. As first President of the Foundation, Azeredo Perdigdo was responsible for drawing
up the statutes as well as for decidinglong with the rest of the Board of Administration
members- on the FCG's first activity plan (v. Ferreira, 2007: 11008). By contemplating
the four main areasd @ngagement of the FCG (in accordance to its patron’s wishea$3,—
education, science, and charityhe activity plan demonstrated the FCG’s commitment to
the creation and enhancement of educational and artistic infrastructures allowing for the de-
velopment of both sectors. As stated by Azeredo Perdigao, the point was “to do more, to do
better, and to do it differently” (Azeredo Perdig&o in Tostdes: 2008>. 38)

In all of the aforementioned areasand even beyond the Portuguese society needed
more, better, and different things from what was being provided (or not provided) by the
State. When compared to the rest of Europe, Portugal was simply lacking. While post-war
European governments were looking to “address questions of full employment, decent hous-
ing, social provision, welfare, and a brdaalsed opportunity to construct a better future”
(Harvey, 1994: 68), the Portuguese regime desperately “wanted to avoid what were consid-

ered to be the costs of progress [...] [;] the authorities wanted to havelar each and

33 Gulbenkian’s collection (developed over more than seven decades) was bpréwh between Paris, Lon-
don, and Washington. One of Azeredo Perdigao’s first and mestiamt tasks was to assemble all of the
pieces in Lisbon after Gu#imkian’s death.

341n order to be able to start conducting the FCG’s activities as soon aslgossime provisional facilities
and infrastructures were built at the recently acquired Santa Gertrudes Park (teteortee the Calouste
Gulbenkian Park) ithe centre of Lisbon. Considering the amount of pieces which Eldogsulbenkian’s
collection and taking into account their preservation and conservational apetl®r space was acquired
the Palacio Marqués de Pombal in Oeiras (on the periphery of Lisbhomrder to accommodate the col-
lection, as well as to serve as a space for temporary displays and exhibitions.

35 Partial sentence belonging to the correspondence exchanged betweenAeédi@ Perdigdo and Pedro
Theotdnio Pereira, Lisbon, July P21958.
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every advancement, each and every initiative at the political and social levels't¢Barre
2007: 25). One of the foundational bases of the new European political culture that emerged
in the post-war period with the Marshall Plan was to grant people wide range access to edu-
cation and cultur€. The cultural policies implemented in the U.S.A. since the early $930s
which aimed to develop a system of cultural and intellectual interexchange between the State
and some of the most important American philanthropic institufi¢al Yadice and Miller,

2004), established an ideology regarding the relevance of modern art andttilaingost-

war Europe would seek to follow.

In the U.K., the restructuring of tH@ouncil for the Encouragement of Music and the
Arts (CEMA) was led by the economist John Maynard Ke$fhékaking the lead on the
cultural policies of the U.K. in 1942, and with the intent of promoting cultural democratisa-
tion, Maynard Keynes introduced the motto “the best for the most”,igigimg the rele-
vance of an active presence of the arts in the process of institutional development and mod-
ernisation (cf. Grande, 2009). In 1946, under the new namgCouncil of Great Britain
this State agency started acquiring works of art with the goal of building a public collection
—theArts Council Collectionr- and, with it, diversifying the exhibitions of public art muse-

ums and other cultural institutions (ddid.).

36 Articles 229 and 27 of The Universal Declaration of Human Rigl{tpproved and signed in 1948 by the
United Nations Organisation [U.N.]) establish the active participation of all peoplistic and cultural
events and manifestations as fundamental to human integrity and/digmiaind culture (in their broadest
sense) were, then, ‘universally’ stated as crucial for an individual'gratien in society as well as for an
individual’s full realisation of her/his citizenship.

7 In 1935, the U.S.A.’s Federal Arts Project and its Works Progressimigtration “sought to endorse and
support the arts and artists’ involvement in the cultural enrichmeng eéttitory’s infrastructural develop-
ment programme” (Grande, 2009: 31). Freeny early on, the U.S. government embraced the artistic van-
guards, proclaiming and defending the individual freedom oftitteosg, in contrast to how modern art move-
ments had been rejected by European fascist regimes at the ti@eafodle, 2009). For more information
on how these processes unveiled during WWII, v. Guilbaut, 1983.

38 Namely, the Rockefeller, Ford, and Carnegie Foundations (early b®8@sds), joined by the Fulbright
Programme in 1946.

39“From 1945 onwards [...], there is a reinforcemefnihe general perception that modern art, an internation-
alist and cosmopolitan movement by nature, should establish itself asr@athnidr the freedom and de-
mocracy conquered over the totalitarianisms and political divisions in the Weesefdre, the U.S. post-
war cultural policies will tend to support a new generation of artists [...pgadharound a pictorial move-
ment which resulted from the meeting between individual freedom anermallstractionAbstract Expres-
sionisni (Grande, 2009: 32). The ddepment of a well-educated middle class and its influence in political
decision-making, as well as its role of social standardisation, resulted in thaseaf the number of people
interested in visiting cultural institutions displaying European andrisase artistic vanguards (cf. Grande,
20009).

40 British economist John Maynard Keynes (1883-1946) was direstblved in developing a system for the
post-First World War socio-economic reconstruction of Europe.
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In France, the inauguration of thMusée National d’Art Modernm 1947 marked the
return to an era of major cultural projects, based on the example of pre-war government
Front Populairé?, with the launch of such programmes as Alssociations d’Education
Populaire(aiming to promote reading, filmography, and dramaturgy, amongst other artistic
expressions). Under the Ministry of Education and more directly ran bpithetion gé-
nérale des Arts et des Lettrébese regional associations established what the French gov-
ernment designated as programmes of cultural didactics, based on the teaching of artistic
practices (cfibid.). In this mingling and intertwining of educational and artistic policies, it
becomes evident that the two were considered crucial to grant citizens the possibility to fully
and actively engage with/in cultural activities.

This turn of post-war European governments towards a stronger political action in the
cultural and artistic fields can be explained to a great extent by looking at Michel Foucault’s
definition of the process of governmentalisation of social life which developed in the early
modern period and that he referred to by using the concegutlio&*?. According to Fou-
cault, the aim of a policy and of politicgdlice) “is the permanently increasing production
of something new, which is supposedfoster the citizen’s life and the state’s strength”
(Foucault, 1988: 159). In his analysis of this dynamics proposed by Foucault, Tony Bennett
argues that following on the legacy of the Enlightenment philosophiyne early modern

period was witness to the

emergence of new fields of social management in which culture is figutsattathe
objectand thanstrumentof government: its object or target insofar as the term [culture]
refers to the morals, manners, and ways of life of subordinate social strattritsient
insofar as it is culture in its more restricted sengee domain of artistic and intellectual
activities—that is to supply the means of a governmental intervention in and regulation
of culture as the domain of morals, manners, codes of conduct, etc.

(Bennett, 1992: 26).

Even though, as Bennett mentions, the usage of artistic and intellectual activities as a means

of organising the relationship amongst elites as well as between ruling and ruled classes

41 TheFront Populairegoverned France betwed 936 and 1938, and it became “an example of the rereading
of the French republican imaginary which based itself on the popularigdtamtistic learning” (Grande,
2009: 34).

42 The French worgbolice has several meanings, but in archaic French it stood for government @gcoir
sation. For further information on the specific usage of this teriiblgel Foucault, v. Bennet, 1992: 26-
27 and Foucault, 1988: 156-159.
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dates back to pre-modern periods, it is only in the eatfycg@tury, that “artistic and intel-
lectual practices come to be inscribed into the@sses of governmenib{d: 27). Aesthetic
and intellectual culture is thenceforward a key aspect of “programs of citizen formation”
(ibid: 28), where specific cultural technologiedike the public art museum take up a
civilising function. “Art [...] becomes increasingly construed as an organizing concept in
the service of a particular construction of the modern subject and its agency” (Preziosi 2004:
78), with the visitor being addressed “in the role of an ideal citiz#member of an ideal-
ized ‘public’ and heir to an ideal, civilized past [..-] & citizen and therefore a shareholder
in the state” (Duncan and Wallach, 1980: 421 457).

It was this socio-cultural project of the Enlightenment and early modern periods that
André Malraug®, French Minister for Cultural Affairs from 1959 to 1969, wished to pick up
on and develop in order to ideologically modernise French society. By seeking to provide
each and every citizen with a direct contact to their cultural and historic heritage, Malraux
made a political use of aesthetic and intellectual culture hoping to thus contribute to the
development of a particular notion of citizenship in the French public. His most famous
policy, the Cultural ActionAction Culturellg, led to the establishment of a national network
of Houses of CultureMaisons de la Cultune- cultural infrastructures referred to by Mal-
raux as “modern cathedrals”where the citizen could come into direct contact with the
“glory of the spirit of Humanity” (Malraux, 1959 in Urfalino, 2004:)58ultural creation.
While promoting a universiiaccess to artistic and aesthetic cultural practices and activities,
Malraux’s ministry always held fast to a sacralising vision of the fine arts, which would
propel serious criticism all throughout the 1960s from the younger sector of French society,
with Malraux being accused of leading a patronising political form of cultural democratisa-
tion. However, his Ministry of Culture the first of its kind in Europe ended up serving as
a role model for the implementation of cultural policies (establishing political measures
seeking to render artistic and intellectual culture accessible to wider ranges of societies and

investing in cultural infrastructures) in a number of European countries.

43 André Malraux (1901-1976) was a French art theorist, novelist, and stateBondurther information on
his work as an art theorist, v. Malraux, 1947.

44 Malraux explained his ideas to the French National Assembly in 1959 fallitn@ing terms: “Il faut que,
par ces Maisons de la Culture qui, dans chaque département francaerdliffic® que nous essayons de
faire a Paris, n'importe quel enfant de seize ans, si pauvr#, gnitsse avoir un véritable contact avec son
patrimoine national et avec la gloire de I'esprit de 'humanité” (Urfalino, 2004: 53
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In the post-war period, cultural affairs were crucial objects and instruments in the recon-
struction and refashioning of the western modern imagery: “[flrom then on, the political
debate regarding the role of culture will reflect the contemplation over the social mission of
governments and institutions” (Grande, 2009: 37). This period was prolific in the launching
of new forms of cultural policies as well as new socio-cultural programmes. Highly influ-
enced by this sort of renewal of modernity generated by a new-found post-war western po-
litical culture, the FCG would present itself as the cultural policy maker of Portuguese soci-
ety from the late 1950s onwards. The FCG would be responsible for introducing the Portu-
guese public to “more, better, and different” cultural policiesving to sometimes face the
State’s political culture head on.

In spite of the somewhat conservator spirit and classicist taste of the philanthrthsst
first Chair of the Board of Administration of the FCG, Azeredo Perdigao, would input to the
overall project and programme a cosmopolitan and progressive vision. He was aware of the
new social, educational, cultural, and scientific developments in the European and North
American spaces, and so Azeredo Perdigdo went against the mainstream of political and
cultural conservator thought and sought to endow the FCG with a sense of contemporaneity.
The FCG was, then, to take on the challenge of embracing and working with new paradigms
of space (at architectural and landscaping levels), education (scholarships for scientific and
artistic training), and culture (transformations in the artistic and societal realms).

Azeredo Perdigdo outlined the mission of the newly founded institution having in mind
a concept of culture vested in the notion of a “public servpadity. In a country ruled by
an exclusionist regime, the FCG aimed at becoming an inclusive space for different cultural
expressions and sought to reach heterogeneous and geographically remote publics. During
the construction of the Gulbenkian Headquarters and Museum (GHQM), the FCG developed
and presented several cultural and artistic activities to the Portuguese public. The FCG was
responsible for the creation and establishment of standards regarding artistic and intellectual
cultural activity: from organising exhibitions, concerts, and conferences, to developing fixed

and mobile public libraries, and attributing scholarships and awards. These actistias

45 Gulbenkian had a predilection for ancient and classical art, but he also collected piacasists such as
Monet, Manet, and Van Gogh.
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of them starting even before the FCG had completely established its legal institutional iden-
tity*®—were the beginning of what was to become “by far the most consistent and continuous
artistic ‘season’ of the country” (Barreto, 2007: 41).

The FCG'’s activities were significant enougleensidering their number, the financial
investment made, and their early impacts and resutidrave Anténio Salazar, the head of
the regime, acknowledge that “[t]he foundation directed by him [Azeredo Perdig&o] consti-
tutes an admirable Ministry of Culture” (Trabulo, 2008 in Tchamkerten, 2010: 75). It as-
serted itself as a structubedlding entity, “generating new expectations or confronting ex-
isting ones at every turn [...] [,] granting resources for the development of literacy and citi-
zenship” (Conde, 2006: 72) and thus helping to create and develop a systemiealiyeatg
public sphere. The FCG took on the State’s (unfulfilled) role of cultural policy maker, taking
charge of creating the much needed circumstances and opportunities for a contact with mo-
dernity. Covering many different sectors of sodiétthe FCG’s mim intention behind its
cultural policies was to allow for the flourishing of “a different kind of modernity, [...] [a]
cultural and artistic modernity, [...] a modernity of literacy, development, and cosmopoli-
tanism”(ibid.: 78).

The notion of culture, specifically artistic and intellectual culture, as a particular field of
government of society, was understood quite dissimilarly by the FCG and the State. While
the State regarded it and used it as a mechanism of imposition and control, the Foundation
saw it both as an end in itself as well as a means of modifying and enhancing the varied
kinds of relationships and interactions between people (readers, visitors, spectators, students,
artists) and the cultural form(at)s and technologies responsible for the evolution of a deter-
minate artistic or intellectual culture (books, exhibitions, theatre plays, films, music, muse-
ums). The FCG understood the importance of this hermeneutical circle dynamics for the
development of cultural habits. As will be discussed in the next chapter, the FCG sought to
equip and empower society at a cultural level. In the generalist field of the arts and letters,
the policies and plans of action delineated from the mid-1950s to the mid-70s by the FCG
aimed at creating greater possibilities: for the contact of the general public with the visual

and performance arts; for the fostering of reading habits; for granting scholarships for studies

48 For example, the first high school scholarships were granted imitmrel 955 (cf. Barreto, 2007).
4"The FCG was responsible for purchasing what is believed to have béiest twmputer in Portugal, making
its use available for researchers and other institutions (cf. Conde, 2006).
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(project developments, artistic residencies, etc.) in Portugal and abroad. These, amongst oth-
ers, were strategic forms of initiating and supporting a cultural system that would then per-
petuate itself: the cultural empowerment gained from greater contact with artistic and intel-
lectual culture would in its turn generate a more acute and structured sense of citizenship,
with citizens seeking to engage in/with the production of cultural expressions. The in-depth
analysis and discussion of the FCG cultural policies (which will follevengaging in a

critical examination of the intentions, strategies, and results of those pelisipart of the
process of (re)constructing the thread that leads to conclusions regarding the role of artistic

and cultural institutions in the making of culture.
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2.1.1. Supporting creators, creating supporters: networks of knowledges and effects

The FCG was responsible for the inception and sustainability of a cycle of artistic and intel-
lectual culture production and consumption. This new economics was made possible by spe-
cific policies that were adopted and put into action by the FCG. Giverotingrg’s socie
economic situation, and in face of the lack of investment in crucial sectors, the FCG sought
to respond to immediate, specific needs, while simultaneously developing a medium- to
long-term plan of action regarding its areas of intervention. In order to ensure the progress
of a self-sustained cycle, it was necessary to implement a two-sided functioning network:
supporting creators and creating supporters. The FCG found it cruamial fundamentally
logical — to endorse/support artists, students, and institutions contributing to the production
of artistic and intellectual culture, as well as to create the appropriate logistical, financial,
social, educational, and cultural circumstances to engage the population with the works-in-
progress and thresults of the FCG's investments. This somewhat pragmatic and empirical
strategy intended to generate a vibrant cultural dynamic. Ten out of the thirteen points of
action of the FCG'’s first Plan of Activities contemplated the fields of education, drt, an
culture. Some of those points of action were responsible for significant immediate and short-
term shifts in the artistic and educational culture of the country. In light of that, the granting
of different types of scholarships, the creation of an itimdiararies’ service and of a pub-
lishing service, as well as the attribution of awards to artists will now be defined and analysed
as key actions contributing to firmly establish the FCG’s undoubted role as a-toétiirgg
institution in Portugal.

The broad field of Education was one of the main focus points of the FCG, and one

where the underlying principles of accessibility and social justice were quite clear:

ideally, no one should be deprived, due to lack of funds, of thetdgiducate him-

self/herself so as to hold a position in society that corresponds to theealhility and

desire. It is a foremost mandate of our consciences as human beings that, in our com-

munity, the right to education be considered a fundamental human right.

(Perdigao, undated a): 144).
These were the philosophical reasons behind the implementation of the scholarships’

programme. Scholarships for high school and undergraduate studies were awarded on the
basis of socio-economic and merit criteria. The awarding of scholarships for postgraduate

studies followed scientific and cultural criteria. According to Barreto, several generations
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owe the possibility of their scientific and cultural education to the FCG, with students and
scholars from the Humanities, Social Sciences, and the-Ahts fields most neglected by

the regime- benefitting greatly from the opportunities granted by the FCG. Idalina Conde,
Portuguese Sociology Professor, highlights the political dimension of the granting of schol-
arships by stating that many international postgraduate scholarships were awarded to the
“intelligentsiathat was critical of the regime [;] [{jhe Foundation’s scholarships were a way
out, a chance for exile and artistic migration for all kinds of creative people” (Conde, 2006:
80). The international scholarships propelled a structural transformation: the artists, re-
searchers, and students returned to Portugal with the capacity to put forward and implement
new knowledges, new work methods, and new organisational frameworks into the teaching
systems, the research centres, and the artistic communities they belonged to (cf. Barreto,
2007: 47). The FCG was also responsible for inviting artists, creators, critics, and specialists
from several different fields of expertise to exhibit their work, give lectures, and participate
in conferences in Portugal. It thus created a “platform of flux so characteristic of an institu-
tion pushing modernity” (Conde, 2006: 80).

The sustainability of that “platform of fluxil{id.) depended not only on supporting the
educational development of those holding teaching, creative, and research jobs, but also on
contributing for the general educational enhancement of all citizens, since a greater cultural
awareness would generate a greater interest in artistic and cultural expressions. With this
goal in mind, the FCG established several directives to promote and cultivate reading habits.
Two of the most significant examples of outreach activities in that scope were the creation
of a publishing service and the establishment of fixed and itinerant libraries. The publishing
service was responsible for a huge increase in the availability of bdukh in number and
genres- allowing for a greater chance of getting the public in contact with “scientific, tech-
nical, and academic books, [asl\as books of] the great spiritual heritage of humanity”
(Barreto, 2007: 42). This service was also responsible for the publishing of many authors
whose work, conduct, and/or political views were not approved of by the State. As Barreto
highlights, the list of works published is an example of pluralism, comprising authors from
all spectra of world-views and ideologies. Along with the publishing service, which also

published hundreds of exhibition catalogues and many issues of one of the most relevant
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journals for Portuguese artistic and intellectual cuffithe FCG sought to promote reading
habits through the establishment of fixed and itinerant libraries. The scope of the thusly
named travelling libraries (v. figs. 2.1. to 2.3.), created in May 1958, expanded beyond the
Lisbon territory, reaching many of the most remote and isolated villages in the rural coun-
tryside of Portugal. Such an activity aimed at fostering the possibilities for a closer relation-
ship of the general publie “of all cultural levels —popular, average, and wetlucated”
(Perdigéo cited in Conde, 2006: FAith the habit and culture of reading. The functioning

of this service was fully supported by the FCG, as it had a policy of free acceseeand
loaning. These libraries included all types of books spanning a multitude of themes, from
children’s books, to national and international novels and poetry, as well as a significant
volume of informative and formative literature including university and study mé&auals
creating this nievork of libraries the FCG once again took on the State’s role. In a country
“where the rate of illiteracy in 1960 was of 33.1% and where only 0.8% of the population
had attended middle school, high school, or university” (Conde, 2006: 79), the credtion an
maintenance of 168 libraries and sixty itinerant libraries in a decade (cf. Barreto, 2007) is
exemplary of the FCG’s commitment to help develop Portuguese society. Considering the
social and educational climate, Conde calls these activities “a subtle form of subversion”
(Conde, 2006: 79), as the FCG was aiming to help move society towards something much
dreaded by the regime: progress. In taking the State’s place, the FCG further enhanced and
rooted its institutional role in Lisbon’s (and the countrysitural topography.

That role was also expressed by the FCG through another one of the points established
in the first Plan of Activities: the Calouste Gulbenkian Award. This money prize was meant
to reward several artists (eight in its first edition) in the fields of visual arts, literature, and
music. Despite the changes in scope it underwent throughout the years, the mere existence
of this award— and its listing as one of the first actions to be carried out by the FCG
demonstrated the FCG’s stand gamgarding the intrinsic value of artistic expressions and

the need to uphold them as crucial contributors to the making (and transformation) of culture

48 In January 1959 the first issue of the jour@aléquio— Revista Portuguesa de Artes e Leti@slloquium
— Portuguese Journal of Arts and Letters] was published. A jodetitated to art, literature, education,
science, and society. Sixty-one issues were published until 1970 vehguthal was restructured and di-
vided into two publication€Coloquio/Arteg111 issues until its end in December 19&&JColoquio/Letras
(currently still being published 191 issues until Jan.-Apr. 2016); v. section 2.1.3

4 The FCG's travelling libraries (and the fixed libraries supported by the B€Gd around 50 million
readers Wo checked out 150 million books (cf. Barreto, 2007). “Thistrhagse been the greatest effort ever
made to encourage reading in Portugal” (Barreto, 2007: 44).
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and heritage. The creation of this prize along with other actions designed to aid and support
artists in their work- of which the aforementioned scholarships are just one illustrai®n
yet another example of the type of systems the FCG sought to help generaémnipardant
to support the developmental process as well as to reward that same process when it came
to completion, producing thought-provoking and culture-making works of art. The artistic
and intellectual culture would benefit greatly from the constant renovation produced by
“powerful stimuli within a backward and repressed artistic universe” (Barreto, 2007: 47)
such as the one prevalent in Portugal from the 1930s to the 50s, as depicted in chapter two.
The work of the FCG in the educational, cultural, and artistic fields from the mid-1950s
to the mid-70s was decisive. The opportunities enpasssible by the FCG’s vision and fi-
nancial support served as a starting point for innovation without which the timely (many
times already overdue) access to new ways of thinking and seeing the world would have
been missed or even lost. These dynamics of networks of knowledges set in motion and the
consequent (self-sustaining hermeneutic circle of) effects it generated is one of the funda-
mental legacies the FCG has left in Portuguese society. By intersecting socio-economic, po
litical, educational, artisticand cultural components, the FCG's first activities led to the
production of a (soon to be) shared dialogical space, able to respond to the needs of the local
context by making possible the opportunities for an engagement of the closed off and re-
pressed locality (Portugal) with the cultural discourses of a modernised Europe and United
States of America. The supporting of creators and the creation of supporters in this network
of knowledges and effects left an indelible mark on the country’s historypdrermanda-
torily traced in order to fully grasp the impact of the FCG on Portuguese society throughout
the years. As Barreto puts it: “the invisible, diffuse influence which is indirectly exerted onto
society and which, from a certain moment onwards, loses its origin designation, is quite
likely the most important of all” (Barreto, 2007: 44).
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Figure 2.3.—FCG's rave ing Libraries
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2.1.2. Exhibiting and collecting modern and contemporary art: language and politics

In the artistic panorama, the FCG’s cultural policies were accentuated by the organisation of
several visual art exhibitions. Those displays make up the first public evidence of tlee FCG
—andnamely Azeredo Perdigdo’scemmitment to establish and put into action a medium-
to long-term programme for the development of the visual arts in Portugal. Much like the
network of knowledges and effects described previously, the organisation of these shows
also had the double objective of supporting artisastively and symbolically and of con-
tributing to the artistic formation and education of the public. Azeredo Perdigdo’s analysis
of the artistic-cultural situatiGf of the country led him to the conclusion that it would be
first of all necessary to work contiguously on three complementary fields: the conservation
and exhibition of Portuguese artistic heritage; the support and display of contemporary (older
and younger) artists of varied art movements and schools; and the education and formation
of the public by exposing people to consecrated art history as well as to the pranatgm
history of art in the making.

The FCG initiated its activities of art display in 1957 withl ¥&sual Arts Exhibitior(l
EAP) —taking place in the SNBA'’s facilities which was the first major public act of the
FCG and with which it would set the tone for its institutional role in the Portuguese artistic
scene. Organised by the FCG’s Museum and-Bite Service, this exhibition was designed
to showcase the results of a contest (v. figs. 2.4. to 2.6.). 551 artists presented 2353 works
of art, competing for prize-money and scholarsHipSor the exhibition, 148 artists (255
pieces) were selected and fifteen prizes and scholarships were awarded. The selection
obeyed a clear aim, that of providing “a comprehensive perspective of the current state of
the visual arts in Portugal” (Perdigdo, 1957). Even though the organisation ascertained the
FCG’s commitment to contributirtg the development of the arts in Portugal with no special

regard and/or patronage for any particular school or movement (cf. Perdigao, 1957), the final

50 Azeredo Perdigdo conducted a thoroughly continuous analysis and oéiesvartistic and cultural pano-
ramas in Portugal (focusing on production, distribution, and recepteghods and outcomes), v. Perdigéo,
1961. As Ribeiro puts it, “in a country where the absence of artistic topiseg nearly absolute” (Ribeiro,
2007: 328), Azeredo Perdigédo and the FCG would have to workffifiton gaining an acute, accurate, and
comprehensive vision of the current state of affairs of the Portugugstee scene. This was one of the main
goals of thd Visual Arts Exhibitionwith Azeredo Perdigédo explicitly designating the organisation of that
display as a “real examination meant to clarify certain problems” (Perdi§&a; 2).

51 For further information on the technical specificities of the contest orgamisati¥illas-Boas, 1957 and
Oliveira, 2010.
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outcome of the whole process revealed quite polemic, with another exhibition being organ-
ised featuringhe artists and works that had been rejected from the FCG’s ?ER&jard-
less of the many criticisms and bad reviews it was subjectédhe exhibition succeeded
in introducing a considerable degree of novelty and change at multiple levels: the @xhibiti
plan and format, the gathering of different generations of artists, the type of publicity and
the type of public engagement conducted, as well as the stimuli it provided for the national
art market. At the level of plan and format the exhibition was initially envisioned as the first
edition of a periodical series of shotis

This first edition distanced itself (and broke away) from the typical saldieiowing
instead the model of the Venice Biennale, showcasing different generations of artists in the
same space, contributing, thus, to a more complete overview of the artistic panorama. The
Portuguese public needed more opportunities to further engage with their own recent art
history— given that much of the modern art of the earl{ 28ntury was not well-accepted
by the political regime and therefore did not have many chances to be disply/actll as
opportunities to get to know the art created by their contemporary artists. The FCG was
aware of this reality and believed it was necessary to create spaces for théopdksim-
ultaneously exposed to consecrated and contemporary art because, as Azeredo Perdigdo put
it: “[t]he artistic culture cannot, however, be constructed solely on the basis of works from
the past, no matter how beautiful they may be; it is also necessary to give young [artists] the
chance to be known and understood” (Perdigéo, 1961: 87). Much to this end of educating
the public, the exhibition was accompanied by a set of lectures about modern arhbly a pa
of expert§® on that topic. The public was invited not only to see the exhibition as a spectator
looking at an assemblage of works that have been laid out for him/her, but also as an active

observer, empowered by the availability of information and discussions regarding the gen-

52 The artists whose artworks were excluded from the | EAP (sonfewf were household names of Portu-
guese arts academies) organised their own exhibition in January 188&xhibition was supported and
endorsed by the FCG.

53 Due to the many articles both defending and criticising the criteria used by the gaigct the works, the
FCG’s | EAP can be considered responsible for the first public debvatdlyl regarding modernism vs.
naturalism as well as academicism vs. innovation/creativity in the artistic fiBldringal.

>4 A second exhibition, following the same guidelines and format, was h&@bih at the Lisbon’s Industries
Fair facilities.

55 A format still in vogue and adopted by the SNI as well as the SNBA.

56 Namely, Bernard Dorival (1914-2003), art historian and at the ¢imator of theMusée National d’Art
Modernein Paris, and Roland Penrose (1900-1984), artist, poet, and ariahisteno at the time he was
president of the Institute of Contemporary Arts in London.
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eral subject of the exhibition. This fact, coupled with the unprecedented expenses on public-
ity and catalogues for the exhibition, ensured a type of media attention andqowioléity

that had not been known in Portugal in the fields of art and culture. The | EAP was, first of
all and particularly, an example of Azeredo Perdigao’s cultural policy: a thoughtful and in-
terested relationship with the artistic production of his time, regarding such production as
crucial for the organisation of a collection of Portuguese contemporary art that could be
toured around the country so as to form/educate a public for art. The acquisition of a number
of works displayed at the exhibition was very important for the initiation of an art world in
Portugal. It was also the beginning of what would later on become the most important col-
lection of Portuguese art of the"2@entury. This early dynamics between the FCG and
Portuguese artists also worked as an incentive for wealthier classes to buy works of art,
contributing to a greater degree of sustainability of the art market in Portugal.

This first visual arts exhibition organised by the FEBefore the construction of the
headquarters and museuhelped to reshape the country’s artistic cultural discourse by
framing andusing language in exemplary ways. The FCG’s wish and aim to set ‘more, bet-
ter, and different’ standards was put into practice through the devising of a language that
would set the FCG apart, and clearly set the tone for its artistic cultural practices. The reno-
vation of the exhibition location (SNBA), the designing of the space and of the exhibition’s
museography the definition of characteristics such as the ordering and format of the display
of artworks and of the informative materials that accompany them (like texts), the lighting,
the labelling, etc— were all conducted in order to shape and create a specific language.
Those elements would reflect the FCG’s own language, its way of working and of viewing
(and communicating to the public) art and its role in society. The generational and thematic
disparity along with the confrontation of artistic movements and trends refleatetimade
visible as well as textually intelligiblethe artistic realities of the time, while simultaneously
being a result of the political contéktThe FCG’s | EAP was demonstrative of the work of
language and politics in art exhibitions, given that “in all these shows [...] diplomacy, poli-
tics, and commerce converge in a powerful movement, the purpose of which seems to be the

appropriation and instrumentalization of the symbolic value of art” (Basualdo, 2010: 129).

57 The FCG wanted to develop its own institutional identity without, howewéeying into direct conflict with
the State or its organisations. The relationship between the FCG and the veg tenuous, ambivalent,
and ambiguous at points, but nevertheless necessany both the FCG and the State recognised it as such.
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Such was the case with this exhibition that ended up highlighting and promoting the institu-
tionalisation of the more recent artistic trends (regardless of the F@Bments of impar-
tiality in relation to the dichotomies of modern art/academy and figuration/abstraction). The
controversy such unspoken endorsement generated would be responsible for the reinvigora-
tion of the artistic scene in Portugal which would translate into new opportunities for the
development of the visual arts. The field could now count on the support of an interested and
committed patron that upheld the concepts of artistic freétjameativity, and renovation,
as well as the values of improvitige public’s cultural and artistic knowledge and appreci-
atior?®. This initial step, meant to establish the FCG'’s institutional role before the artists and
the public, represented a point of rupture in the history of art exhibitions in Portutied. In
eightyears following this ‘institutional presentation’ exhibition the FCG would organise an-
other five very important exhibitions.

In 1958 the FCG held th& Rainha D. Leonoexhibition (v. figs. 2.7. to 2.9.). This art
and history exhibition celebrating the d0@nniversary of the birth of Portuguese Queen
Eleanor of Visef — a patron herself and founder of thisericordias$?! in Portugal- was
an opportunity for the further implementation and strengthening of the FCG’s institutional
language. The great investment again in museogfapiould fulfil the ultimate goal of
subtly establishing a connection between the charitable and cultural work of one of Portu-
gal’s most important historical figures and the projects and programmes the FCG sought to
implement and develop in the country and beyond. The FCG thus further established its
language and its view on cultural policies before the public with “[tjhe appropriation of a

historical figure and the renactment of an iconographic universe [...] through works of art

%81n his first official report as President of the FCG, Azeredo Perdigdo Viwdiere ever there is a true artist,
i.e., an honest and capable artist, loyal to a superior aesthetic ideal, thatfeoundl be with him/her,
ready to help him/her fulfil his/her work, regardless of the artigstidencies, school, or movements his/her
work belongs to” (Perdigéo, 1961: 87).

%9 As Antono Pinto Ribeiro highlights, Azeredo Perdigdo was awfatieectask at hand, having stated in his
first report that the FCG would “first of all, and by all means, wovkaral the moral improvement of man-
kind and toward the betterment of the cultural level of the people” (Perdigéd; 87).

80 It was fitting thatthis should be one of the FCG’s first exhibitions, as Queen Ele&iniseu (14581525,
Portuguese queen consort between 1481 and 1495) spent muclpefdogral wealth on charity work; she
supported the implementation and equipment of All Saints Royal Hospital imL{slhich was considered
the best hospital in Europe at the time); and she also endorsed the constfibgdfadre de Deusonvent,
an architectural masterpiece of great relevance to the city then.

61 The Santa Casa da Misericérdiaas Qeen Eleanor's most renowned legacy. Still in existence today, the
Misericordiaswere founded as confraternities with humanitarian and charitable purpgsesttislg and
taking care of poor and sick people, as well as fostering abandoneeichildr

52 TheMadre de Deusonvent was fully restored by the FCG for this commemorative iieinib
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and documentation, pointing towards the power of exhibitions in putting forward new inter-
pretations and discourses about artistic objects” (Oliveira, 2011: 7). According to Antonio
Pinto Ribeiro, Portuguese curator and art essayist, the organisation of this exhibition (the
architectural and designing intervention in the space, the research conducted for the cata-
logue, etc.) can be directly linked to the implementation of a museum in that*spacen

years later (cf. Ribeiro, 2007).

Internationalisation waslkey aspect in the FCG’s plan for constru(ct)ing a shared space
for the creation, fruition of, and interrogation about the arts. In 1961, the FCG held an exhi-
bition in Lisbon, Oporto, and Coimbra titl&titish Art in the Twentieth Century. figs.

2.10. to 2.12.). This painting and sculpture exhibition by British authors was organised by
the British Councft*for the FCG. This was the FCG'’s first activity geared towards enriching
the Portuguese public’'s knowledge of international art and it granted thiat with the

chance to get better acquainted with British painting and sculpture of the past sisty yea
The next step in allowing for opportunities for a contact with art from a foreign country was
the organisation of the exhibitidaCentury of French Painting1850-1956°, in 1965. This
exhibition was accompanied by the organisation of a conference where Portuguese and
French specialists held eight lectures on the topic. It was one of the most attended exhibitions
during the FCG'’s early years, with ara100 000 visitors (cf. Ribeiro, 2007). In the previ-

ous year, over 90 000 people attended the exhilbdd®d— Painting & Sculpture of a Dec-

ade the first major international exhibition co-organised by the FCG. Assembled by the
British Arts Advisory Committee, it was held at the Tate Gallery in London and was “one

of the largest surveys of po¥945 painting and sculpture undertaken to that date” (Stephen-
son, 2012: 422). Featuring 170 contemporary artists and over 350 artworks this exhibition
highlighted the interaction between different artistic practices and cultural sensibilities

emerging at the time. Despite its North American/European-centric apffiohehissues

3 The restored convent would become the house of the National Muséaortujuese Tile, in 1965.

64 The FCG and the British Council had been developing an official relatiosstue 1959. This was much
due to Calouste Gulbenkian’s history with the British governmentragort with the British Council was
crucial for the development of the FCG'’s collection of British art, which toageslthrough the advice and
counselling of some of the most important British art critics at the, ttmch as Herbert Read (founder of
the Institute for Contemporary Art). For further information onrlationship between the FCG and the
British Council, as well as on the FCG’s Britist enllection, see: Vasconcelos, 1997.

8 This exhibition was a moment of consolidation of the relationship batthee=CG and Malraux’s Ministry
of Culture, confirming the policies and ideologies which brought MalesuakAzeredo Perdigédo closer and
that were mentioned in the previous chapter.

66“Of the 170 artists featured, forty resided in France, fsityin the U.S. and forty-nine were from the U.K.,
leaving only limited representation from elsewhere. [...] With only a femen artists, no artists of lowr
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brought forward by this exhibition contributed to a re-adjustment of cultural policies and to
a rethinking of modern exhibition practices and of art audiences’ engagement.

The five art exhibitions discussed above are representative of the FCG'’s ideas for the
development of an institutional languagand the message that language sought to convey
through a continued artistic programmas well as demonstrative of the type of cultural
policies the FCG’s sought to implement. The | and Il EAP of the FCG attained the goals of
consecrating some of the great nathe$ Portuguese first moderni§frwhile showcasing
the more recent artistic tendencies of younger authors and engaging the public with unprec-
edented museography and thematic lectures. These exhibitions were the departure point for
a closer relationship to develop between Portuguese audiences and modern art. The afore-
mentioned 1958 exhibition, a celebratory moment of (Portuguese) art history, although more
conservator in content, continued the goal of establishing the FCG’s language through exhi-
bition design. The presentation of British and French early modern and contemporary art
was a key element in the FCG'’s construction and fostering of artistic and cultural awareness,
sensibility, appreciation, and knowledge in the Portuguese puldlice support and co-or-
ganisation of a major international exhibition which questioned pre-established notions of
art and raised issues for its debate and re-thinking was one of the most important stepping
stones for the FCG'’s internationalisation on the artistic and cultural fields.

The FCG introduced new discourses and representational strategies into the artistic and
cultural fields through language and unprecedented pclitickanguage that can be consid-
ered to have developed as a direct reference to and as a representation of the FCG’s scheme
of values, aiming towards the production of knowledge. This was also the point of the insti-
tutional politics developed: to enlarge the scope of governance in the artistic and cultural
fields and to aid in their ingress into civic production of knowledge. The FCshsna

broadened the range of possibilities in the artistic and cultural horizon and sought to prepare

and an emphatic focus on painting and sculpture, as the conventional foreartistic expression, the Tate
show seems, at first glance, to offer a rather narrow and biasedelppvdhat one critic termed ‘a white
collared attitude to art’.” (Stephson, 2012: 430).

67 Such as Almada Negreiros, for example, who was awarded a ‘cama®f hars concours

58 portuguese Modernism, and more specifically the artistic and literatgrmist movements and currents, is
often broken down into the First Modernism and the Second Modernisnfurfteer information on the
reasons for and meanings of these designations, v. Dix and PRGitfo,

8 As Azeredo Perdig&o clearly stated in his first report as President of the FC@stAve will organise
exhibitions that will present the public with fundamental notions oft-fistory in general and Portuguese
Art History in particular, by displaying [...] some of the most farmevorks of art of [human] artistic herit-
age. At the same time we will organise visual arts exhibitions of national cam@martists in our univer-
sity cities and other towns [...]" (Perdigdo, 1961: 104).
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the Portuguese public for the FCG’s future activities in those fields. As will be discussed
next, its role of educational, cultural, and artistic powerhouse is one that the FCG will uphold
throughout the years and throughout the developmantl increase in range and scejud

its artistic and cultural activities.

Figure 2.5. - FCG's | Visual Arts Exhibition at SNBA in 1957

Figure 2.6. - FCG's | Visual Arts
Exhibition at SNBA in 1957
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R o .

Figure 2.7. - Exhibition A Rainha D. Leonor

......

Figure 2.9. - Exhibition A Rainha D. Leonor

53



- LISBON AND THE CALOUSTE GULBENKIAN FOUNDATION

Figure 2.10. - Exhibition British Art of the Twentieth Century, Coimbra, 1962

Figure 2.12. - Exhibition British Art of the Twentieth Century, Oporto, 1962
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2.1.3. The FCG's cultural programme: building towards a transformative practice

The plan of action set forward by the FEG&nd the means taken to reach its goals and
objectives- were based on such grounding notions as creation, renovation, improvement: to
do “more, better, and different”. With that frameset in mind, the FCG’s cultural programme
was very much seeded on “[a] modernity and [a] cosmopolitanism derived from this habit
of listening, meeting, and engaging with the thought and experience of those most acknowl-
edged in the world” (Barreto, 2007: 44). The introduction of modernity and cosmopolitanism
— via the establishment of modern and cosmopolitan habits in artistic and cultural practices
— was one of the indelible marks left by the FCG on Portuguese society. The early (and
quick) structuring of the FCG’s cultural programme is demonstrative of that need and wish
for a cultural transformation.

The political culture of the FCG (much determined by its President), and therefore its
cultural policies, were highly influenced by the theoretical and practical work of André Mal-
raux. The principles underlying th&ction Culturelleof the French Minister for Cultural
Affairs (v. subchapter 2.1.) steered Azeredo Perdigao’s idealsfdetvelopment of cultural
policies aiming to support the arts, to create spaces for their democratic fruition, as well as

to foster the public’'s knowledge and appreciation of artistic expressions:

It is not enough to open schools, improve the teaching level, grant scholarstaigs for

ists to perfect their work here and abroad; all of that is required,doutalre is needed,

it is indispensable to educate the people, to awaken an interest for works of art, to have

people consider them essential things, understand their message, and netdgabl

without them.

(Perdigao, 1961: 83).

Despite the patronising (and standardising) tone and approach, this notion of cultural action
was fundamental for a country like Portugal, where the State investment in arts and culture
was limited and restrictive. The FCG started the job of structuring cultural policies in the
mid- to late1950s, taking on the State’s role and acting like a Ministry of Culture, opening
up the country to external artistic and cultural influences and allowing for modernity and
cosmopolitanism to seep in. Another important aspect that reveals a parallelism between the
FCG’s cultural policies and Malraux’s Cultural Action is the broad scope approach of the
FCG towards the endorsement and promotion of different artistic expressions. As stated by

Azeredo Perdigao in his first four-year report as President, the greatest benefits to art and
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artists would come by “fostering the development of the public’s taste for all artistic mani-
festations and expssions” (Perdigédo, 1961: 83).

The FCG'’s initial cultural programme addressed many of the lacks and insufficiencies
that had been identified in the Portuguese artistic and cultural contexts. That programme’s
first actions fostered literary education, most visibly through the Itinerant Libraries project;
it granted scholarships to art and humanities students as well as to artists; it acted as a pub-
lishing house, aiding in or fully supporting the publication costs of a number of priceless
works; and it initiated a sequence of varied temporary exhibitions to get the public in touch
with national and international art history as well as with the contemporary artistic move-
ments. But the FCG’s cultural programme went far beyond that. In 1957, the FCG organised
the F' edition of the Gulbenkian Music Festival; in 1959 it created the Musical Education,
Musical Didactics, and Music Initiation for Children courses; in 1962 the Gulbenkian Or-
chestra was formed, followed by the Gulbenkian Choir in 1964 and the Gulbenkian Ballet
Group in 1965. Music and the related performance arts were a strong bet of the FCG'’s pro-
gramme, allowing for the interaction between and co-work of Portuguese and foreign maes-
tros, musicians, and performers. Much like in the visual arts field, the A@@E Service
—comprising the orchestra, the choir, and the ballet as well as the cebexzsne a “trend
setter and gatekeepét(Conde, 2006: 74). The programme was also responsible for re-
search projects which allowed for the development of artistic inventories pertaining to tra-
ditional Portuguese artistic crafts such as woodwork and glazed-tile. In 1959, the first edition
of the cultural journaCol6quio— Revista Portuguesa de Artes e Letf@slloquium— Por-
tuguese Journal of Arts and Letters) was published. It gradually turned into a great success,
becoming “an intellectual and artistic reference of the national cultural panorama” (Ribeiro,
2007: 324), so much so that it would later on (1971) unfold into two distinct and more field-
specific journals to cater to specific audien€asibquio Arteqarts driven and oriented) and
Coldquio Letraghumanities driven and orientédljv. figs. 2.13. to 2.15.). The conferences
and lectures held alongside some art exhibitions also became a symbol of the H@&E
action, with many thematic conferences being held within the context of cinema, theatre,

and dance cycles.

70 For further information on the FCG’s Music Service, v. Ribeiro, 2007.
71V. footnote 48 and Ribeiro, 2007.
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The variety of the activities developed, the fact that in many of them different and often
contrasting artistic and intellectual approaches could be found, and the high level of com-
munication and engagement with the public, reveal the type of goals the FCG’s cultural
programme was aiming at. It is possible to discern two main objectives that were interde-
pendent: one was the great care and preoccupation with providing as many opportunities as
possible for the cultural, literary, and artistic education/fruition of students, artists, and the
public in general; the other was the (re)definition of the national cultural discourse. This
(re)definitionaimed at creating a “true ‘democratising’ public space, [becoming] a ‘window
— basically the only one of connection between Salazar's Portugal and international cul-
ture” (Grande, 2009: 109). Education towards a renewed cultural discourse, a mae- intell
tually encompassing and artistically comprehensive one, was, thus, the initial step of a cul-
tural programme seeking to establish the grounds for its continuation and sustainability. The
FCG made significant efforts to ensure some level of heterogeneity and difference in its
cultural programming, especially if one considers the socio-political context of the country
at the time. However, and regardless of those efforts, the phenomenon of educating a public
on the basis of a set of cultural policies which have the same origin as the cultural policies
that will offer that public with much of the artistic expressions it will come in contact with,
presents its problems.

The FCG'’s responsibility in the cultural and artistic formation of the Portuguese public
canbe considered to have been indivisible from the establishment of a given ‘taste in art’,
which could arguably condition future responses of that same puibkc:pure gaze’, as
defined by Pierre Bourdieu ifhe Historical Genesis of a Pure Aesthgitiaplies/supposes
the formation of an aesthetic structure of vision in which the work of art is attended to in and
for itself. Imbedded in the historical processes through which the ‘pure gaze’ was con-
stru(ct)ed is the role of the spaces and institutions accountable for the categorisation, assem-
blage, arrangement, nomination, and classification of things as works of art. Alongside the
creation and development of institutions responsible for rendering works visible as ‘art’, lays
the formation and development of circumstances and methods that produced spectators ca-

pable of recognising and appreciating those works as such (cf. Bennett, 1998).

The experience of the work of art as being immediately endowed with meaning and
value is a result of the accord between the two mutually founded aspéutssaime
historical institution: the cultured habitus and the artistic fielde@ithat the work of

art exists as such (namely as a symbolic object endowed with meaning and value) only
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if it is apprehended by spectators possessing the disposition and the @esthpt-
tence which are tacitly required, one could then say that it is the &éstng which
constitutes the work of art as a work of art. But, one must also remember atehedi
that this is possible only to the extent that the aesthete himsedf igsdtuct of a long
exposure to artworks.

(Bourdieu, 1987: 202)

Here Bourdieu argues that the interaction between the artworks and their beholders follows
a hermeneutical circle of exchange, where pieces can only truly become workaloérart
contemplated by knowing/knowledgeable beholders, while at the same time these spectators
can only be considered knowledgeable as a consequence of their exposure to and contem-
plation of works of art. Moreover, it can be considered that this interaction between the pro-
duction and promotion of art and of an artistic taste and, therefore, the creation of a public
for art falls into the logics of the dialectic through which, as Marx argued, the processes of
producing an object for consumption and the processes of producing a consuming subject
continuously interrelate in the ways necessary for the circle of exchange between them to be
completed (cf. Marx, 1973).

Despite Bourdieu’s (now dated, and perhaps always relatively questiomggs)on
the implications of class in the relation of the individual with culture and artistic expression
—always polarising aesthetic dispositions either as popular or bourgehgie is an under-
pinning issue pertaining to the relation between art production and art consumption (appre-
ciation, fruition): the issue of theory. As Bennett puts it, theohgre specifically “a dis-
tinctive language of art” (Bennett, 1998: 164is-what mediates the relations between the
work of art and the public. The reason why the knowledgeable beholder can look at pieces
and experience/construe them as works of art is because he has a knowledge of the theory
(language) necessary not only to admire, but also to read and interpret the piece€.as ‘art’
The knowledge of that language, or lack thereof, plays a significant part in the possibility of
enjoyment and fruition of a work of art by the public. In the classic audiencelsardgur
de l'art: les musées d’art européens et leur puli®69), Bourdieu and Darbel bring for-
ward research results demonstrating that working-class visitors responded quite positively
to the existence of labels, auxiliary text guidebooks, catalogues, and other kinds of contex-

tualising and explanatory materials in art museums. At a time when artistic education was

2 What one considers to be art is very much dependent on the capaeifygita work as such. A common
language (not at all necessarily an academic one, though) must be shasshlibe viewer and the gazed
upon work. Issues of aesthetic sensitivity/sensibility (taste) also comelay. Recognising something as
art does not imply one has to necessarily like it.
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not at the reach of the general public, the existence of such ‘didactic’ materials was shown
to have improved the relation of the general public with art museums. The study showed that
it was possible for art museums to better their image before the general public by providing
the means and the appropriate training so that their visitors could come to share the
knowledge of the aforementioned ‘language’, because, as Bourdieu and Darbel put it: “the
perception of the work of art is neceslsainformed and therefore learnt” (Bourdieu and
Darbel, 1991: 56).

The relations of power described above were very much present and in effect during this
phase/process of affirmation of the FCG in the Portuguese cultural panorama. As stated
above, the=CG's initial cultural programme had indeed been designed to provide people
with the tools— knowledges and a languagehat would allow for a greater and broader
understanding of artistic expressions, therefore seeking to open up artistic and cultural hori-
zons. As was also seen above, this type of patronising approach to the presentation of artistic
and intellectual culture was gradually contested and disapproved of in European countries,
such as France, throughout the 1960s. In Portugal, however, this was not the case. Given that
the sort of arts and culture approved of and/or supported directly by the Portuguese regime
was so limitative, any and all initiatives led by the FCG were always regarded varyhe
least, as a breath of fresh air in an otherwise stuffy artistic and cultural environment. The
FCG was, therefore, not only responsible for introducing a new type of cultural programme
but also, and above all, it was responsible for introducing to the public whole new sets of
ways of interacting and relating to artistic expressions. An art exhibition was not just to be
viewed and its formal aspects commented. When accompanied by conferences discussing
the role of modern art in society, for example, an art exhibition becomes a narrative, a way
of representing a given reality and, consequently, a way of (re)shaping that shiye rea
Criticism was, then, a key instrument as well as a result of the cultural policies implemented
by the FCG. It served as a politically transformative practice, allowing for a modification of
the relationship between citizens and artistic expressions. These were the first steps in the
formation of a true public, an engaging one, something that goes far beyond mere audiences,

as will be discussed in chapter three.
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2.2. A NEW MONUMENTALITY IN THE CITY 'S CULTURAL TOPOGRAPHY

Cities are places distinguished by some kind of monumental definition [...n€hiss a set of
public buildings that give the city scale, and the citizenry landmarks of a commityiden
Spiro Kostof, The City Shaped

Monuments are human landmarks which [mankind has] created as symbols for their ideals, for
their aims, and for their actions. [...] Monuments are the expression of [mankind’sshaylte
tural needs. They have to satisfy the eternal demand of the people for transldtiein abltective
force into symbols.
Josep-Louis Sert, Fernand Léger, Siegfried Gieditime Points on Monumentality

The element that was to definitely and permanently bind the FCG and the city of Lisbon was
the implementation of the FCG’s headquarters and museum buildings in one of the city’s
largest parkS. The construction of a place to house the FCG in the Portuguese capital was,
ipso factg the opening up of a gateway to late modeffitis the Portuguese architect and
professor Ana Tostdes puts it: “Everything in the realm of culture undertaken by the Foun-
dation up to that point [...] had been steeped in a discourse of modernity that was unknown
to the Potuguese up until then” (Tostdes, 2006: 21). That modern sense of artistic and intel-
lectual culture would, by 1969, have a physical expression. The institutional language that
the FCG had been creating and developing would be translated into a material image which
would, in turn, become “a discreet affirmation of a new power and a new ‘space/time’ mo-
dernity in [...] Lisbon” (Conde, 2006: 73). When discussing the relationship between Lisbon
and the FCG it is essential to analyse the aspects of material culture which both reflected
and came to shape the FCG’s cultural policies. Symbols of the modernity accomplished by
the FCG'’s early activities, the new park, buildings, and facilities would contribute signifi-

cantly to the definitive establishment of the FCG as a household name in Portugal.

> The FCG was implemented in the former Santa Gertrudes Park, which hadigljeltioused the Lisbon
zoo as well as the Lisbon carnival fair. For further information erptiocess of choice of location for the
FCG as well as further information on the selected park, v. Tostd@8,ahd Tost6es, Carapinha, Corte-
Real, 2009.

74 As was discussed in subchapter 2.1, modernity, along with literahartistic modernism movements, suf-
fered a deceleration (and even a complete halt at some points) during theidictgone of theEstado
Novo(1926-1974) in Portugal.
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Much like in the realm of cultural policies, the construction of the FCG’s buildings was
influenced by the changes taking place in post-war Europe and U.S.A. in the field of archi-
tecture. The need to rebuild many European cities, along with the transforming mentalities
of the post-war, led to a re-thinking of the urban scape, specifically targeting the formats and
purposes of cultural infrastructures. This architectural theory refidvalight about a dif-
ferent take on those irdstructures’ importance and significance as civic centres for the com-
munitied® (cf. Sert, Rogers, Tyrwhitt, 1955), with the notion of new monumentality.
Giedion, 1944) underlying the search for an optimal merge of the architectural object with
the oveall urban design and the city’s cultural tissue. Keeping on with this mind frame,
cultural infrastructures- buildings and outdoor spacesbecame the focal point around
which urban culture should revolve. The significance of cultural and artistic expressions as
structuring and defining elements in and of a soffdtyok centre stage as museums and
cultural centres were integrated into the redesigning and rebuilding of European cagitals a
major citie€®. These buildings- these places for art and culturevould become as much
an integral part of the urban topography as other educationally, socially, anchppligg-
ulative infrastructures. The political and social value of these cultural manifestations would
make them part of the row of democratic institutions which made up the urban topography
of the post-war modern city.

As Portuguese architect and scholar Nuno Grande pointed out, “[tlhroughout the 1950s
and 60s these infrastructures would shape the spaces for a multidisciplinary, democratic cul-
ture,becoming [....] the new urban ‘cathedrals’ through which the ecumenical message of
modern creation would spread” (Grande, 2009: 42). This was the reality in many European
countries, but not in Portugal. In a country where democracy and freedom of expression were
not consecrated rights, and where the cosmopolitan nature of modern and contemporary art

was regarded with distrust, there were no infrastructures specifically designed, built, and

7S For further information on the 1940s and 50s architectural debate betweaicism and rationalism and
the conclusions/new theories which sprung from the Internationagjr€sses of Modern Architecture
(CIAM) during those decades, v. Tostdes, 2006 and Grande, 2009.

78 For further information, v. Sert, Rogers, Tyrwhitt, 1955.

7" For further information, v. Giedion, 1944,

8V, footnote 39.

® Some examples of post-war projects for cultural infrastructures: the SanikhBts Centre (1951), London,
U.K.; the Lincoln Centre for the Performing Arts (1955-196@w York, U.S.A.; the Whithey Museum
(1959-1966), New York, U.S.A.; the Kulturforum (1957-1968%kst Berlin, Federal Republic of Germany;
the Kulturhuset (1965), Stockholm, Sweden; the Kulttuuritalo (19%B)1and the Finlandiatalo (1967-
1971), Helsinki, Finland (cf. Tostdes, 2006).
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dedicated to the exhibition and performance df 26ntury artistic expressions. As men-
tioned in subchapter 2.1, by the end of the 1950s, the three most recent State museum open-
ings had been two art museums pertaining t8 d@ntury art and a popular art museum
gathering a national ethnological art display which left modbe desired. The role of ‘Min-

istry of Culture’ taken over by the FCG from the very start of its activities would strengthen
throughout the 1960s, consolidating into material form in 1969 with the inauguration of the
FCG’s headquarters and museum bugdimand park. The FCG would provide the Portu-
guese society, and the Lisbon citizenry in particular, with a ‘Palace of Céfuae?ortu-

guese rendering of the European and Néutierican ‘modern cathedrals’.

Highly influenced by the constructs behind MakauMaisons de la Culturand their
multidisciplinary approach, the FCG’s house would very clearly reflect the work that had
been conducted since its beginning. Designed in the late 1950s and built throughout the 60s,
the buildings and their surroundings were a physical manifestation and material translation
of the FCG’s cultural programme. The institutional language that had been developed was
structured into an image of artistic and intellectual culture that “revolutionised the panorama
and the meaning & cultural space in Portugal, [...] representing a new and contemporary
monumentality” (TostBes, 2006: 204). The spaces were designed and constructed to further
allow and enable the variety of artistic and cultural functions the FCG sought to aistompl
As will be further discussed in section 2.2.2, the FCG created a cultural centre in Lisbon, a
civic centre capable of generating a public space for the collectiveiexgag of artistic
and intellectual culture. In being and doing so, the FCG inscribelflingo the city as “an
urban and cultural landscape [...] functioning as a whole much like a topographic sculpture
capable of bringing together modernity and monumentality” (Tostbes, 2006a: 22). The ac-
tivities contemplating artistic, literary, and musical education and fruition would all have
their own space to develop within that cultural centre featuring an art museum and a tempo-
rary exhibitions’ gallery, a concert hall and an outdoor amphitheatre, an art library and con-
ference rooms. The ways in which the congregation of all these activities under one roof
constitutes the creation of a cultural centre and how a space with those characteristics can
singlehandedly transform and shape the urban culturalscape will be discussed throughout the

next three sections.

80 The deed of purchase of the Santa Gertrudes Park states that exact exprelesigmate what was to be
built in that space (cf. Tostdes, 2006).
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In translating its cultural programme into a language and later on into a material image,
the new monumentality brought by the FCG dramatically altered the physical and mental
spaces of the city’s cultural topography. The new discourse formed byaltigatalge and
image “was understood to be an engine of progress in the arts and sciences, which amounted
to advancing social progress in generddid.). As atoposof representation and of symbolic
value, the FCG'’s buildings and park were constru(ct)ed to perfectly convey its “civic, cul-
tural, political, and ethical agendabid.). The space, and the cultural programme it repre-
sented, became an urban reference of development and contemporaneityervides to
community and culture, the FCG was able to impart and express a @aitgi@istwhich,
despite not being the one effectively experienced by Portugal, was the one margjtef it
zens hoped for and aspired to. The implementation of the FCG spaces in Lisbon propelled a
change in the way people envisioned their living space: if something of the scale, quality
impact, and monumentality of the FCG was able to exist in Lisbon, then that spelled out
other possibilities. The whole ensemble of cultural policies, cultural activities, and the crea-
tion of cultural spaces to house and develop them would generate a specific effect in society,
as will be discussed in section 2.2.3. The effect the FCG had in Lisbon society will be ana-
lysed and discussed by establishing a connection between the changes that took place in the
urban topography physical space and in the cultural topographymental space and
their effects on the development of urban cultural identity as a main feature of citizenship.

The following section, 2.2.1, will start by briefly putting forward and discussing notions
of urban topography (its meaning and uses in Culture Studies) as a way of speaking of the
designing and mapping, the observations and analysis of urban spaces and equipment, fo-
cusing in particular on certain kinds of fixed points of the urban dynamic and dialectic ex-
perience. Based on that, and inasmuch as it is relevant for the purposes of this dissertation,
the concept of cultural memory will be brought forward and integrated into the discussion
of cultural topography as a form of reading the sites where art and culture can be produced,
where they can be experienced, discussed, and interpreted: physical spacesyiwtiere
the construction of urban culture takes place. Cultural topography allows us to look at these
places “that incorporate and preserve a ‘mysterious’ sense of collective memdiand].]
to understand the meaning [...] and the implications of the founding of cities and of the
transmission of ideas in an urban context” (Harvey, 1994: 85). This already hints at the sec-

ond assessment that will be discussed regarding the concept of cultural topographies: the
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role played by the buildings that function as culture’s power houses (cultural institutions and
art museums) will be discussed, seeking to explain why it is exactly that they are cultural
topoi par excellencehow do they function, and what their role in the city is. The cultural
topography of the city thus becomes a constantly and permanently ongoing process of con-
struction, to which the actions of representation and transformation performed by artistic and

cultural institutions, as crucial elements of cultural and artistic mediation, contribute.
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2.2.1. Urban topography, cultural memory, and art places

In this analysis of the usages, purposes, and consequences of thinking the concepts of urban
topography, cultural memory, and art place together, the connections that will be withdrawn
from their interactions will serve to shed light on two particular aspects. The first one will

be the possible derivations one can take from the act of looking at a cityscape (here consid-
ered to be the physicaland literal- topography of a city in all its plenitude) through the
lenses of one particular aspect of how to perceive the construction of a city, that of cultural
memory. The second one will be to understand two of the levels of interplay between all
concepts: how do art places (art museums in their broadest sense) define the urban topogra-
phy and what role do they play as spaces of cultural memory in the city.

Urban topography meaning the graphic configuration of spaces and places in the city
that can express spatial metaphors and different orders of plaaase analysed under the
scope of meaning-making. Social, political, economic, and educational constructs are always
projected onto spaces, places in the city, cityscapes. Considering that reflection process
which immediately becomes a sign of their function and pewthiese spaces and places
become (or are turned into) te¥tstexts that must be looked at and analysed, read and in-
terpreted, texts from which the city’s inhabitants are to withdraw meaning. Theufzart
significance of each of those places is informed by a number of factors, both physical and
ethereal, that condition their reading. Therefore, spaces and places in themselves, according
to Michel de Certeau in hisinvention du quotidian. Les artsedaire (de Certeau, 1990),
are no longer what propels events and their consequent narratiomréhtexts that hold
within the discourses entrusted to them and created by/through their existence. If we consider
Henri Lefebvre’s definition of the thregatial concepf®, where he states that physical
space can be approached as a consequence of the mental and social dpaves, (1891),
and think of everyday life practices, or everyday modes of action functioning as a form of

rhetoric which leaves behind both material, visible traces, and immaterial, invisible ones (de

81V, Geertz, 1993(1973). On the issue of the localised society v., algé, A895(1992).

82 For Lefbvre, mental, social, and physical spaces are indissociable and irrétriaadn: mental space
works on the basis of social relations and events, and physicalgiens of our surroundings; our mental
space is, thus, filled with history, with culture, with a set of previknowledges and beliefs brought by past
experiences as a consequence of the transformations society undergsiesl Bpgce reflects and arises
from the constructions imprinted on our mental space and iedlmpthe political and economic character-
istics of our social space (v. Lefbvre, 1991[1974]).
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Certeau, 1990), then we might consider that process to haietec dimension in the eve-
ryday cultural practices of the citizens. Spada its varied and broad range sensgso-
duces culture in a way that reconciles thought with matter and time, and such (city) culture
has a direct impact on the intellectual and artistic practices of citizens, sustaining it, and,
moreover, providing for the elements to its own continuaaomopoieticfunctioning). This
means that social sustainability as well as community engagement to the city and its culture
is better served by having spaces and places telling stories; stories which will let people
know about those places’ history, intentions, fiows, present, and future. Space creates
culture and is simultaneously shaped by it. The city is both source of inspiration famcrea
and object of analysis regarding the creation that develops within it. The cultural memory
debate has sought to shed some light on these multi-layered co-(trans)formations.
Topographies, spaces, and places of/in the city are some of the core concepts for the
theories of memory developed by Walter Benjdthim his work on memory and its inter-
connections with the city, Benjamin claims that real, physical spaces and places can be con-
sidered as vessels or storages for our collective memory. Spaces of collective memory are
spaces where the past has been materialised, which can be thought of as cultuleekaving
materialised into space, a space that thence works as a place holding within it the collective
memory of a city. Itis, thus, clear that in this web of interconnections, two apparently distinct
levels of cultural memory must be addressed. On the one hand, cultural memory can be
perceived as a form of public discourse and as an identity formation tool: such a perception
arises from the deconstruction of the uses of political representations of space which thrust
collective projections onto sites. On the other hand, cultural memory can also beggkerceiv
as something that is already found within the materiality of the topographic markers when
contemplated by the citizens. While th&neu* might experience the latter perception of
cultural memor$® —i.e., it is the site, the place in itself, through its tangible and visual sig-
nifications, which primarily produces the formation of cultural memory (engaged by the
perceptive gaze of thiéaneur, though)— the workings of both referred levels are still per-

ceptible, be it in Benjamin’s work, be it in the experience of the city at the dithe 2F

83V, Benjamin, 1999; Benjamin, 1999a; Benjamin, 1999-2004.

84 A literary type from 19 century French literature and poetry which Benjamin saw as an eatideand
symbolic figure of the modern urban experience, turning it intabgect of study in hiThe Arcades Project
(Benjamin, 1999a).

85“At the approach of his footsteps, the place feused: speechlessly, mindlessly, its mere intimate nearness
gives [theflaneud hints and instructions” (Benjamin, 1999a: 416).
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century. This bilateral link between citizen/city-dweller and the city itself can also be under-

stood in light of the connection that exists between text and reader:

According to reader-response theory, meatiagpenshrough reading- it does not

exist as a pregiven of the text. [...] [T]he reader has to make connections, fill in gaps,

draw inferences, and make hypotheses as she proceeds through the text. Without the

active participation of the reader there would not be any text. [...]r&heer brings

‘pre-understandings’, a set of contexts and beliefs and expectations, to the work.
(D’Alleva, 2012: 110).

Likewise, it can be considered that, in the city, meahaggpengshrough the experienc-
ing of spaces and places based on the citizerdaiglier’s pregiven contexts and expecta-
tions. These pre-understandings presuppose, however, as Hefflpgyér that the reader
emerges from and exists in the world and can only know things as being-in-the-world: un-
derstanding is rooted in time and rooted in history (cf. D’Alleva, 2012). There is, thus, a
dynamic hermeneutical relationship between the notions of cultural memory as something
silently inscribed onto urban topography and brought to life by its sheer materiality and cul-
tural memory as active discourse constru(ct)ed by the public and articulated through the
material presence of space, places, and sites. Cultural memory might then be considered as
a process of translation which occurs amongst and amidst these two notions, being in itself
a process of hermeneutic decoding of the textualised significations of the city, as Benjamin
theorises throughout hBroject This means that the city (and its culture) and the city’s
inhabitants (and their cultural practices) simultaneously preserve and transform, communi-
cate and omit information about the city. These dynamics are set in motion and kept going
by the self-signifying practices of urban spaces as well as by the constru(ct)ed categories of
meanings that are assigned to them.

The close connection underlying the concepts of urban topography and cultural memory
demonstrates how the city is organised in such a way as to not only allow for the citizens to
perceive it, but actually insist upon (political and cultural) communication with its inhabit-
ants. As previously mentioned, the city conveys messages, notions, concepts which simul-
taneously inform and are informed bgqgple’s everyday life practices. The topographic
marker discussed in this dissertation, the art museum, functions as one of the city’s most
prominently hermeneutical conveyers by presenting itself simultaneously as a power insti-

tution for the gathering and preservation of collective cultural memory and as a community-

86 V. Heidegger, 1962(1927) and Heidegger, 1971.
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driven institution with a pivotal role in the construction of the collective cultural memory in-
the-making. Before analysing the role art places play in the city, it is important to understand
them as meaning-making institutions, places that control a language and use it to represent
their visions of the world:

Whenever one can describe, between a number of statements, such a system of disper
sion, whenever, between objects, types of statement, concepts, or themati; cimeice
can define a regularity (an order, correlations, positions and functionragsfdr-
mations), we will say, for the sake of convenience, that we are dealing digbursive
formation— thus avoiding words that are already overladen with conditions and con-
sequences, and in any case inadequate to the task of designating such a dispersion, such
as ‘science’, ‘ideology’, ‘theory’, or ‘domain of objectivity’. The conditicdiswhich
the elements of this division (objects, mode of statement, concepts, themat&sghoi
are subjected to we shall call the rules of formation. The rules of fionrate condi-
tions of existence (but also of coexistence, maintenance, modification, and disappear
ance) in a given discursive division.

(Foucault, 1969: 30).

Discourses gather in clusters, spanning across fields or strands of knowledge; they are pow-
erful because they are used to represent what the institutions and respective systems that
control language (museums, courts, hospitals, prisons, etc.) perceive as truth, and therefore,
these discursive frameworks are what determines realitypiaf).

The organisation of the modern city is marked, even sometimes scarred, by the physical
and aural impression of its power institutions. Political, judicial, economic, and religious
power houses and institutions, along with their different respective modalities of character-
istic, authoritative looks, are all typically sites of power: power to regulate, power to rule,
control, and monitor. With the modern arrangement of the city, however, and its desire and
intent of openness to the public eye, granting the city’s inhabitants with a sense of security
through the seemingly familiar acquaintance and knowledge of the city’s inside meanders —
via apparent transparency in its inner workings, ways of organisation and forms ofacting
these power houses and institutions are transformed into spectacles (using that newfound
ground to perform their role as conveyers of discursive formations and frameworks). This

same process occurred with museums in the eaflgdstury in the urban environment:

Museums may have enclosed objects within walls, but the nineteenth century saw their
doors open to the general publievitnesses whose presence was just as essential to a
display of power as had been that of the people before the spectaclesbinpamti in

the eighteenth century. Institutions, then, not of confinement but of exhibitionnfprmi

a complex of disciplinary and power relations whose development mighfribisly

be juxtaposed to, rather than aligned with, the formation of Foucault's ‘caacelni
pelago’.
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(Bennett, 1999: 345).

Tony Bennett's seminal discussion regarding the establishment ekltiigitionary com-
plext’ (Bennett, 1999), where that which was previously the object of private gaze is pre-
sented before the public eye as a way of deploying power and knowledge discourses through
the design of spaces for the controlled and ordered layout of objects, speaks of the organisa-
tion of cities as places of construction of performance. They are places where tighestab
structures of visibility and visuality are embedded in and sustained by the organisation of
urban space and its consequent metropolitan experience. The opposition between the open-
ness of public space and the enclosure of private space set in motion by the ardhitectura
arrangement of the city around structures of power finds iexthibitionary complea form
of institutionalisation of modern city life. The power to gaze is, thus, artificially dislocated
and granted to those who were usually its target. The once (and still) monitored gain the
(allowed) power to gaze and monitor these power institutions themselves (here the herme-
neutical dynamics take on new forms as will be discussed throughout chapters 3. and 4.).
Museums are a key contributor for the formation of discursive frameworks in the macro
structure of the city. The exhibition of artworks is a medium of and a settrigrum- for
the representation of other experiences through the display of objects and through the telling
of stories. According to Svetlana Alpers, the ‘museum effect’ is what potentiates audiences
to experience art and have an aesthetic response, which is always based on expedences a
skills that are brought into and simultaneously shaped inside the particular field of discursive
frameworks and formations constru(ct)ed by the museum (cf. Alpers, 1991). That framework
is built, not solely by, but relying strongly upon the help of, the mode of installation, the
design, the arrangement and assemblage of an exhibition, as well as on the subtle messages
communicated by and conveyed through those different elements, influencing our under-
standing and appreciation of the political, visual, social, and cultural interest and meanings

of the artworks and the stories exhibited in museums. The ‘museum effect’ is thus an appa-

87 With his essay on thexhibitionary complexBennett takes on Foucault'saysis of institutions such as
mental hospitals and prisons and turns it inside out, quite literallynddel of the panopticon penitentiaries
presented by Foucault is used by Bennett to establish the differeneebdiath models of power and
knowledge relations: while the model of the panopticon penitentiaries follows tles wigremoving the
body of the sentenced from the public sphere and builds a sgétamveillance by granting the power to
see to those in charge and by denying it entirely to thosexrgween, the model of teghibitionary complex
brings forward and displays before the public eye what had begiopsly and so far the object of private
gaze alone (v. Bennett, 1998; Bennett, 1999; Foucault, 1999; Foucault, T0Q1[19
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ratus of power (cf. Alpers, 1991), which partly explains the reason why museums have his-
torically been such important instruments of power, experience, and education, contributing
to the articulation of identity/identities (cf. Duncan, 1990). As privileged arenas for the
presentation of images of self, museums can tell us who we are; they can represent identity,
either directly, through assertion, or indirectly, by implication. The degree to which the re-
ception of the ‘story’ takes place depends on the level to which knowledge and perceptual

skills are shared between the artists, the art place, and the public.

The subject of the production of the artwerkf its value but also of its meanirgs
not the producer who actually creates the object in its materialityathgr the entire
set of agents engaged in the field. Among these are the producers of workisealassi
as artists [...], critics [...], collectors, middlemen, curators, etc.; in shbthage who
have ties with art, who live for art and, to varying degrees, from it, dredcanfront
each other in struggles where the imposition of not only a world view but alsio@a v
of the art world is at stake, and who, through these struggles, participate indbe-pr
tion of value of the artist and of art.

(Bourdieu, 1993: 261).

Visual culture focuses not only on objects but also on subjects, i.e. it focuses on “the
ways in which works of art (broadly defined) catch up their creators and viewers in inter-
connecting webs of cultural meanings and relations of power” (D’Alleva, 2012: 82). In fact,
there are practical and discursive relations of mutual construction, although maybe not
straightforward ones, between artistic practice, art history, and art museums. Cultural insti-
tutions are crucial elements in the context of the ‘economy of symbolic goods’ (v. Bourdieu,
1993), thus becoming key agents in generating the significance that the artistic and creative
economy of cities has within the framework of cultural identity formation and development.
Cultural institutions are also crucial sites of enquiry of those same identity discourses and
narratives created, hence acting as producers, mediators, and analysers of thevinalis in
the idea(s) of the city is (are) performed. Functioning as symbolic cultural capifar(e-
son, 1993; Harvey, 1994), the arts are key elements in the construction of the cultural dis-
tinctiveness of cities. Consequently, art pladepdi of art and culture) can be regarded as
privileged sites of construction, enquiry, and redefinition of discourses of and about the city.
As spaces and places of mediation between the artworks, the artists, and the public, museums
are at the same time agents in the development of the cultural context and informed by it.
Thus, the city’s cultural and artisttopoi produce unavoidable discourses and narratives
about the same city that shapes them. In their display of artworks and through the different

activities offered to the public to learn, engage, and dialogue with such artworks, cultural
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institutions allow for the experience of diverse world visions, artistic perspectives, as well
as political and social stands (for a more in-depth discussion on this issue, v. chapters 3. and
4.). As a crucial element to the vitality of cities, cultural and artistic productivity is key for
the development of communities with a strong sense of cultural identity and a greater under-

standing of the challenges posed by the urban phenomena.
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2.2.2. A cultural centre in Lisbon: shaping the culturalscape

The construction of the FCG buildings and park is a clear example of the correlation between
cultural policies and the creation of cultural spaces, as well as of how thatrr&héti trans-
lates into a dynamics which shapes the culturalscape of a city. The FCG inscribed its com-
mitment to the cultural and artistic fields in the planning and designing of its infrastructures
in one of the main spatial points of expansion/centrality of 1960s’ Lisbon. The spaces con-
structed were able to accommodate all aspects of artistic and intellectual culture: the head-
guarters building was equipped with one large auditorusuited for music, dance, and
theatre performances along with two smaller auditoriums, three conference rooms as well
as rehearsal spaces, and a large gallery for temporary exhibitions (v. figs. 2.16. to 2.18). The
museum building, besides housing and displaying the Gulbenkian collection, also includes
an art library (v. fig. 2.19. to 2.22.). The park (with an English-style garden) holds a Greco-
Romanstyle amphitheatre overlooking the park’s largest lake (v. fig. 2.23.). In gathering the
conditions for the fruition of multiple types of artistic expressions and in ensuring the possi-
bility to (within that same space) offer the public information on those artistic manifesta-
tions, the FCG created a central focus point for art and culture in Lisbon. The FCG'’s build-
ings and par® mirrored (and made possible the expansion of) the work that had been con-
ducted since its inception, and potentiated the objectives which that work sought to achieve.
The main objective of raising people’s awareness about art and culture, and getting the public
in closer touch with those areas of human expression, was much facilitated by the creation
of what can be considered to have been Lisbon’s (and the country’s) first cultural centre.

In building its cultural centre, the FCG wished to relay multiple notions simultaneously.
This new place in the urban landscape was supposed to: convey Caloustki@nlbéeg-
acy; be a space of representation of the FCG’s spirit; enrich the city’s cultural identity
material and immaterial levels. The founder’s legacy would thus be “translated [...] into a
modern version of an epic cultural landscape [;] [w]ithirs thindscape, [...] the diffusion
of culture [...] [would be] understood by the public as a voluntary ‘offering’, reversing the
ageold tradition of imposed, doctrina[ry] cultural values” (Wang, 2006888 Wilfried

Wang, former director of thBeutsches Architekturmuseupoints here to a crucial aspect:

88 Forfurther information on the FCG'’s buildings and parglanning, designing, construction, and history of
public use-v. Tostbes, 2006; Tostbes, 2006b; Barreto, 2007a; Grande, 2009; Tost§ez080a
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the FCG, with its cultural endeavours, aimed at offerimgaking available to the publie

a variety of artistic expressions and cultural activities, which many times were even to be
discussed and debated in open forums, as part of a cultural meaning-making process it sought
to conduct. In Wang’s essay, in which he takes the FCG as an example of the making of a
cultural landscape, he also highlights how the conjunction of the cultural activities’ quality,
the architectural identity, and the physical scale of an institution is fundamental for the cre-
ation of an epic cultural landscape (ffid.). This ties in with Conde’s assessment of the

FCG as purporting “a double architecture; physical in its creatioestietics, functionality

and context, but also political in the sense of creatipglia|[...] [i.e.,] a far greater imma-

terial space, a relational, symbolic one: a space of knowledge and culture, a jwiblic, ¢
space” (Conde, 2006: 72). The aesthetics famdtionality of the buildings and outdoor
spaces operated together to represent and enact the FCG’s character and eftiiteidiech

public, generating a place for the development of an emerging new urbanity whichihe FC
itself represented. The FCG can, thus, be thought of as what Foucault described as a hetero-
topia:

There are [...] real places, effective places, places that are writbethéinstitution of
society itself, and that are a sort of counter-emplacements, a sort of effectiviegdreal
utopias in which the real emplacements, all the other real emplacemertartHaze
found within culture, are simultaneously represented, contested and inverted; a kind of
places that are outside all places, even though they are actually localizable. Since these
places are absolutely other than all the emplacements they reflect, ancloftheyi
speak, | shall call them, by way of contrast to utopias, heterotopid3He heterotopia
has the power to juxtapose in a single real place several spaces, septaetm@nts
that are in themselves incompatible.

(Foucault, 2008[1967]: 17-19).

The FCG'’s infrastructures presented themselves as a place that brought together multi-
ple spaces which in turn comprised a multitude of emplacements: the physical place of the
buildings and park housed (both literally and figuratively speaking) different sp atate-
rial spaces and structures as well as conceptual spaces and wdtiotise flourishing of
artistic and cultural enterprises, which, via their policy dynamics, established the emplace-
ments of its constitutive elements. The relationship between the immaterial devising of cul-
tural policies and the material creation of cultural spaces comes full circle when the new
places created for (and as a cause of) art and culture stand for innovative ways of thinking
about and experiencing that same art and culture. The very notion of artistic and intellectual

culture is transformed as a consequence of this specific kind of organisation of sjlace. W
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each of those transformations the culturalscape of a city gets (re)shaped and such a dynamics
reveals a very clear and important connection between the concept of heterotopia and the
notion of culturalscape: a culturalscape is comprised of several heterotopias; several real
places that hold the key to “enhancing links between place and the social sense of persona
and communal identity” (Harvey, 1994: 273) and thus are responsible for the simultaneously
gradual and fleeting establishment of a cultural identity. Foucault's concept of heterotopias
(1967), how it ties in with Stanley Fish’s concept of interpretiv@mainities (1976), and

what those concepts mean for the constru(ct)ing of cultural identities and culturalscapes in
an urban environment will be discussed in more detail in sections 3.1.3. and 4.2.1.. However,
at this point of the discussion it is important to keep in mind the following notion: as consti-
tutive and fundamental elements of a city’s culturalscape “[h]eterotopias, like museums, cul-
tural centres, libraries and media centres, have been the ultimate levers for urban renewal”
(Dehaene and De Cauter, 2008: 13), and the FCG functioned as a lever for artistic and cul-
tural urban renewal at a scale and with an impact which had not been previously known in
Portugal.

The architectural organisation of spaces within the surrounding urban larfiseape
flectedthe FCG'’s internal organisation as well as the image it sought to convey to the public.
The two main differentiating aspects of the FCG’s cultural policigs politics of access
and of communicatior were deliberately and blatantly present in the spatial organisation
of the FCG’s buildings and park. The physical spaces of the FCG complementedtzard fu
developed the ideal space that it had been trying to forge since the start, i.e. the buildings
emulated the cultural programme that had been devised and put in motion since 1956. The
space for each artistic pursuit and cultural manifestation was part of a system which fostered
the inter-communication of spaces while allowing for a strong sense of independence be-
tween them (cf. Wang, 2006). Visual arts, music, dance, theatre, cinema, library, and schol-
arship services and activities all worked quite independently, but with the same goal and
with the knowledge that each activity was part of a cultural programme that aimed at trans-
forming people’s relationship to artistic and intellectual culture. The FCG’s buildings and
park were also very much responsible for that transformation. The impactful, yet not osten-
tatious, spaces, with their “democratically open topograyfimyd.: 95), communicated an

image of openness and accessibility, inviting people to approach and relate to the cultural

89 For further information on the urban landscape of 19504 86€s Lisbon, v. Tostdes, 2006; Grande, 2009.
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centre more easit{. The FCG had already introduced new cultural policies and was then
introducing a new monumentality, actions which foretold a space for the emerging of de-
mocracy (cf. Conde, 2006; Tostbes, 2006a).

As a true cultural centrea democratic archipelago for the debate of narrativethe
FCG made possible and actively encouraged the existence of a key asptetieotual and
artistic culture: interpretation. By making apparent (and available for understanding) the di-
versity of relations between artistic expressions and conceptual structures attributed to them
(i.e. interpretations), the FCG simultaneously represented, contested, and reversed (cf. Fou-
cault, 2008[1967]) the cultural framework it emerged from. It did so by being what Foucault
refers to as a “space of representation” (Foucault, 1970: 130), a space which houses and
brings to the foreground another space, that which exists between the objects/ manifesta-
tions/ materialities and the ways of conceptualising, and consequently interpreting, them. As
a space of representation, the FCG'’s cultural centre served the community by providing in-
terpretations for the intellectual and artistic expressions and manifestations it exhibited and
displayed: by making clear(er) the ways in which those paintings, concerts, ballet perfor
mances, etc. were (could be) conceptually understood. These (re)presentations of interpreta-
tion options and possibilities can lead the individual to question the order and adequacy of
artistic and intellectual conceptual structures, as well as the justification and fairness of the
conceptual schemes pertaining to social, political, economic, and educational realms. The
cultural centre can, thus, be considered a space where representation, interpretation, reflec-
tion, and contestation are the driving forces of meaning-making. The manifold existence of
space(s) within the cultural centrghe fact that it was a culture-making heterotepiain-

forced its strength and power in (re)shaping the city’s culturalscape.

% Comparatively to the previously known cultural spaces of the-dike the opera and the classical theatre,
for example- and especially comparatively to the national museums: the Gulbenkianrmease the large
temporary exhibitions gallery at the FCG presented themselves with amfivweo more inviting museogra-
phy; and the FCG’s freaccess public park also contributed to an inviting atmosphere suimguhd FCG’s
image.
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Figure 2.17. - FCG's Headquarters Building
Temporary Exhibitions Gallery

Figure 2.18. - FCG's Headquarters Building -
Temporary Exhibitions Gallery

Figure 2.19. - FCG's Museum and Ar
Library Building - Main Entrance
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Figure 2.22. - Calouste Gulbenkian Museul

Figure 2.23. - FCG's Outdoor Amphitheatre
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2.2.3. The Gulbenkian effect sites of newness and the politics of citizenship

The Gulbenkian effeds a matter of fact inasmuch as there are multiple direct and indirect
effects in the fields of art and culture in Portugal that can be clearly identified as having the
FCG at their source. Some of those effects (such as the increase in literary, artistic, and
musical education via the spread of travelling libraries, the awarding of scholarships, the
organisation of exhibitions and conferences, and the creation of courses) have aesady b
discussed above. But there are many other aspects of the development of Portuguese culture
that are undoubtedly associated with the work and existence of the FCG. The inauguration
of the FCG’s buildings and park in October 1969 “reintroduce[d] a symbolic condition into
social and cultural buildings, [...] [giving] Lisbon [...] a newbanitythat is a reference and
a refuge for the peaceful encounter of its citizens with the ‘Fine Arts™ (Grande, 2006: 65).
By purposefully and actively doing what Conde describes as “build[ing] more bridges be-
tween place and discourse” (Con@806: 83), the FCG presented the city with a physical
space that sought to materialise a conceptual programme of aesthetic and intellectual culture
offering Lisbon a new urbanity and a new monumentality. Being, thus, a site of newness,
the FCG would act, until the mid-1970s, as the sole location for the aspired democracy and
modernisation of Portugal.

In a country ruled by a dictatorial regime with very little interest in modern progress or
in emulating the cultural development of other nations, the FCG managed to stand alone as
a beacon of independence and pluralism (cf. Barreto, 2007). It had been providing the coun-
try (for over a decade then) with new cultural policies, manoeuvring its way through the
political culture of the reginté, and allowing for the existence of archipelagos of cultural
modernity (cf. Conde, 2006). The initial reason for why an institution which “dedicate[d]
itself to such delicate and controversial fields as culture, science, social welfare, and the arts”
(Barreto, 2007: 57) was able to succeed in an authoritative political environment was that
the political leaders of the mid-1950s (when the FCG was founded) were able to see that the

implementation of the FCG in Portugal was unquestionably in the country’s best #terest

91 As stated before, the relationship between the State and the FCG fluctuaabaalystremained cordial.
Even though the FCG counted with former members of Governmétst Board of Administration and in
other branches of its organisational structure, it also hired other personiaditiaste not necessarily well-
liked by the State. The FCG always followed a logics of individual meritrasidutional adequacy when
inviting/choosing someone for a post. For further informatiorhis v. Barreto, 2007a.

92V, Barreto 2007: 56-57.
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Alongside that reason, the FCG’s great capacity for diplomacy made its existanceits
unequivocal contribution for modernisation and development at multiple leveds only
possible but thriving. From a sociological point of view, and referring to the activities men-
tioned above, Barreto considers that the direct and indirect consequences of the FCG’s ac-
tions were responsible for “a quick and formidable process of change [which] transformed
[Portuguese] society”ilfid: 31). From a cultural perspective, andking up on Conde’s
notion of building bridges between place and discourse, it was the construction of the FCG’s
buildings and park that definitively marked the tone for the establishment of a new cultural
rapport between institution and community (cf. Grande, 2009), and thus between a site of
(cultural) newness and the politics of citizenship of a society.

That newness already known through the introduction of the cultural policies and pro-
gramme that had been contributing towards many forms of social progress sineent356
then concentrated into one site. A heterotopia which could hold and foster all of the activities
necessary for the further development of the connection between aesthetic and intellectual
culture and the community. It was also a eiteewness in the sense it transposed the FCG'’s
language into an image of “a monumentality that comprises the sense of representation and
the value of symbol, an image capable of expressing a cultural and civic prograintinee
same time political and leic” (Tostées, 2006: 193) which revolutionised the meaning of
what a cultural space could, and should, be in Portugal. The Lisbon population in particular
had the opportunity to experience that spatial newndiss park, the main auditorium, the
museum, the art libraryas “spaces of catharsis amidst the remaining gualitical every-
day atmosphere, [...] capable of providing an environment of greater individual freedom and
of democratic acce$d to the cultural experience” (Grande, 2009: 127). Such sdeale
expressed in the ways in which the different artistic expressions were presented and made
available, as well as in the ways through which they were explained, interpreted, and their
conceptual structurings made known. The museum, for example, was deemed by Azeredo
Perdigao to be more than just the home for Gulbenkian’s collection, it was to be also “an

initiation school, a research centre, and a place for artistic irradiation” (Azeredo Berdiga

% The democratic access Grande is referring to was not necessarily asfecfrasge, meaning that the access
could (and would most frequently) be restricted to a small percentage Pbttuguese population due to
ticket prices for the museum, concerts, ballet, etc. The FCG was, however, tnbald a number of ac-
tivities free of charge or at reduced prices. The democratic access mentioneertaéns o the realm of a
political and ideological freedom, since all of the State-sanctioned cultural astixéimrdless of being free
of charge, were restricted to what was deemed appropriate and desirable, banrgag all el
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1969: 17). With that in mind, in 1970 (a few months after it opened to the public) the Gul-
benkian Museum would inaugurate its Education Department, dedicating much of its atten-
tion towards developing and improving the relationship between the public and the museum
through a multidisciplinary approathThe pedagogical and interdisciplinary pursuits of the
museum and the modern typology of its ‘new museofSgyere all factors that worked
collaboratively in providing a novelty aspect that lasted due to the inherently sustainable
quality of the project.

The exisence of an Education Department is yet another example of how the FCG’s
cultural policies and the activities developed to implement them had a considerable and sig-
nificant effect in transforming the way citizenship was experienced by the Portuguese, and
especially the Lisbon, population. According to Grande, the FCG managed to establish a
“balanced relationship between politics and spaces [which] gave, within this culniral ce
an inestimable contribution to the increase of cultural audiences in Portugal, acquainting
them with a new aesthetic appreciation” (Grande, 2006: 66). Still, and despite the FCG’s
efforts to ensure a comprehensive service, there were large sectors of society which benefit-
ted very little from this cultural centre. This was due to economic and educational inequali-
ties (which the FCG sought to bridge over through some of the activities mentioned previ-
ously) that, nevertheless, remained as a marker of distinction. According to Barreto, in the
fields of art and culture it was mainly the middle and upper social classes (as well as the
intellectual and artistic elites) which benefited from the FCG’s activities of artistic exhibi-
tion, display, and education (cf. Barreto, 2007). However, during the first two decades of its
existence, the FCG’concern focused on making available, as fast and with as much quality
as possible, a myriad of activities that were to give the public the encouragement and the
necessary tools for an engagement with several and different manifestations of intellectual
and artistic culture. The FCG, in its affirmation as a space of political and cultural power,
sought to bring incentives for those less versed in the interpretation of the arts while simul-
taneously providing those with an already higher level of education with cycles and seasons

of exhibitions and performances which fostered a continued development of intellectual and

9 The central activity of the Museum (the display of Gulbenkian’s collectias)complemented with confer-
ences, scientific meetings, Art History initiation courses, and even coimciréssmuseum space (cf. Grande,
2009), to name a few.

9 For further information on the initial concept(s) of ‘new museologyRiviére, 1970.
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artistic culture in Portuguese society, and in Lisbon in particular. The correlation which ex-
ists between a site of newnessuch as a progressive cultural centre in a country led by a
backward dictatorial political regimeand the development of a different notion of citizen-
ship is founded on the connection between identity formation and material environment. In
his Concept of CriticismBenjamin discusses the dialectic of materiality and subjectivity and
how the first generates a sense of identification in the individual which affects his/her con-
tru(ct)ing of his/her own identity. It can be considered that the FCG’s materialityg the
concepts and programmes it reflectedreatly supported the constru(ct)ing of a sense of

cultural identity unseen previously in Portugal.

This chapter accounted for the social and historical context within which the FCG came
to be and within which it was embedded for the first two decades of its existence. The first
part of the following chapter will seek to follow the same logics of “ethnographic approach”
(Silverstone, 1989) by schematically delineating the European and North-American social
and cultural contexts in counterpoint to the realities experienced in Portugal (and particularly
Lisbon) during the same historical period. The second part of the following chapter will then
begin to apply the concept of narrative to the analysis of the museolsggca: the CAM’s
building and collection will be analysed as textual (and spatial) narratives which enust b
examined conjointly in order to understand the meanings and the meaning-making processes
created by the existence of the CAM.
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3.1. THE (COUNTER)CULTURES OF (POST-)REVOLUTIONARY PROCESSES

It is important to contextualize the new museum against a historical frakéworder to high-
light the discursive correlation between the strategies of representation usedtbynporary mu-
seums and museumlike spaces and the ideological pressures and political frantiesidrége
contributed to the production of culture and history [...].
(Message, 2006: 12).

The politically, socially, and culturally transformative events which took place in the late
1960s and throughout the 1970s in the U.S.A., Europe, and Portugal had a decisive influence
in the establishment of a modern art centre in Lisbon in 1983. The discussions regarding the
city and (its) artistic and intellectual culture took a turn away from the modernist urban cul-
tural policies of the post-war and away from the so-called mass culture stream. A counter-
culture movement, whose strength both emerged from and pushed forward the theories and
concepts researched and established by Cultural Studies, took the foreground precisely by
pouring its culture(s) into the city streets.

The global incidents and repercussions of May 1@8gnalled “the end of a western
model of development which started in the second post-war and that was a victim of the
critical effects of the ‘mass society’ it had itself created” (Grande, 2009: 165) as wékas “
beginning of a new relationship between the institutional-political power and that same mass
society, within which new mechanisms of mutual regulation would come to eikist’) (

The effects of this change in dynamics were varied and covered multiple fields, but some of
the most significant developments and consequences that followed were related to issues of
urban culture, ways of building and experiencing the city, and forms of practising citizen-
ship. The concepts of city and citizenship as presented by the Marxist critical theory of that
time would come to highlight the notion of ‘the right to the city’ (v. Lefebvre, 1968) as
central for the development of urban (cultural) policies (as will be discussed ahead). The

academic work of the social scieneagsponsible for engaging in research which sustained

9% “Antagonistic to the oppressive qualities of scientifigglfounded technical-bureaucratic rationality as pur-
veyed through monolithic corporate, state and other forms of instiélited power (including that of bu-
reaucratized political parties and trade unions), the counter-cultures exglersghlms of individualized
selfrealization through a distinctive “nel@ft” politics, through the embrace of afatiithoritarian gestures,
iconoclastic habits (in music, dress, language and life-style), and the catigueryday life. Centred in the
universities, art institutes, and on cultural fringes of big-city life, tbogeament spilled over into the streets
to culminate in a vast wave of rebelliousness that crested Chicago, Pagise PMexico City, Madrid,
Tokyo, and Berlin in the global turbulence of 1968” (ar, 1994: 38).
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and justified many of the more ideologically-driven demonstratiensnderwent a massive
transformation, as British Cultural Studi®ébegan to theorise on the reasons, the processes,
and the consequences of the existence of sub-cultures and counter-cultures within a cultural
mass (western-globalised) society. This new(ly fashidiedrdemic field highlighted the
importance of investing in diversified cultural production and distribution mechanisms that
should match the socio-economic diversity of the public they aimed to reach, as a crucial
element in the creation and/or strengthening of democratic systems. An active participation
and a critical involvement of all spectra of society in meaning-making systems and struc-
tures®, British Cultural Studies’ scholars found, was a key aspect for constru(ct)ing a notion
of cultural citizenship. As a result of their findings, the researéMess the Birmingham
School’'s Centre for Contemporary Cultural Studies (CCCS) were the first to call for a turn
of focus from the democratisation of access to intellectual and artistic culture (one of the
foundational cores of U.S., French, and British post-war urban cultural policies) to the de-
mocratisation of cultural consumption.

The difference between democratisation of access and democratisation of consumption
was clearly demonstrated in Bourdieu and Darbel’s 1988our de I'Art, les musées d’art
et leur publicwhere the authors state that without investment in the education and formation
of a public which is able to fully engage with the artistic expressions that are nagdelay
all other cultural policies of dissemination and access are made redundant. The study also
establishes a close connection between levels of cultural consumption and levels of educa-
tion, making it clear that educational policies must go hand in hand with cultural policies
(cf. Bourdieu and Darbel, 199Ihe conclusions drawn from this study made concrete and

apparent the socio-cultural disparities of the French public, as discussed in the academic

% The events oMai'68 in Paris, from student demonstrations to workers’ strikes, wamemuch linked to
new theories put forward by social sciences regarding societal structdras,policies, and their conse-
quences at a cultural level. V. Harvey, 1994; Jameson, 1993.

% On the evolution of the Birmingham School’'s Centre for Contempdatiural Studies and the develop-
ment of British Cultural Studies, v. Turner, 1990; Crane, 1992; Schulr@@8,(bnline).

% The Birmingham School’s analis of popular culture (cf. Williams, 1982; Hall, 1980) can be icensd to
derive from the Frankfurt School’'s analysis of the culture inglu@f. Adorno and Horkheimer, 2002
[1944]). However, while the Frankfurt School described culture as a resh# afass production of culture
objects which directly influence society and subjugate it to a capitalist sy Birmingham School con-
tradicted this notion of determinism by offering a more complex exaimmat the relationship between
producers and consumers of culture, one that is drawn into linggtistatures, and as such offers a mecha-
nism for change through the polysemy of codes that empower tbdeaieiov operate from a position of
negotiated resistance or opposition (cf. Hall 1984).

100 From artistic expressions and intellectual output to social and political activisexaiople.

101 Stuart Hall, Richard Hoggart, Paul Gilroy, and Angela McRobbie, to name a few.
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analyses conducted by Marxist critical theory scholars at the time. The impartment of artistic
and intellectual culture upon the citizenry was regarded as a patronising method of cultural
formatting, which would cease to function as a cultural-citizenship-making process, since
more and more minority cultures were finding their own voices as well as their own means
and forms of cultural expression. The countercultures, and more specifically the existence
of diversity and alternatives to the norm, were increasingly asserting themselves in such a
way that made them stand out (but not necessarily apart) from the fabric of mainstream cul-
ture. Countercultures rapidly gained a recognised status in the field of mass culture produc-
tion. This kind of rupture with the previously experienced cultural hegetfrolegl to new

ways of thinking and building cultural policies, which, in turn, had a major impact on the
conceptualisation and cultural programming of new artistic and cultural spaces throughout
the 1970s.

The conceptual clashes evidenced in academic discussions, as well as by city demon-
strations and revolutions taking place on the streets of Europe, North, and South America
had an impact on institutions whose job was to represent culture and its expressions. The
clash between late modernism and postmodernism was reflected in the urban cultural politics
and policies as well as in the art movements. This tension deriving from a moment of coex-
istence of two opposing ways of thinking propelled paradigm-shifting approaches to the
how, why, and where of artistic and cultural exhibitions and demonstrations. The focus of
many of those new spaces was centred around a relatively novel concept in thedield
tainment (a combination of education and entertainmewt)ich was considered to be the
way to attract and engage with the non-public (that public who had access to cultesa) spa
namely art museums, but lacked the specific set of knowledges and languages to access and
decode the messages conveyed by ‘erudite’ artistic expressions presented in ‘formal’ set-
tings) (cf. Grande, 2009). Cultural institutions had to transform themselves: they were to
definitively shed the weight of their Y&entury formatting, as well as their aura of cultural
cathedrals, and embrace a new paradigm. Instead of defining and imposing upon the public
notions of art history and culture, presenting them as the optimal ones, conducive to educat-

ing the public to follow pre-established formats of behaviour (towards art and culture and in

102 The 1960s and 70s had higher levels of cultural production diverség sompare to the ‘uniformity’ of
western culture throughout the 1950s.
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society), the new (or renewed) cultural institutions, particularly art museums, were to repre-
sent the diverse and often contrasting collective imaginarib{df).

The culturalscapes of Western cities were, thus, undergoing a significant change. Cities
and cultural institutions were being perceived under a new light regarding the type of expe-
riences they could provide to the public, and were, therefore, being thought of in different
ways. The notion of process was key for the social activism of the 1960s and 70s, and such
a notion would be a focal point in that rethinking. The citizens’ active participation in/frui-
tion of the process of construction of the city and its cultural institutions fuelled an interdis-
ciplinary debate in academia and political circuits. In distancing itself from the functionalist
approach of post-war urban planning and architecture, the new vision(s) for citypdevelo
ment and architectural design focused on allowing the community to critically engage with
the city and its buildings and spaces. Jane Jacobs’s 196dtmufestol he Death and Life
of Great American Citieprovides a compelling critical point of view regarding the role of
culture in the development (or decline) of cities, explaining also the importance of social
activism in the process of constru(ct)ing urban spaces. This conceptual and practical corre-
lation between culture and city also permeated the artistic production of the time, which not
only reflected the debates about the transformative spatial semantics (cf. Grande, 2009) tak-
ing place in urban spaces, but also carried on and moved forward the ideological and con-
ceptual claims and demands of counterculture movements.

The following three sections of this sub-chapter will present some of the most important
contextual aspects which can contribute to an understanding of the emergence of the CAM
in early-1980s Lisbon. The political situations experienced throughout the 1970s decade in
Portugal produced very significant social and cultural changes. A brief overview of the social
and political circumstances pre and post the 1974 revolution will allow for an analysis of the
Portuguese cultural realities as well as for a better understanding of the course of develop-
ment which unfolded in the field of artistic and cultural practices and policies. The transfor-
mations in the academic field at an international level, paired with the developments taking
place at a local level in Portugal, spelled a significant change in the artistic field as well as
in museological approaches and policies, leading to a shift of paradigm regarding the roles
and purposes of art museums and art institutions in Portugal. The formats and contents of art
exhibitions and their significance in the (re)definition of a sense of cultural identity and cit-

izenship underwent many conceptual and ideological transformations in the period of the
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(post-)revolutionary process. As will be discussed later, all of those different stages of (post-
)revolutionary evolution contributed to the model of economics of art which was to be
adopted by the CAM in its inception. At that moment of the discussion, it will be relevant to
analyse the ways in which the construction of cultural mega-structures in European cities,
such as Paris for example, influenced the political, social, cultural, artistic, and educational
transformation of such cities, while also fostering changes in their citizens’ appreciation and
approach to artistic displays and cultural activities. The example of the neighbourhood of
Beaubourgn Paris and the construction of fientre Pompidowiill serve as a basis for the
further discussion of the previously introduced concept of heterotopia. The Foucauldian ap-
proach to the concept will be debated under the scope of BaudrilBedisourg effecas

an analysis of the impact those heterotopic structures have as constitutive elements of a city’s

culturalscape.
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3.1.1. 1970s Lisbon: between late modernity and postmodernity

The 1970s were a decade of profound transformations in Portugal. On Ahril@H4, a
military coup in Lisbon, embraced by the population who turned it into a demonstration/
revolutiont®®, overthrew the dictatorial political regime. The opening quote of this sub-chap-
ter highlights the degree to which ideology and political frameworks exert influence over the
representation of culture and history inside the museum Sfaltés, therefore, important

to briefly overview some of the key aspects of the 1970s political events and their impacts
on the reorganisation of social and cultural structures which deeply influenced the con-
stru(ct)ing of the FCG’s Modern Art Centre. Lisbon witnessed the beginning of the con-
struction of a space for the permanent exhibition of modern art as well as for the display of
contemporary art only in 19%9. It was only at the end of that decade that some stability
was achieved after the tumultuous (post-)revolutionary process(es) of attempting to go
through, deal with, and somewhat conciliate contradictory political-ideological movements.
Still immersed in a rural type of modernity, in 1974 Portugal suddenly found itself having
to make its own way through the possibilities provided by a metropolitan late motférnity

and by a cosmopolitan postmodertity Portugal was caught in between the

‘[g]enerally perceived as positivistic, technocentric, and rationalistigersal modern-

ism [which] has been identified with the belief in linear progress,latestruths, the
rational planning of ideal social orders, and the standardization of knowledgecand
duction’, [and a] [p]Jostmodernism [which], by way of contrast, privileges ‘heterogene-

103 The military coup to overthrow the government was quickly turnedarcivilian revolution, as thousands
of people took to the streets to demand freedom. The overthrdwe cégime did not correspond to a com-
plete overthrow of the State organisation. Its fascist dictatorial struetthessingle party, the political and
military police, the incarceration and torture of political prisoners, and glodamisms of censorshipwere
abolished, but the remaining State structures were reorganised, withanieg taking part of the imple-
mentation of provisional governments (cf. Santos, 1990). Thgraamone ‘Democratise, Decolonise, De-
velop’ was, thus, a joint effort of the military group respblesfor the coup- the Armed Forces Movement
(MFA) —and the political parties and movements which sustained the revolsiarill be briefly discussed
later on, the relationship between the MFA, the different political parties, aathkewilian associations,
was not always a peaceful one during the years dPénndo Revolucionario em Curg®ngoing Revolu-
tionary Period) (PREC). V. Santos, 1990; Rosas, 2001; Rosas, 2004.

104 That same point has been argued throughout chapter 2., evidenciray$hia which the dictatorial political
regime conditioned and constricted the type of art displayed as well as thénwayish the exhibitions’
rhetoric were constru(ct)ed.

105The aforementioned National Museum for Contemporary Art was, sintzel960s, in a state of disrepair
and closed for restauration. No other space existed in Portugal dedicatedetorthagnt exhibition of 20
century art. V. Franga, 1991.

106 Experienced by most of Europe in the two decades after World War |I.

107 The events of the 1960s and 70s throughout the world propeedarratives and asserted the develop-
ment of the post-industrial city and the postmodern cosmopolitan socibiy western world.
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ity and difference as liberative forces in the redefinition of culturalodise’. Frag-
mentation, indeterminacy, and intense distrust of all universal or ‘totalidisgpurses
[...] are the hallmark of postmodernist thought.

(Harvey, 1994: 9PRECIS6, 1987: 7-24 cited in Harvey, 1994: 9).

This differentiation between late modernity and postmodernity can be considered to
have been at the centre of the formation and transformations of Portuguese democracy in the
second half of the 1970s. The 1974 revolution took place in a country which had, to many
extents, been closed-off to international innovation and evolution since the laté®1920s
While in 1968 France the revolutionary movements held demonstrations demanding further
civic rights and cultural freedoms (only demandable in an already democratic State), in 1974
Portugal there were no real democratic infrastructures to back up the rights and freedoms
which suddenly became available. It was necessary to build those structures and, even more
importantly perhaps, it was necessary to get entire populations and communities into direct
contact with those infrastructures. However, as the material and pragmatic aspects of the
creation and implementation of a democratic State gradually started to take shape, different
conceptual approaches to democracy started to emerge and clash. Unlike many European
countries, Portugal had never developed democracy-based welfare State policies; policies
which had been regarded as fundamental for the thriving of an egalitarian, democratic soci-
ety and which were largely implemented in Europe and the U.S.A. between the mid-1940s
and the late 60s. On the one hand, considering the stage of evolution of the practically inex-
istent Portuguese social welfare and the importance of such infrastructures for the thriving
of a democratic republic, the adapting of such policies to the Portuguese reality seemed
gently necessary. On the other hand, by 1974 many of those policies had alreaclyrbee
sidered limited, restrictive, conditioning, and patronising by counterculture groups which
proposed alternative policieswith those claims permeating the civic movements’ dis-
courses-which led many European governments to incorporate such demands and disregard
and/or reformulate some of the most contested policies. Portugal started organising itself and
functioning as a democracy at a moment in time when the functioning and organisation of
democratic states was being questioned. It was necessary to implement the type of welfare
policies which many western countries had adopted thirty years before, but to stay at that,

many claimed at the time, would be to betray the true purposes of the revolution. These

108V subchapter 2.1..
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somewhat divergent needs and objectives gained visibility when different political groups
started presenting their programmes and agéfidas

Culture was, once again, used for political purposes. There is a tenuous point of contact
between what happened in the second half of the 1970s and what has been described in
chapter 2. as Anténio Ferro’s politics and policy of the $pfritf in the 1930s and 40s
artistic and cultural expressions were carefully monitored and censored to ensure that only
the ideas and aesthetics condoned by the State would be displayed, in the (post-)revolution-
ary years the utilisation of art and culture by politics became a matter of “polymorphous
correlations in place of simple or complex causality” (Foucault cited in Harvey, 1994: 9).
The ways in which artistic and cultural expressions were used to convey notions about the
different ideological and political movements were diverse and often even quite intricate.
However, two main focus points emerged: which type of art should be considered in higher
regard, and which type of communication method should prevail when presenting art to the
public (and to the non-publi¢s}. The military movement (Armed Forces Movement -
MFA), responsible for the early establishment of a temporary and transitional government,
developed specific campaigns for the cultural field which aimed at getting the population
into direct contact with artistic and intellectual expressions (from film to painting, from phil-
osophical debates to theatre, from music to circus, aagyveying the MFA’s ideological
political messages (v. figs. 3.1., 3.2.). The MFA defended the concept of cultural animation
which could be found in the counterculture demonstrations dff&i&8 and which were
incorporated into the State’s cultural jpeds, as will be discussed in the following section.
The point was for those cultural expressions to reach as many people as possiblyespe
those with less access to education. The problem, which many Portuguese artists and intel-
lectuals called attention to at the timand actively fought against was that not all artistic

and intellectual expressions were welcomed or accepted (much like what happened during

109 During the PREC years, the two main political forces were the Sodvalisy (PS) and the Communist
Party (PCP). PS (which counted with some of the more moderate neeofiltlee MFA) aimed at structuring
a reformist socialist welfare State. PCP (the political affiliation of many menobe¢he MFA) sought to
nationalise all private property and production and establish a communist Sexte wiere still other rele-
vant left-wing parties which, together with civic organisations gruer committees attempted to create
formats for a self-regulated and directly participated popular demodra8antos, 1990; Santos, 1990a;
Santos, 1990b.

110V, subchapter 2.1.

111 As the 1969 study by Bourdieu and Darbel demonstrates, the acknemleaigof the existence of a non-
public already points to the type of communication method more likebe adopted. V. Bourdieu and
Darbel, 1991; Bennett, 1998.
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the dictatorial regime). Only what was deemed conducing to the implementation of the ide-
ology and culture promoted by the MFA was considered to be in the best interest of the
population. At the same time, the provisional government of 1975 (which included members
of the MFA) sought to initiate a process of cultural decentralisation through the creation of
municipal cultural centres to be administrated by the local structures of government (cf.
Grande, 2009) which would not necessarily comply with the MFA’s mainstream of ideology.
Several different movements and grolps including representatives from the FGG
came together to foster and promote the implementation of cultural policies that would be
free from direct and intentional political-ideological manipulation and utilisation. These or-
ganisations sought to establish a logics of participatory engagement of artistic groups and
associations, as well as of non-governmental cultural institutions, by devising and imple-
menting cultural policies. On the educational front, those groups sought to create a structured
artistic education at a public and national level. On the museological front, the range of ac-
tivities/demonstrations/protests can be considered to have been quite experimental for the
time in Portugal, comprehending diverse activities from exhibitions of painting being per-
formed live in front of an audience in Lisbid? to the symbolical burial of a f'ecentury-
style museurtt* in Oporto which was very much linked to the art-museum policies of the
former regime. These actions were meant to actively foster the notion of democratisation of
cultural consumption, as was discussed in subchapter 3.1., by “promoting the interactive
encounter of artists with the public, which can transform [the public] from passive receptors
to critic participants in the cultural creation of their timiid.: 214). As Grande points out,
such a transformation required a change of approach to the way art was to be presented and
experienced. In order for the public to be actively engaged, different physicaiearidl
spaces would have to be structured, allowing for a greater proximity of understanding be-

tween the traditional and/or contemporary cultural experiences of the public and the artistic

112 The Democratic Movement of Visual Artists (MDAP) created in 19Which included fifty members of
the SNBA- would come together with members from the Lisbon and Opon Aits Schools, the Circle
of Visual Arts of Coimbra (CAPC), th@ooperativa Arvordartists association), the International Associa-
tion of Art Critics (AICA), and the FCG to form the first National Caltisg Committee for Visual Arts
created by the Social Communication Ministry (cf. Gongalves, 2004).

113 The MDAP gathered forty-eight artists to paint a mural during the iés¢ivn celebration of June 10
1974 (national holiday celebrating Portugal, the Portuguese Commuanii@sd the World and the Portu-
guese poet Camdoes) (cf. Couceiro, 2004).

1141n celebration of June TPtheCooperativa Arvoreonducted the symbolic and highly performative “Burial
of the National Museum Soares dos Reisd demostration against the ‘boredom’ of the museological
policies of the former regimebid.).
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representations of those same cultural realities. The public (and the artists) required a space
of debate, places where the formation of a new state of things (alongside the formation of a
new democratic State) could be discussed in open forums, so as to build and strengthen a
participatory democratic social tissue.

With the winding down of the (post-)revolutionary period the interaction between the
successive temporary governments, the first constitutional governments, the artistic associ-
ations, and the non-governmental cultural institutions became scarcer and scarcer. However,
the international artistic, cultural, and academic debates which had been spreading through-
out Europe and the U.S.A. since the late 1960s had permeated the Portuguese cultural dis-
course. The kind of welcome received by many of the new artistic and cultural initiatives
demonstrated the public’s will to takanp in those debates. Given the previously demon-
strated particular evolution of the Portuguese society from the late 1920s to the mid-70s, the
desire to participate stemmed simultaneously from the mere existence of the possibility to
do so (most often denied under the previous regime) and the consequent need to build and
affirm one’s citizenship and cultural identity in different ways from those‘pridthe FCG,
via the CAM, would play a very important role in the affirmation of a reshaped cultural
identity through the visual arts as it owned the most important collection of Portuguese mod-
ern art. That collectior of which some artworks were exhibited during the late 1950s and
throughout the 60%° — would be one of (if not ‘the’) pivotal reasons for buildiagnew
addition to the FCG’s cultural space in the city: a modern art museum and an arts centre.
Thought of as a contemporary and dynamic cultural centre from the very beginning, this new
infrastructure would assert itself as a solution to the long-felt need for a museological space
dedicated to modern art and contemporary creation. As will be discussed throughout sub-
chapter 4.1., the kind of art collection the future CAM would hold and the type of artistic
and cultural institution it set itself to be would allow for the existence of a space wutie ¢
try’s capital which housed Portuguese modern art history, fostered contemporary artistic
production, and invited the public(s) to debate their relevance as cultural meaning-making
processes.

Thesui generigolitical (and consequently social, educational, cultural, and economic)

situation of Portugal, when compared to other European countries, explains the panorama

115V, subchapter 2.1. for the accounts regarding SNI's aestheticig¢até@mingmaking narratives) of popular
art as to build a specific idea of one single national cultural identity.
116/ section 2.1.2..
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which has been described. The Portuguese society had to experience and process contradic-
tory conceptual approaches to citizenship and culture simultaneously, caughtnbitevee

need for the solid structuring process provided by late modernism and the fast-pacing inno-
vation processes granted by postmodernism. Such a complex reality gave rise to forms of
artistic expression, fruition, and interpretation reflective of the intricacy of those (post-)rev-
olutionary years. During that time (before the construction of the CAM) some rather signif-
icant events took place in Lisbon and other cities in Portugal paving the way for the possi-
bility of the CAM’s existence. Very much influenced by the academic and culturakdeba
which permeated Europe since the 1960s, and almost as a direct consequence of the ideo-
logical-political utilisation of art and culture in Portugal at the time, groups of artists and
programmers would renounce the classic model of art museums, and propose alternative

models, not just of art presentation and fruition, but alternative models for the whole func-

tioning of the economics of art.

Figure 3.1. -Muito prazer em

conhecer vocelénciadlleased
to make your acquaitance,
Your Grace$, MFA's cultural ‘

promotion campaign, 1974,
Jodo Abel Manta

R Figure 3.2. - The People's Sentry
2= AIIN J0Z0 Abel Manta

SENTINELA DO POVO
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3.1.2. Art museums and art alternatives: changing models in the economics of art

The effect of the countercultures’ ialal-ideological legacies and the dynamics of (post-
)revolutionary processes are an engine for the production of new and different types of ma-
terial, social, and mental organisation. Those changes in organisation are then reflected upon
several representational activities and spaces. Regarding the specific space here discussed
the art museums there are particular and determinant influences which function either as
mechanisms for gradual and subtle metamorphoses or as instruments for quick and radical
transformations. Several events and debates which took place in Europe, the U.S.A., and in
Portugal in the 1960s and 70s were demonstrative of the impact of those influences: the
discourse around the art museum underwent a paradigm-shifting moment, with new art
movements responding to that shift and further enhancing it, as will be discussed later on in
this section. As has been argued so far, by the mid-1970s Portugal found itself thrown into
a postmodern Western world without having been through almost any of the stages that
would supposedly have been necessary to reach that conceptual world-view stage. The ways
in which the country’s artists, curators, and public reacted to that situation were crucial for
the future establishment of the CAM as it presented itself to Portuguese society in 1983: the
models of artistic and cultural production, distribution, and consumption which came into
effect in Portugal during the late-1970s and early-80s can be traced back and directly linked
to a set of circumstances deriving from the aforementioned processes of change in mental,
material, and social organisations.

The discourse regarding the (modern) art museum format, more specifically its (lack of)
connection to the everyday life of the citizens, was being contested throughout Europe and
the U.S.A.. The growing availability of cultural products resulting from the expansion of the
cultural industries since the 1950s re-sparked the critical debate on the issue of the cultural
standardisation of late modern societies. Even though that same issue had been amply dis-
cussed in the 1930s and 40s by renowned cultural critics and theorists from the Frankfurt
Schoot'’, like Adorno, Benjamin, Horkheimer, and Marcuse, to name a few, the 1960s Brit-
ish Cultural Studi€’d® counter-perspective broadened the scope of criticism. The role of the

work of art and of the author were still debated, but the sociological approach to jfsésanal

117y, footnote 99.
118|pid.
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of art and culture brought into focus the role of the public. Greater awareness of the @xistenc
and significance of minority cultures and counterculture movements made it clear that the
participation of the public in the creation of their own artistic and cultural environment was

a way for the population to directly intervene in the development of representational spaces
and activities: a way to provide input and engage with the meaning-making structures of
society. In many European countries and in the U.S.A., the acritical presentation and dis-
semination of modern artmuch equated with abstract expressionism as this movement was
considered to be the artistic standard of the patronising mass-culture of the g&st-was

being targeted as part of the problem. The bet on democratisation of access to cutere via
exhibition of fine-arts in either 1¥century or white-cube style museudtslid not establish

any connections between the process of artistic fruition and the everyday life experiences of
the majority of people. At a moment when the active participation and engagement of the
public with artistic and cultural expressions was seen as essential, the old museological mod-
els seemed no longer to make sense. The modern art museum was regarded as a space for
the confinement of art, at a time when contemporary art attempted to bridge the gap between
art and everyday life and connect artists and audiences in a constructive loop of cnelation a
interpretatiof?’. After the Pop Art and Minimal Art experiments with objects and non-ca-
nonical processes of making/producing works of art in the late 1950s and early 60s, a hew
art movement arose which would definitively alter the parameters of museological art exhi-

bition: conceptual art. This new art movement concerned itself above all with the creative

119V, subchapter 2.1., footnote 39.

120The 19-century style museum models (Universal Survey Museum, Modern kh)seere “characterized
by very large collections drawings, paintings, sculptures, architecture and decorative, ritua¢kgidus
objects representative of a number of different cultures and societiesvell as by the fact that these col-
lections were housed in palaces. These institutions of power began dictating anthgethdgburpose and
role of the art held within them, determining how this art should dergtood within the societal context in
which it was exhibited” (Mauricio, 2014: 14I48). V. Duncan, 1991; Duncan, 1999; Duncan and Wallach,
2004; Hooper-Greenhill, 2000; Preziosi, 2004. The white-cube style msg¢950s onwards), on the other
hand, were considered the ideal modernist art museological spaces becauseahmyposefully designed
and created so as to “turn things into art” (O’'Doherty, 1999b%4jrojecting powerful ideas about art, its
telos and meaning onto them and by isolating them from the sodiatatuand all other spheres so that the
artwork could “take on its own life’'il§id.: 21). V. O’'Doherty, 1999; Serota, 2000; Whitehead, 2012.

121 Even though the history of art museum education departmentsedaaced as far back as the second half
of the 19" century (the South Kensington Museum in London, under teetitin of Henry Cole, is consid-
ered to have been the first museum with an educatepartment), it is only in the 1960s that museums’
education departments start offering the public different reading and ét&ipn approaches to works of
art based on different analytical methods (like formalism, iconographylamyn and semiotics), and varied
historic perspectives (like Marxism, Feminism, etc.). V. Hein, 2000.

97



—— CONSTRUCT)ING THE MODERNART CENTRE

process: the concept, the idea behind the creation of the-wamnkl not the actual final
product— was the real work of art.

Conceptual art was one of the key movements which pressed for a change in the rela-
tionship between art, the city, artists, and the public, and it did so by using an establishe
(but not amply studied) form of expressieperformanc&?— and (re)introducing a some-
what new guise: the happentd§) This form of artistic expression, which aimed at demon-
strating— performing— the ideas on which the conceptual work was based, relied on the
notion of live performance where the interaction between artist, space, and pubdis-was
sential. Those interactions, and especially the active participation of the viewers, was what
made each happening unique and a work of art in action. Its ephemeral, fleeting, and imma-
terial format did not conform to the model of art exhibition still held by most art museums.
The objection to being confined in the art museum space did not reside solely on the expres-
sion format of the happening, but mainly on its conceptoat: “[t]he line between the
Happening and daily life should be kept as fluid, and perhaps indistinct, as possible”
(Kaprow, 1966: 62). Art museums did not allow for such an experience. Inside the (19
century stylé*¥ art museum there had always been a clear dividing line between the work
of art and the viewer, between the artist and the public. Inside the (white-cub®)styte
museum, the work of art tended to be displayed in a decontextualised and compartmentalised
way, with very feeble (if any) connections to the meaning-making debates ardg@®that
went on outside of the museological institution. The art museum models in existence were
rapidly losing their grip on artistic production since there was no institutional room for new
and emerging art movements, such as conceptual art in its varied formats. One of its main
formats, the happening, had two chief purposes: one was to deconstruct the conventional

perception of what art is or can be, while the other one was to engage the active participation

122 performance was only recognised as an independent artistic expressianifothe 1970s, but its origins
date back to the publishing of the first futurist manifesto in Pari$9@®. For further information on the
history of performance, v. Goldberg, 2001 [1979].

123 One of the main differentiating aspects between performance aneniragjis that in the latter the public
is necessarily more involved; the observers become agents in the pregfarmolling of the piece (cf.
Kaprow, 1966). V. Goldberg, 2001 [1979].

124y, footnote 120.

125 |bid.
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of the viewers in each work/event and with that attempt at bringing art into the sphere of

everyday lifé?%, As Grande puts it,

[t]hat hybrid relationship between creator and receptor also had a signifitaence
on the formality of the institutional space: if the work materialthefartist were now
the concepts and the body, and if the public had become co-author and co-agent of the
creation [...], then the cultural space should necessarily reflect thatisation. This
perception generated what was, throughout the [1960s] decade, desigriatstitas
tional critique”, i.e., a shared awareness by many artists, critics, and curators, that the
political discourse and the ascetic space of Modernism’s cultural instituteoms par-
ticularly the discourses and spaces of the Modern Art Museunasl drained them-
selves within their own exclusive and closed-off circuit, incapable sfrabng other
forms of connection between cultural production and cultural reception.

(Grande, 2009: 183).

Throughout Europe and the U.S.A., modern art museums were being criticised for their in-
capacity to open up their boundaries to new artistic tendencies, as well as for sticking to their
top-down didactic approaches. According to the critics at the time, those museums seemed
solely concerned either with putting together collections which would serve as examples of
clearly pre-established historical categorisations, or with assembling some of the most noto-
rious works of the modernist avant-gardes as to render them commercially viable. Modern
art, and the modern art museum, were thus regarded as having “a chronological statute which
was museologically already completely defined and closéd.(222). The result which

came out of this hermeneutic process of artistic-museological mutual influence was the
emerging of a transitional period when the aforementioned institutional critique went from
upholding a definitive ‘no’ to the modern museum to fostering the establishment ef ‘non
museological’ spaces for the creation andilation of art.

Following on the objective set by conceptual art movements, artists sought to incorpo-
rate their work and events as much as possible into the urban everyday life. Art was to be
experienced outside of the museum space, and outside of the realm of influence of the mus-
eological discourse. As an integral part of the everyday, art should be available in informal
spaces and it should be given the appropriate contagtopposed to the sterile context of
the museum. One very clear example of institutional critique, and of how the points of view

previously described were put into action wasdbeumenta 57 in Kassel, Germany (v.

126 The Fluxus festivals are an example: “by using different means and materials of expressioell as
unusual spaces of the everyday life of the city, Rhexus festivals definitively embedded the role of the
happening in the mediation process between artist and puibiid’: (L83).

27 Thedocumentdestival was originally founded by the German architect, artist, professocuaaitr, Ar-
nold Bode (1900-1977). Bode organised the filmtumentan his hometown of Kassel in 1955 as part of
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figs. 3.3. to 3.6.). For this event, the artistic director, Harald Szeé/ignith the special
collaboration of Joseph Beuy9, decided to convert a conventional museological space,
the Fridericianurt®® — which was designed and built in théM&ntury “in the spirit of the
Enlightenment” (Fridericianum, 2014)rto a space that was to subvert the canonical logics

of the modern museum. For a little over three months the museum held exhibitions of paint-
ing, sculpture, and other traditional art forms, alongside displays of films, happenings, and
other new media art formats. Many debates and conferences were also organised, in which
the public was invited to discuss the theme of the event as well as its purposes, role, and
practical objectives. Another example of how institutional critique functioned can be seen in
the work of theoretical critic and artist Patrick Ireland (aBra&an O’Doherty) in the U.S.A..

Best known for his collection of essdyside the White Cube: The Ideology of the Gallery
Space where O’Doherty criticises the economics of art fostered and sustained by modern
museology (cf. O’'Doherty, [1976]1999), he was also the mentor and director of the pro-
grammeSpaces for ArtistsAs the name of the programme suggests, it aimed at “sugportin
initiatives by individual artists or by collectives to open ‘alternative’ spaces in uneccupi

or obsolete urban areas, and to create environments which would combine life, work, exhi-
bitions, and the exchange of experiences between creators and v(gitansde, 2009: 186).

As will be discussed in section 3.2.2., the alternative status of a number of those spaces

the Bundesgartenschaf{National Horticultural Show) of that year. The exhibition was organisd tve
intention of documenting and showcasing to the German publiseveral different movements of modern
art that had been banned by the Third Reich which had qualified modesEatartete Kuns{degenerate
art). This first exhibition can be considered to have been a kiretrobpective and anthology of the Euro-
pean modernist art movements of the 1920s, 30s, and 40=skhvalfhas been held ever since every five
years as an event focusing on contemporary art production.déaaimentdasts one hundred days and is
held in different venues in Kassel (the Fridericianum footnote 136- has been the only fixed venue since
1955).documenta 112002) initiated a process of internationalisation, with some of thkswelonging to
the festival being unveiled around the world, from India to Nigeria, f@amada to Afghanistan, etc. (v.
documental2, 2014; Biennial Foundation, 2014).

128 Harald Szeemann (1933-2005) was a Swiss art historian and curptorgiete for the organisation of over
200 exhibitions (v. Miller, 2006; Bezzola and Kurzmeyer, 2007; Derid€08)2

128 Joseph Beuys (1921-1986) was a German artist, art pedagogue,taadrést, known for his performance
art, his work within thé=luxus movement and festivals, his sculpture and installation artworkfaartds
concept of social sculpture ass@samtkunstwerfcomplete and all-embracing work of art) (v. Ray, 2001;
Rosenthal, 2005; Valentin, 2014). During ttecumenta Beuys was responsible, amongst other events, for
the organisation of the debates with the public, opening up a new fgpdbe interaction of the public with
art and artists, as well as a new social sphere for the thinking and discdgbi®made of artworks and art-
related events in the construction of citizenship and of cultural identiBoéter, et al., 2004).

130 TheFridericianumis a space for the display and discussion of contemporary art inlK@ssmany. With
a history dating back to 1779, it was originally built as a museuttilznary to house the princely collections
of Friedrich I, Landgrave of Hesse-Kassel, having been convertedosoliamentary house during the
French expansion. Since 1955 it has been the one fixed venuedaicth@entdestival (v. Fridericianum,
2014).
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quickly evolved to a more permanent and institutional one, giving origin to some of the most
significant art institutes and art galleries of the time, with a few remaining to tH%.day
Despite the political environment of Portugal in the late 1960s and early 70s, there were
a few artistic organisations, associations, and spaces which managed to develop interesting
and noteworthy activitiéd®>. Some of those projects were even the result of collaborations
between Portuguese artists with foreign artists and international art moverhetawever,
very few of those initiatives turned into permanent artistic and cultural endeavours, and, at
the time, they did not manage to solidify a structured new approach to the art-artist-public
interaction issue. The general social unrest of the 1970s and the consequent searches for
political/government alternatives went hand in hand with the search for an alternative con-
figuration to the traditional spaces of cultural representation. During the (post-)revolutionary
period, the urban spaeethe street, public buildings, State buildirgs/as overtaken by a
political utilisation of culture, as was discussed in the previous section. The question of what
to do with the national museums and State-owned art galleries elicited different responses
which all shared one common point of view: the need for a reshaping of the art spaces’
discourses. Unlike the French, British, or North-American realities, the Portuguese debate
regarding spaces of cultural representation, and more specifically art museums, was not
based on a counterculture reaction to the Modern Art Museum Hpdeice there was no
such model in Portugal. The Portuguese (post-)revolutionary debate strongly opposed the
19"-century museum model (very much equated with the former regime’s cultural policies),
and it acknowledged the fact that the modern art museum model had already, at an interna-
tional level, been conceptually overwritten by new ways of socially and culturally pegeivi
the role of art in the urban space. This simultaneous amalgamation of perceptions, and the

realisation that Portugal was at a crossroads between late modernity and postmodernity, led

131 Some examples of art galleries, centres, and institutes that opened thanksugptité provided by the
programmeSpaces for Artistand that still exist today: Los Angeles Institute of Contemporary A39
in L.A.; Institute for Art and Urban Resources (1972-), The Kitchent@ (1973-), Clocktower (1976-) in
Manhattan, N.Y.; and P.S.1 (1976-) in Queens, N.Y..

132 A few examples: the creation of ti@operativa Arvorgartists association) in Oporto in 1963 and the
opening of their own gallery space in 1971; the organisation of expetamexhibition-events in Lisbon
(1972) by the AICA, and in Coimbra (1973, 1974) by @@mbra Circle of Visual Arts (CAPC); the foun-
dation of the independent arts school AR.CO, in 1973 (v. Cunhaa 3002).

133 Ernesto de Sousa’s (v. footnote 13®nnection with théluxus movement and his participation in the
documenta &re examples of such interactions.

134/, white-cube description in footnote 120.
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one Portuguese art critic and curator to devise what can be considered the most relevant art
event in Portugal in the (post-)revolutionary period.

The appropriately namedlternativa Zeroexhibition/happening (v. figs. 3.7. to 3.11.),
which took place in February and March 1977 in Lisbon, was organised by Ernesto de
Sous&® who liked to call himself an ‘aesthetical operator’. His interaction withFthgus
festivald®®and his visit to thdocumenta 5 where he had contact with Szeemann and where
he interviewed Beuys had a major influence in the organisation of Atkernativa Much
like thedocumenta 5this exhibition/happening sought to break away from the traditional
exhibitionary form(at)s and to bring artists and public into a closer connection, doing so in
a less conventional space than fniglericianumbut still a space of art display: the Modern
Art Gallery in Belém®’ (Lisbon). The full title of this evemlternativa Zero: tendéncias
polémicas na arte portuguesa contemporap&kiernative Zero: controversial trends in
contemporary Portuguese atholds within it several layers of purposes. According to the
catalogue text, written by Ernesto de Sousa, this exhibition/happening was intended as a
means of signalling a breaking point, a “rupture [...] rdgey the conceptualisation of space
and the environment [...] [;] [S]pace in this case is the environment created by our [artists
and public] actions and thoughts towards the objects that open themselves up to us...”
(Sousa, [1977] 1997: 63). The event, thus, presented itself as an alternative by proposing
different ways of displaying art and bringing the publiwho was seen as a crucial agent in
the life of the exhibition/happeninginto closer contact with it. The conferences, the de-
bates, the happenings, the experimental music concerts, and the other activities taking place
across Lisbon, all depended on the active participation of the public.

With that approach, thAlternativasought also to connect art and the city: “in these
spaces we will all be agents, ready to live life as aesthetical situation; and authors, i.e., ab
solutely responsible. [...] Within this context the work of art will not bear meaning and
“materiality” as such: everything shall be eminently aesthetic. And everything shati-be e
nentlyethic.” (Sousa, [1977] 1997: 66). There seemed to be a certain reiteration of the im-

portance of art for the life of all urban spaces as places of cultural representatias, and

135 Ernesto de Sousa (1921-1988) was a Portuguese art researcheryist essator, and art critic (v. Wand-
schneider, 1998).

136 |t was due to his interaction with the movement that Ernesto dexSicstsmade contact with renowned
international artists such as Robert Filliou, Ben Vautier, and Wolf Vostell.

137 The building which held the Popular Art Museum since 1948ufsctsapter 2.1., footnote 21).
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places of cultural experimentation and identity formation. As the first major conceptual ex-
hibition in Portugal Alternativa Zeroshowcased the contemporary Portuguese art which
existed as a result of the specificity of the Portuguese context at that moment in time: both
rooted in decades of censorship and dictatorship, and reaching out to the bulk of theories,
debates, and movements which suddenly became an integral and operative part of the Por-
tuguese reality. It was not only contemporary Portuguese art, but perhaps atibeecalt;
temporary Portuguese discourse about art and culture and their roles in society which was at
that ‘zero’ point of a present reality which seemed to have no other alternative but to foster
constantly new and different alternatives.

The cycle of art production, distribution, and consumption went through a significant
change process across Europe and the U.S.A. during the 1960s and 70s. In Portugal such a
process would reveal itself as a crucial step towards the construction of the CAM. The
change in the model of the economics of art, with the merging of the production, distribution,
and consumption stages which operated in the ways described above, led to a transformation
of the museological paradigm. Many modern art museums around Europe were transformed
into art and cultural centres harbouring studies and experimentations of contemporary art,
with research and documentation facilities, to support an improved and closer connection
with the public. The didactic modellike the one implemented by André Malraux and his
Maisons de la Culturfé®—was no longer sufficiently appropriate to ensure the development
of that relationship. Moreover, contemporary art, as an artistic meaning-making and cultural
identity-making trope, became a cornerstone for the engagement of the public with the art
museum. Portugal, however, did not even have a Modern Art Museum which meant that
there was a representational gap in the Portuguese (and international) art history on display
in the country. In this field, like in many others, the solution would have to somehow bridge
the late modernity/postmodernity schismand that was accomplished by the CAM’s early
structuring and programming. Another very much influential aspect to the constru(ct)ing of
the long awaited Modern Art Centre in Lisbon was the way in which the\ai&8 Euro-
pean cultural policies were establishedlmost as a direct reaction to the institutional cri-
tique phenomenor and how the organisation of the urban spaces was impacted by those

new policies. The following section will discuss a paradigmatic example of such interactions

138V, subchapter 2.1., page 37.
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and analyse the ways in which the new format of heterotopia transformed cities’ culturals-

capes.

Figure 3.3. - Fagade of the Museum Fridericianum
(Kassel) during thedocumenta 5n 1972,
Art is superfluous Ben Vautier, 1972

=ty

Figure 3.4. - Installation during thedocumenta 5
Oase Nr. 7 / Air-Unit Haus-Rucker-Co, 1972.

Figure 3.5. - Installation during the documenta 5,
ARK, PYRAMID, Paul Thek, 1971

Figure 3.6. - Performance during
documenta 5

Boxkampf fur Direkte Demokratie
[Boxing match for direct democ-

racy], Joseph Beuys, 1972
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] ALTERNATIVA[™
—]ZERO[ |

TENDENCIAS POLEMICAS
NA ARTE PORTUGUESA
CONTEMPORANEA

LISBOA
1977

COLABORAGAD. B SECRETARIA DE ESTADD DA CULTURA

Figure 3.7. - Exhibition/Event Poster  rigyre 3.8. - Exhibition Alternativa Zero

Figure 3.9. - Exhibition
1Alternativa Zero

{

Figure 3.10.- Alternativa ZeroPerformance

Figure 3.11. -Alternativa ZeroPerformance
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3.1.3. The Beaubourg effecin the art museum and in the city

The debates and changes emerging from the (counter)culture(s) of the (post-)revolutionary
processes that have been described so far resulted in significant transformations in institu-
tional and public cultural policies. One of the main concerns of the new pelwiesh was
directly inherited from the aforementioned processess to reshape the traditional muse-
ological structures, as to promote a more engaging and adjustable communicational space
between artworks, public, and artists. The environment of the art museum would have to
undergo spatial and strategic changes in order to better respond to the contemporary
form(at)s of cultural and artistic creation and reception. This concern regarding the interac-
tion between the public and the (trans)formation of cultural identitisd of spaces for
cultural representation would have a major impact upon urban policies as well, since the
role of the city’s public space had changed substantially throughout the 1960s aivdsarly
The need to develop art places that would establish an increased dialectic and dialogical
interaction with their specific urban contexts and surroundings was the driving force of some
of the most important European public cultural policies of the 1970s. Such changes in the
political approach to culture would both be the result of and accentuate the transition be-
tween late modernity and postmodernity.

The rise of postmodernity was also the rise of the post-industrial city with its character-
istic heterotopias of illusidi® (cf. Foucault, 1967). Foucault's account of the history of
spacé*®identifies three different stages of urban spatial systems and organiatidrish

can be directly linked to the three types of heterotéfi&ucault put forward. The second

139 “Foucault gave as examples of the ‘heterotopia of illusion’: gardens, theatresasjivemnld’s fairs, stock
exchanges, bordellos, casinos and museums, where space and timeeoconlldged at will and codes of
behaviour and fashion could change very rapidly” (Shane, 2005: 262).

140V, Foucault, 1967; 1969; 1970; 1977; 1998; 1999.

141 Foucault distinguishes between: the medieval space of localisatipspace of relations characteristic
of the pre-industrial city; the modern space of extension characteristic ofitierial city; and the post-
modern space of emplacement characteristic of the post-industrial cpugault, 1969; Lynch, 1981;
IsoCaRP, 2001; Shane, 2005; 2008).

142 The space of localisation (or space of relations) conceals changeepslit behind closed doors within
the city, creating heterotopias of crisis, “that is to say [...] privilegegaored, or forbidden places, reserved
for individuals who are, in relation to society and to the human emaeat in which they live, in a state of
crisis: adolescents, menstruating women, pregnant women, the edieflyi-oucault, 2008[1967]: 18). The
space of extension is characterised by the establishment of a neetwdeb the city and the heterotopias
of deviance (insane asylums, prisons, etc.) which are built ooutis&irts of the city. In the space of em-
placement, the heterotopias of illusion “display shifting, mobile relationstiipgn the network” (Shane,
2008: 259). “Foucault pointed to fairgrounds, markets, arcadesytdent stores and world’s fairs, the
showplaces of capitalism and global production, as ‘heterotopias of illu§iaiter Benjamin saw these
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post-war period and its consequences at an urban level turned the city into a concerted net-
work of spaces of emplacement (itfid.) where the heterotopias of illusion regulated the
exchanges, relationships, and transformations within that network (cf. Shane, 2005). Regu-
lated as a space of emplacement, the post-industrial city redesigns the urban nietwork a
structural and infrastructural levels so as to guarantee the creation and development of the
necessary communicative and conceptual models on which the city is to be operated (cf.
ibid.). As an urban and informational system, the post-industrial city mirrors the third of Jean
Baudrillard’sOrders of Simulatiol{®— that of simulacra and hyper-reality (cf. Baudrillard,
1983)-inasmuch as it functions as a conglomerate of heterotopias of illusion, as a space for
the emplacement and presentation of re-representations. These theoretical schematisations
of orders and functions of space are crucial for an understanding of the mechanisms that led
to a conciliation of urban and cultural policies resulting in the creation of a new kind of urban
cultural and artistic space. Similarly to the heterotopias of illusion delineated by Foucault
and to the third order of simulation construed by Baudrillard, these new types of places of
art would reveal themselves to be “complex, ambiguous and multicellular structures, capable
of containing exceptional activities and new urban [realities] because of their flexible codes
and their unusual, multiple compartments” (Shane, 2008: 260).

The new format of art museum came as a result of the new informational, technological,
and entertainment-driven urban network, and it sought to follow the guidelines provided by
the institutional critique previously described. It was, thus, not only a paradigm-shifting way
of constru(ct)ing a cultural-artistic space, but also, and perhaps more importantly, a para-
digm-shifting way of creating, presenting, and experiencing art and culture. Amidst these
progressive and continued transformations in urban and cultural policies, the role of com-
munication gained increasing relevance. British sociologist Raymond Williams had already
presented the case for the importance of communication in his 1962Bntai in the
Sixties: Communicationdn it, Williams stated his opposition to the political determinacy

of cultural and artistic institutions by the welfare state and underlined the importance of

places as supporting the urban dream world of the bourgeoisiehhistd8magoria’, fed by advertising and
marketing promotions, creating a frenzy of consumption and commgatigism about objects of desire”
(ibid.: 263).

143 The first order is one of manual representation of concepts andritie&®oks, objects, works of art, etc.
(hand-crafted originals); the second order is one of mechanical reprodaetibthe third order is one of
simulacra and hyper-reality (cf. Baulthrd, 1983). In that third order there is “no original and no copy”
(Luke, 1994: 216).
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ensuring an educated and participated democracy which is dependent on the existence of
free and spontaneous communication (cf. Lobsinger, 2000). The creation of Communication
Centre$**was one of the ideas presented by Williams in 1962. They were to work as spaces
for spontaneous communication, where the public could interact with each other and with
the events taking place there in completely non pre-determined or pre-formatted ways. This
reflects not only the importance attributed to uniqueness, originality, and innd#ation
the types and forms of artistic and cultural events made available to the public, budrg mirr
as well the significance attributed to the possibility of multi-layered and multi-contextual
interpretations. As was advocated by the institutional critique, more than a mere structural
reformation, the new art museums needed to embrace an institutional transformation in ac-
cepting other voices and perspectives, other discourses and narratives than just their own.
The planning, construction, and fruition processes ofGéetre National d’Art et de
Culture Georges Pompidoare clear examples of how the institutional critique debate re-
flected on a grand project involving urban and cultural public policies. Wrapped in contro-
versy since the beginning of the project in 1971, and inaugurated in 19T&ntre Pom-
pidoubecame a symbol for the ongoing academic, social, and political debates regarding the
role of cultural and artistic spaces in the city. The former urban policies of the 1960s had
initiated a “functional restructuring, hygienisation, and gentrification” (Grande, 2009: 200)
process of the whole district which was to houseQaetre beginning with the demolition
of thequartier Beaubourg and ending with the disassembling oftaeché Les Hallesne
year before th&€entre Pompidoyroject took off (v. figs. 3.12., 3.13.). In an attempt to
thwart those tendencies, to bring back the creative thrust to the neighbourhood-difiamics
and to appease the protests of large sectors of French society, a “modern factory [was to be]
inserted into central Paris to contain art collections in a giant, flexible, loft-like art palace
[...] stfanding] in deliberate and stark contrast to the historic district [as] a ‘social condensor’
[...], @a new social facility” (Shane, 2008: 265). Built in a rundown areadqtiaetier Beau-
bourg) of Paris’s historic district dafe Marais theCentrewas thernPresident Pompidou’s
response to the institutional critique as well as to the academic sociological analysis of the

time. Pompidou sought to actualise the political role of culture by betting on the construction

144 TheFun Palace a project by British architect Cedric Price, attempted to answer Williams's aj@len
Banham, 1999; 2001; Lobsinger, 2000).

145 The rapid spreadféhe happenings’ success attests to it.

146 plateau Beaubourgand in fact the whole of tHee Maraisneighbourhood, had a very important and active
role in the artistic and cultural life of the city of Paris (v. Picon, 1987¢Rill994).
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of an artistic and cultural creation centre meant to progressively increase the democratisation
of cultural consumption by leading the way to an arts-based development of the district.
Many politicians and intellectuals saw tB8entreas a possibility for “more than to monu-
mentalise culturgbower, [...] to resuscitate the active, communicative, and multifunctional
life which seemed to slowly disappear from that city tissue, as well as to serve as an urban
catalyst at a metropolitan level” (Grande, 2009: 200).

Having hosted five million visitors in its first yeaf, it soon transpired that the inten-
tions behind the idea of/for that cultural space and its perceived effects on the city, the public,
and on art creation/distribution/consumption had become two very distinct realities. The
Centre Pompidowas meant to put into action a synthesis of the aforementioned sociologi-
cal analysis of French and British academics (Bourdieu and Darbel, Williams, Halljstc.)
a-vis the role of cultural institutions in the city. As British Architecture Professor, David
Shane puts it, th€entre Pompidotiappeared to be a miniature fragment from an advanced,
hypermodern, network city [...] [which] promised to plug the impoverished {oiteneigh-
bourhood into the universal, global city network” (Shane, 2008: 2@8wadrillard’s hyper
reality (cf. Baudrillard, 1983) and of Foucault’s heterotopias of illusion (cf. Foucault, 1967).
With its new museology and museografffiy- glass facade allowing for transparent looks
inside and out, a hangar-like art museum space allowing for different exhibition and perfor-
mance formats, an art library with advanced technological means, a cinema, a videotheque,
a bookshop, cafes, and restaurants (cf. Giebelhausen 20&8entre(v. figs. 3.14., 3.15.)
seemed to embody all of the most recent theories about art and culture presentation, com-
munication, and fruition. Its existence seemed also to support the future development of
more informal and open cultural institutions fostering a logics of free and mass cultural con-
sumption at an institutional level.

However, the creators @fentre Pompidoulesigned it as a mass-media platform which

was to function as an edutainment instrurf&nor as one of the architects put it: “a crossing

147 |n 1977 theCentre Pompidosurpassed the Louvre Museum as the Paris number one touristic attraction.
During its first decade th@entrehad an average of twenty-five thousand visitors a day (eight miiigitors
per year), having been the first contemporary art centre to haverttaosevisitors in Europe (cf. Silver,
1994).

148y, Picon, 1987; Hernandez Hernandez, 1994; Silver, 1994; Alonso Eem&?001; Gob and Drouget,
2004; Grande, 2009; Giebelhausen, 2013; Lampugnani, 2013.

149 The French Minister for Culture at that time, Jacques Duhamel, pickén woncept of cultural action
based on a didactic approaelinherited by Malraux’s policies and sought to develop it and turn it into a
socio-cultural and socio-educational action, aiming to reach a wider scppélafs, and to further merge
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between Times Square and the British Museum” (Picon,:X898Y; and in this laid the prob-

lem for many academics and theorists such as Henri Lefebvre, Guy Debord, Roland Barthes,
and Jean Baudrillard. Four years after@emtrewas inaugurated, Baudrillard published his
analytical and ironic essayEffet Beaulourg. In it the author explains why ti@entre Pom-
pidouwould not live up to the expectations of becoming a cultural beacon, but rather turn
out to be “a carcass of signs and flux, of networks and circuits [...]. A monument to mass
simulation effects, the Centre functions like an incinerator, absorbing and devouring all cul-
tural energy [...]” (Baudrillard, 1982: 3). The author saw the new art museum as a monument
to disconnection and to the implosion of culture, generating a mechanical flow which froze
the citys artistic creativity by enclosing the legitimation of art production and circulation to
within its walls (cf.ibid.). Baudrillard’s analysis made evident the contradictions between
the initial intentions and objectives of the idea behind the construction Getitee Pompi-
douand the real effects of the anachronistic cultural policies which ruled its inaugural years.
Born out of theMai'68 movement, and as a direct response to the institutional critique, the
Centrewas thought of as a centre for live information and as an experimental space for
contemporary creation. However, within four years of its opening, the French National Mod-
ern Art collection was movéef and put on display on ti@entrés fifth floor as a permanent
exhibition, forcing a drastic change in its museography, and turning parts@éniteinto

the museological model it sought to go against in the first place: white-cube style détleries
Even though it was conceived of as a definitive alternative to Malraux’s modern cultural
cathedrals, th€entrewould become the most renowned and spectacular symbol of post-
Mai’'68 Paris (cf. Grande, 2009), betraying its anti-monument nature. And, perhaps the most
deterrent® of phenomena, th@entrefailed to solidify its proposed new museology: it per-
emptorily distanced itself from the elitist notion of catering solely to well-educated audi-

ences, but it seemed unable to offer a structured and targeted cultural programming that

the concepts of education and entertainment (edutainment) (v. Dodj,H®8per-Greenhill, 1999a, b, c,
d; Falk, Dierking and Adams, 2013; Hein, 2013).

150 The collection had been on display at Bedais des Musées d’art maue (known nowadays aBalais de
Tokyqg since 1937. French President Giscard d’Estaing decided to movaetGentrein 1981.

1511n 1981 the flexibility of the hangar-like exhibition halls was eliatéd and replaced by a linear succession
of white-cube style galleries which pre-determined and conditioned the logiseend museographic path
of the visitor. This change was conducted in order foibetreto be able to house the French Modern Art
collection, as well as for it to be able to cope with the number of visitors iveecevery day.

1521n his essay, entitlefihe Beaubourg Effect: Implosion and Deterrgrigaudrillard stated that “Beaubourg
is ‘a monument of cultural deterrence™ (Baudrillard: 1982: 6).
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would foster the creation and building of well-informed and participatory publics, as it found

itself functioning mainly as a tourist attraction (cf. Silver, 1994; Lampugnani, 2013).

In fighting against a separation between “high” and “low” culture, promoting a single
standardevelling grounded on the myths of “didacticism” and of cultural “animation”
—swiftly used by the communication and entertainment industigesinterculture had,
in the end, induced the replacement of an “elite culture” by an uncritically patédip
cultural consumption; i.e., by a “mass culture” whpseversities it knew how to ana-
lyse, but rarely how to redirect.

(Grande, 2009: 204).

The intended effect of the construction of @entre Pompidowvas to have it serve as
a beacon for the integration of artistic and intellectual countercultures resulting from revo-
lutionary processes of social, educational, and political change. The Beaubourg effect, how-
ever, demonstrated that the institutionalisation of the institutional critique would not work
in its own advantage and that the relationship between city, art, and public would not be
easily resolved in the museological field. T®entre Pompidogan be regarded as the epit-
ome of the early establishment of a post-industrial and postmodern city experience. The no-
tion of urban culture becomes tied to the notions of spectacle, mass-media image, and
knowledge production, all pinpointed to spaces which acquire a monumental and referential
character in the city (cf. Harvey, 1994). According to Harvey, this type of cultural composi-
tion leads simultaneously to an explosion of the symbolic in urban culture and to a semantic

reduction of the urban space. Such was the paradoxical reality ©éttiee

Only a few years after the disturbances of May 1968, the conservative President Pom-
pidou was attempting to capture the fundamental cultural change that the stvdént
had initiated and express it in a museum structure that would fulfil its old task in a new
way: to create identity and consensus. The anti-institutional element wasaptored
and placated here in a (demagogically) open institution.

(Lampugnani, 2013: 250).

Nonetheless, and in spite of the validity of this affirmationGhaatrehelped to redefine the
traditional role of the art museum (cf. Davis, 1990), promoting the function of a cultural
centre as a space for the democratisation of culture (through a myriad of difnaties
encompassing high culture and popular culture), and fostering the notion of culture as par-
ticipatory process (cf. Giebelhausen, 2013). In doing s&; ¢mére Pompidomoved the art
museum paradigm forward, “integrat[ing] it in a portfolio of cultural practices and activities”
(ibid.: 233) which would increment and solidify its role in the transformation of cosmopoli-

tan cultural identities and in the reshaping of urban culturalscapes.
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The construction of a new cultural space in the city will always necessarily transform
the urban culturalscape, and therefore it will always mandatorily change the pre-established
cultural identity which gave way to that construction in the first place. This hermeneutical
circle relationship between the city, art/culture, and citizens determines a constantly evolv-
ing panorama. The reasons justifying an intervention in the urban culturalscape may them-
selves be completely overturned by the result of that intervention. “There is no final result,
only a continuous succession of phases” (Lynch, 1960: 2). As thénpostrial, postmod-
ern society loosens its ontological certainties, and loses its metanarratives, the city becomes
increasingly fluid and plasticised, full of heterotopias (cf. Lopes, 2000) where Benjamin’s
flaneuror Certau’s cultural practitioner look for symboli¢eéractions and (re)interpretations
of an urban cultural identity. The culturalscape of a city is one of the central aspects capable
of producing a clear image (and consequently a clear notion of the cultural identity) of that
city. As will be discussed next, the social and political events of the 1960s and 70s and their
consequential theoretical debates, academic researches, and practical experimergd describ
above, largely contributed to the definition of the CAM’s project as well as to the specific
terms of its institutional presentation. The CAM would be influenced by the spectacular box-
office success of th€entre Pompidoubut the FCG was aware of the Beaubourg effect’s

less positive consequences, and bore in mind the specificities of the Lisbon urban context

and of Portugal’s lacks in specific aspects of public art history.

Figure 3.13. - Plateau Beaubourg in 197
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Figure 3.15. - Inaugural exhibition at the Centre Pompidou, February-May 1977
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3.2. SITES OF EMPLACEMENT (S), REPRESENTATION, AND DIFFERENCE

Museum discourses are inextricable from cultural, but also economic and socialspdiit insti-
tutions do not form some kind of an aesthetic space outside the relationship betwgemgol
people. Recognition of the fallacy of the neutrality of the museum space is arcptace now:
the gallery is not, and has never been, a value-free location like a transpacbitectural frame
for the transcendent objects, and to go there is not to leap into some alternativditicatpeal-
ity of aesthetic contemplation and reverie, some place of refuge from the worllr{.icfistitutions
are involved in the regulation of social and intellectual life, in the constructionltfre and the
iterative, continuous development of values, ideals and identities.
(Whitehead, 2012: xvii).

As it has been argued so far, artistic and cultural institutions have faced the consequences of
economic, social, political, and acadetridransformations. As activities of mediation, the
curating and organisation of exhibitions take into consideration not only the processes of
production, but also the forms of reception of artworks. Which artists and artworks are se-
lected to be shown (always in detriment of others), when the exhibitions take place, and how
they are displayed: thesare all elements that come into play and influence the publics’
experience and process of interpretation. In their role as mediators, artistic and cultural in-
stitutions are also influenced by the transformations mentioned throughout subchapter 3.1.,
which means that they teeas places which mindfully engage with the political, the eco-
nomic, the social, and the academic reatase agents in the construction and production
of world views (informed by a thorough knowledge of the art world and its cultural meaning
and significance).

As a result of the awareness that power relations are fundamentally established through
a rhetorical dynamic of visibility and invisibility, cultural institutions’ architectural mecha-
nisms of exhibition and models of display have been continuously revised from the early
20" century onward§*. The development of new artistic languages and new media (cf.

Greenberg et al., 2010), the emergence of new artists, curators, and publics, accorgpanied b

153y, Assmann, 2012 and Gil, 2008 for a brief analysis of the demr&lnpof the academic production from
the British Cultural Studies of the 1960s, to the Gertalurwissenschafterand to the field of Culture
Studies, and of the impact this academic revision has had, anduesntonhave, on processes of culture
reading, analysis, and interpretation, particularly at the level of visual cdttitéstory, and issues pertain-
ing to the field of Museum Studies.

154y, Crimp, 1993; Huyssen, 1995; Anderson, 2004.
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the advancement of new cultural and artistic interests, led to an ever changing (re)placement
and understanding of the role of art museums, not only within the cultural economy of the
city, but within the logics of the city’s cultural topographies as well. Art places operate as a
technology for surveying, delineating, grouping, naming, including, and excluding (cf.
Whitehead, 2012). Art institutions function interpretively, i.e. they identify art and types of
art, narrate stories about art, and evaluate art in different ways, ranging through institutional
practices from accession to display. Heidegger considered that the work of art was “a being
in the Open [that] opens up a world” (Heidegger, 1971: 44), given that the Open is a cultural
space resulting from a specific understanding of what it is to be a-baipgrson, an insti-
tution, a thing. Artworks are cultural paradigms and as such they express this shared cultural
understanding of the meaning of being, for they give “to things their look and to [people]
their outlook on themselves” (Heidegger, 1971: 43). As a result, it can be said that art ‘thinks’
culture and actively shapes its social and historical context, rather than merely reflect it. Art,
its production, display, and interpretation, is an epistemological practice with an unavoidable
bearing on social organisation, on the production of value, as well as on questions of identity,
equality, and belonging.

Belonging to a culture provides one with access to shared frameworks of knowledge, or
maps of meaning, which one uses to place and understand things, to make sense of the world,
to formulate ideas, and to communicate or exchange those ideas and their meanings (cf. Hall,
1997). One of the key institutions for the creation of such shared maps is the art museum.
Both map and art museum are involved, as Museum Studies scholar Eilean Hooper-Green-
hill observes, in selecting from the totality of the world those aspects that can serve to depict
it through ordering, classifying, and constru(ct)ing pictures of reality, and both are technol-
ogies of authority (cf. Hooper-Greenhill, 2000). The art museum space itself can be under-
stood as a map, albeit one with different expressive potentials from those of the conventional
map on a plane surface, notably an augmented scope for narrativisation (cf. Whitehead,
2012), which will be discussed in subchapter 5.1.. The art museum operates as a vast, three-
dimensional map of knowledge relations, where objects are mapped in epistemological
space. It has the capacity of constru(ct)ing multiple narratives by creatjugntial orders
of encounter and demanding a transitory, mobile, and perambulatory gaze over fragmented

relations and connections (dhid.). It does so even when some of those connections are
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incidental or the consequence of ‘folds’ in the museum’s history in such a way that the mu-
seum becomes a crumpled geography (cf. Hetherington, 1997). Museums are places where
intertwining ideologies behind the notions and concepts of culture (along with its subsequent
issues such as identity, gender, and race, for example) are articulated for the general publi
(cf. Coombes, 2004) through art in the multiple ways it may be exhibited, displayed, con-

veyed, and put together to form a discourse and a narrative about culture:

[tlhe world is discursively construed (or represented) in many and variowss taty
which construals come to have socially constructive effects depends upon a range of
conditions which include for instance power relations but also propeftighatever
parts of the world are being construed.
(Fairclough, 2010: 4-5).

Art museums produce interpretations on/of the culture they occupy, creating discourses
about such culture. However, art museums, and the discourses they produce, are not struc-
tures, but processes of structuratirthat relate to other artistic and cultural events and
places in the city a process that emphasises the diverse contexts which shape those dynam-
ics. The events and dynamics delineated throughout the different sections of subchapter 3.1.
demonstrate that, as art contributes to the production of certain kinds of spaces for art, so
such spaces contribute to the production of art. The cultures of display embodied by those
spaces soon become inextricably embedded in cultures of production and consumption of
contemporary art- which ultimately might put into question the artworks’ legitimacy to
participate in the construction of reality. But, as Victoria Newhouse has shown using the
example of a touring exhibition, the same object can be shown in relation to different disci-
plinary regimes, namely those of art, leading to entirely different epistemologies of display
and entirely different ways of knowing something (cf. Newhouse, 2005). The theorising po-
tential of museum actions, like collecting and displaying, can be regarded as a means to
advance hypotheses about history. This means that the discursive power, though moulded
by the discourses of the displayed objects, still lies with the art museum and its practices.

Art museums are considered to be places where social hierarchies are played out and

reinforced. The museum, therefore, becomes a space of ritual where the visitors enact the

155 Julia Kristeva says that a testot a “structure” but a process of “structuration” where a horizontal axis
connects the author and the reader of a text while a vertical axis connects thetteat texts (v. Kristeva,
1980).
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ritual: “the museums’ sequenced spaces and arrangement of objects, its lighting and archi-
tectural details provide both the stagéand the script” (Duncan, 1991: 91). Understanding

a particular cultural practice or object requires a familiarity with both its social and cultural
context and also with fundamental institutional processes. These notions, although relatively
intrinsic to the general conception of a traditional museum space, are also responsible for the
somewhat generalised idea of a museum as a restricted space that not everyone knows about

or feels comfortable entering:

it is only by making the museum an inclusionary space and an inclusionarypicence
by providing tools for the familiarity of the public with institoial codes- that visiting
patterns will change [...]. Art museums [...] should provide the intellectual aram met
cognitive means for wider audiences to understand such codes or, to put it aagther w
to read the cultural map delineated in and through gallery space.

(Whitehead, 2012: xvii-xviii).

By the late 1970s this was one of the challenges facing all kinds of museums (not just
art museums) all around the world: the challenge of connecting to audiences and building a
public. Museums- and in this particular case art museunfacing the changing times re-
garding the development of knowledge and socialisation could no longer claim to be places
of collective cultural memory just because they acted as reservoirs of artistically and cultur-
ally significant objects. The importance of a museum no longer lied solely in its function of
collecting and selecting art objects for display. Museums had to start placing those objects
in a setting and context where the public could learn their stories, think about them, and draw
knowledge that was to go beyond that of the texts accompanying most museum exhibits.
And more than creating and developing cultural offers that were narrative-driven easd acc
sible, museums had to engage in the creation and development of democratic, unpretentious
spaces for the debate and discussion of ideas about art and its role in post-industrial cities,
in a postmodern globalised society.

Cultural and artistic institutions developed in accordance with the sprawl of the urban
context around them, while simultaneously being one of the crucial elements in the (re)def-
inition of that same context. That was due to the properties of the discourses (statements
issued, concepts adopted and displayed, and thematic choices) performed by said institu-
tions. Those discourses, having multiple souretige artists, the artworks, the curators, the
institution (its public image, its mission statement, its vision of art and cuttutejnon-

strated how the construction of a city’s culturalscape was based on the representations and
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transformations that came to be and surfaced out of the power relations established. It was
in the intersection of multiple discourseshose of the institution, the curators, the artists,

and the artworks themselveshat a notion of the city and of the city’s cultural and artistic
identity began to be articulated and performed. It was from the city that those tacit agree-
ments of a given world vision came and it was towards, in, and into the city that those notions
of cultural memory, identity, and interaction were projected. The-dity social, political,

and cultural contexts wasthereferent of those constructed discourses where one could find
the implicit intention of both performing and constru(ct)ing a representational perspective
of the city, actively building and affirming the city’s culturalscape as a process oarbnst

and continuous transformation and representafiarcity’s cultural and artistic expressions.
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3.2.1. (Infra)structuring a new programme for art and culture in Lisbon

The construingprogramming, and construction of the FCG’s Modern Art Centre were very
much influenced by the (post-)revolutionary processes previously described. The transfor-
mations and tensions experienced in the artistic, cultural, social, political, and museological
fields so far discussed informed the on-going planning of the CAM to a foundational extent.
Even though the FCG's idea to build a modern art museum can be traced back®) t967
was only in 1979 that an official decision was made. On Augu¥f 2979, the Board of
Administration unanimously decided that the FCG would “build, equip, and maintain a Cen-
tre for the research and promotion of modern art, mainly with pedagogical and cultural ani-
mation purposes” (FCG, 1983: 419). This decision came twienee years after the foun-
dation of the FCG, more than a decade afteMhi&68 events, four years after the'26f

April Revolution, and a couple of years after Algernativa Zercexhibitions/performances,

as well as two years after the inauguration of@lemtre PompidouAll of these separate
events can be tied together, though, as they reveal the cultural and social progression char-
acteristic of the 1960s and 70s in Europe and the U.S.A.. The CAM'’s cultural programme,
its mission statement and objectives, the project and the type of museology it put forward
are all aspects which will be analysed in a twofold manner: in relation to the historical events
which guided their formation and of which they became exemplary of; and as elements of
discontinuity inasmuch as they introduced and fostered notions of innovation and experi-
mentation previously unknown to the Portuguese everyday reality.

Several reasons strongly contributed to the FCG’s decision to build the CAM, of which
the following deserve closer attention: a) the existence of a vast collection of modern and
contemporary art, namely, at the time, of Portuguese, British, and Armenian artists, belong-
ing to the FCG (cf. FCG, 1983a); b) the consequent desire of the FCG to extend its artistic
and cultural offer by creating a modern art museum and a contemporary art centre which had
for a long time been lacking in the Portuguese culturalscape (cf. Tostdes, 2006); c) the need
to respond to the institutional critique, to put forward a more progressive and cosmopolitan
program, and in doing so “adapt the Foundation, for educational and also aesthetic reasons,

to the contemporary art forms of the younger generations” (Ribeiro, 2007: 349); d) the fact

156 |n 1967, during the construction of the FCG’s headguarand museum buildings, the Board of Admin-
istration asked the architects in charge of the work for a preliminary stgdyding a building, or buildings,
to house a Modern Art Museum (cf. Tostbes, 2006).
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that art and culture had recently been used in Portugal by different groups with theepurp
of establishing certain ideologies, along with the fact that the FCG’s President strongly be-
lieved that artistic or cultural expressions “should not be conducted or developed with the
intent of promoting any specific religious, &¢or political doctrine” (FCG, 1975: 50).

Following on the strategy delineated early on regarding its actions in the artistic and
educational fields, the FCG had come to gather a very significant modern and contemporary
art collection. As a result ofd arts scholarships’ policiesand starting at the time of the
previously discussed | and Il Visual Arts Exhibitiorshe FCG had been exhibiting, and
many times acquiring, the works of Portuguese artists who, thanks to the Foundation, had
had the possibility to receive education, do research, and develop their work in a number of
European countries during the 1960s and 70s. Alongside acquiring contemporary artworks
by Portuguese artists, the FCG had also been establishing what was to become the greatest
collection of Portuguese modern art, through the acquisition of private collections and
through donations of artists or artists’ families. That segment of the collection evolved hand
in hand with the collecting of works by foreign artists who either resided in Portugal for a
given period of time or whose work was deemed directly influential to that of Portuguese
artists®’. The relevance of such a collection to the history of art in Portugal, and its im-
portance to the establishment of the CAM, will be discussed in subchapter 4.1.. The FCG
also acquired modern and contemporary artworks from artists born in countries which influ-
enced Calouste Gulbenkian’s life, namely the founder’'s home country, Armenia, as well as
one of the countries which very much benefitean his entrepreneurially skilled ‘business
architecture’ abilities, the U.K. (cf. FCG, 1983). Due to the existence of an administration
branch of the FCG in the U.K., it was possible to establish a partnership with the Fine Arts
Department of the British Countif for the acquisition of contemporary British art (cf.
Vasconcelos, 1997) to add to the FCG'’s collections.

As was previously discussed, at a time when throughout Europe and the U.S.A. modern

art had already been diachronically delineated and attributed a specific place indtye hist

157 One example is found in the correlations which can be established béteaesrks of Amadeo de Souza-
Cardoso (Portuguese), Eduardo Viana (Portuguese), Sonia Delaunayr{bUStainian-French), and Rob-
ert Delaunay (French): they all became friends in Paris, and the Deleaunalg moved to Portugal during
World War | where they continued to follow and influence each stheork.

158|n 1959 the FCG's Board of Administration granted the British Coundil aviirst subsidy of ten thousand
sterling pounds for the acquisition of contemporary British art, agkingarticular attention to be given to
the younger generations of artists (cf. Vasconcelos, 1997).

120



(Infra)structuring a new programme for art and culture in Last i

of art (and in the history of museology), Portugal still lacked a museum of modern art. The
aforementioned MNAG- and therefore, the Statewas never able to take on the task of
building and presenting a collection representative of the Portuguese modernisms in the vis-
ual arts (cf. Gongalves, 2004). Given the vast collection Bc2@tury art the FCG came to
gather, and in line with the institution’s artistic, cultural, and educational missions, it was
crucial for the FCG to make such an artistic estate and cultural heritage available to the
public. According to Portuguese art critic Rui-Mario Gongalves, who considered the inex-
istence of a modern art museum in Portugal as evidence of the immobility of Portuguese
society, the construction of the future CAM was fundamental, not only for an “aesthetic
information and formation of the public, but also for [allowing the public to] acquire an
attitude fostering the transformative conscious interventionism of human sociétids” (
15). The creation of a modern art museum was, thus, an essential step in the FCG’s pro-
gramme for artistic and cultural education, one that would make available to the Portuguese
public the “critical instruments needed for an understanding of museology in its varied his-
torical and spatial dimensions” (Grande, 2009: 238). The display of the artistic creation of
the 20" century (from Portugal and abroad) was fundamental for the on-going cultural pro-
ject initiated by the Foundation in the 1950s. Even though the modern art colledson
presentation, interpretation, and discussiamas one of the key aspects of the future CAM
(as will be discussed later on), the (late) construction of a modern art museum in the early
1980s would almost mandatorily require a bold and up close approach to contemporaneity
(cf. Tostdes, 2006).

The FCG's President at the time was verych aware of the institutional critique as
well as of the cultural, artistic, museological, and programmatic discussions, changes, and
debates that had been going on in Europe and the U.S.A. for the past two decades. Such an
awareness meant the FCG understood that, despite the need for an informational and didac-
tical presentation of modern art, the configuration of such a display could not follow the
canonical (and by then dated) ‘modern art museum’ fofifatdn the contrary, this new
space for modern armbntemporary art would have to be a dynamic “cultural centre set on
a more informal concept of artistic intervention and fruition, capable of gathering differen-

tiated publics, [...] and with a multidisciplinary approach to its cultural action, reinforcing

159y footnote 120.
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its internationality and cosmopolitism” (Tostfes, 2006:-222). Based on national exper-
iments, such as tha&lternativa Zeroevent, and on international cultural policies and pro-
grammes, such as the ones which gave rise ©©eh&re Pompidoin Paris, the CAM would

follow the ‘cultural animation centre’ model (already advocated by Azeredo Perdigéo in his
President’s Report of 1975). The future CAM would, therefore, bet on the conjugation of
the acts of collecting, displaying, and studying the FCG’s maai¢rrollection, along with

the fostering of new and experimental contemporary art forms, such as installations, hap-
penings, and performancd&% Such a programmatic configuration was unique in the coun-
try’s culturalscape. It answered not only to the lack afodern art museum and of a space

for contemporary art productiéfit, but also— and with particular aptitude to the lack of
contact between the public and modern and contemporary art. As will be discussed in further
detail throughout chapter 4., the CAM would invest thoroughly in the continuous formation
of the public regarding the modern art movements, while simultaneously providing an envi-
ronment for contemporary art creation, promoting an interactive dialogue between public
and artists.

“The disseminabn of culture must be essentially informational and propaedeutic, stim-
ulant of creative power and of a critical spirit, and non-sectarian. Only by following this line
of conduct will the freedom of culture be ensured” (FCG, 1975: 50). This was one of the
sentences used in the text written by Azeredo Perdigdo to make completely clear the FCG’s
stand on the issue of the political-ideological utilisation of art and culture. During the PREC
years, the FCG was “accused of cultural elitism and of culturallyostipg the former dic-
tatorial regime” (Grande, 2009: 233). This was partly due to the fact that the FCG was a
member of the first National Consulting Committee for Visual &ftsa committee which
worked as a “counter point to the MFA’$ Bivision’sl*®%! dirigisme as well as to the pop-
ulist actions of other organisations [...], maintaining an open dispute with them in defending

cultural policies free from political utilisation and exploitation” (Couceiro, 2004: 34). The

180 These types of artistic expression can be considered as innovative and exaéstilethroughout the
1980s since, as was discussed in section 3.1.2., they had beeuacedrad Portugal relatively late, only
gaining wider public attention thanks to tAkernativa Zeroin 1977.

181 There were, however, a few spaces for contemporary art producti@xhibition: v. footnote 132.

162y, footnote 112.

163 The famous B Division of the MFA incorporated several structures, such a€daéce(Central Commit-
tee)— responsible for the organisation of cultural demonstratioasd theCEIP (Centre for Public Infor-
mation and Clarification)}- responsible for the MFA’s propagada The 8 Division sought to conduct a
cultural revolution which aimed at ‘preparing’ the people to vote accorditigetMFA’s ideologicalpolit-
ical stance.
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FCG firmly affirmed its unavailability to organise or participate in any actions of cutiural
artistic dissemination of any sectarian political-ideological vein. Instead, Azeredo Perdigéao
pointed to the FCG’s actions in the 1950s and 60s (discussed throughout chapter 2.) as well
as to the numerous more recent initiatives and events at a national and internatidfiél level

as a way of demonstrating the true nature and purpose of the cultural policies the FCG
deemed necessary and fruitful. As a result of those actions pointed to by the President, the
FCG’s 1979 report demonstrated very good numbers regarding visitor attendance to the var-
ious artistic and cultural events promoted by the E€,@s well as a very healthy financial
situatiort®®,

The confluence of political and social circumstances, aloitly the FCG’s actions —
considering of and responding to those circumstanraetermined the structuring of new
cultural policies within the FCG which would finally give way to the construction of the
future CAM. The 1967 idea of a “Modern Art Museurmhigh later on evolved in concep-
tualisation and denomination to Modern Art Gallery and, eventually, to Modern Art Centre
(CAM)” (Tostdes, 2006: 215), was finally put to paper at the very end of one of the most
politically, socially, culturally, and artistically relevant decades of the Portugu&seco
tury. In light of that period of significant transformations, the FCG’s President considered it
“necessary to reveal to the younger generations the art which best embodies nowadays’ phi-
losophy by creating a modern art museum and a place where artists can mpoedsitt

studies, research, and experiments in search of paths to trail in the future” (Azeredo Perdigéo,

164 The FCG was responsible for ensuring the Portuguese participatiesé&efation in international events,
such as: the International Surrealism Exhibition (Chicago, U.S.A., 19&3&b Paulo Biennials of 1975,
1977 and 1979 (Brazil); the Venice Biennials of 1976 and 1978 (Italgxriational Art Fairs in Italy, Swit-
zerland and Germany (1977-1979); exhibitions at the Modern Art Musé&maris (1976) and at the Royal
Academy of Arts (London, U.K., 1978); and cultural exchanges wélCdntre Pompido(1977-onwards),
as well as with cultural institutions of countries such as Hungary, Raymeamd Poland (cf. FCG, 1979;
FCG, 1983). At a national level the FCG was responsible, amongstatiemactivities, for the organisation
and/or support to events such as: the Il and Ill International Art Megti93%-1976); the first meeting in
Portugal of the AICA (1976); the Il Art Biennial of Vila Nova de Cerv€it880); numerous film cycles
covering the work of American, Brazilian, French, Japanese, Portugues8waudish directors (1975-
1980); and the “Contemporary Music Meetings” (19#vards) which presented the work of composers
from the 1950s to contemporaneity (cf. FCG, 1983).

165115000 visitors to the Gulbenkian Museum; 390000 visitors ttethporary exhibitions; 134000 people
attending music concerts and ballet performances; 39000 participantséndles and seminars; and 29000
readers at the Art Library (cf. FCG, 1980).

166 A liquid financial situation of around 18.5 billion Escudos (90 willEuros at the time, equivalent approx.
to 288 million Euros today) and active assets of around 22 billiondés (110 million Euros at the time,
equivalent to approx. 353 million Euros today) (cf. FCG, 1980; Gxa2@09).
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1983: n/p). This passage, taken from Azeredo Perdigao’s speech during the CAM’s inaugu-
ration, holds within it a synthesis of what this new centre was to be and represent: a place
for the display of modern art history, as well as for the exhibition of contemporary experi-
mentation&®’; and a space for the creation of new ways of relating to and thinking about
modern art, as well as for the development of new social spheres based on/supportive of a
contemporary cosmopolitan artistic culttife

In order to fulfil these goals the future CAM would have to develop complementary
programmes which would require the gathering of several spaces in one place: a museum
space with multi-purpose galleries, and a documentation and artistic creation centre space
comprised of a documentation and research centre, experimental workshop rooms, a tempo-
rary exhibitions room, and a multi-purpose auditorium, as well as a space for artistic educa-
tion (cf. FCG, 1983a) (v. figs. 3.16. to 3.20.). The CAM would, thus, house a museum ded-
icated to Portuguese modern art, along with art by foreign artists who influenced Portuguese
modern artists, and art representative of international art movements allowing for a counter-
poise of the works developed by national artists. Given the late arrival of a modern art mu-
seum on the Portuguese culturalscape, the CAM would initially have to focus on organising
quite a number of events conducing of the discovery of Portuguese modern art byithle gene
public. Nonetheless, the CAM would simultaneously concentrate a lot of its efforts in struc-
turing and solidifying the actions of its documentation and artistic creation centre. As the
truly unique and innovative element of the CAM, this centre was meant to foster a greater
connection between art, artists, and public through the organisation of “meetings with the
artists, debates, audio-visual shows, pennces” (FCG, 1983: 420), as well as through
gathering and making available to the public documentation on national and international
artworks, art forms, artistic expressions, and art movements of theepeury°.

The following section of this subchapter will discuss the different types of museography

and museology (spaces and strategies) required to fulfil the CAM’s objectives as a space

167 Both instances will be analysed in more depth throughout the thitéensesf subchapter 4.1..

168 |hidem4.2..

169“The Documentatin and Research Centre will gather all Portuguese documentation concerningptihe per
between 1911 to nowadays, as well as documentation regarding fareifjih shall incorporate] an infor-
mation system which illustrates, documents and preserves the tigtin aranifestations post-1980 and that
allows for the documentation of ephemeral types of art such asgmparfoes, installations and happenings.
Foreign Centres and Museums will be asked to provide documentation rggatdimational modern art
from 1900 onwards.” (FCG, 1983: 421). The Documentation Centre \asised as intended and existed
for seventeen years as an integral part of the CAM before becomihgfphe FCG’s Art Library (cf.
Ribeiro, 2007).
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which, in spite of having been primarily created to “foster the understanding, appreciation,
and promotion of Modern Art [,] [wa]s not intended solely as a Museum or a simple Gallery
[...][but as] a living Centre” (FCG, 1981: 14). The final section of this subchapter will focus

on analysing and applying Foucault’s concepts of ‘heterotopia’ and ‘document’ to the CAM

and on discussing its role as the first permanent space for the exhibition of modern and con-

temporary art in Lisbon.

Figure 3.16. - The CAM's entrance hallway, with the cafeteria on the left, 1983
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Figure 3.18. - The CAM's entrance hallway,
with the future bookshop on the right, 1983

Figure 3.17. - The CAM's main
entrance and hallway, 1983
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Figure 3.20. - The CAM's main gallery, 1983
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3.2.2. Art museums and art centres: spaces and strategies

The issue of the specificity of the CAM’s museology is of central importance to the devel-
opment of this dissertation, as it will define one of the key aspects of the Gifi¢'ence

and singularity regarding all other art exhibition spaces in Lisbon and Portugal at the moment
of its creation in 1983. A difference and singularity not only present in the typeexalot

ited, but also expressed by how that art was displayed and presented to the public. With the
intent of further understanding the functioning and operational form(at)s of the art museum
and of the cultural centre comprising the CAM, the structural similarities and disparities, the
ways of exhibiting and displaying art, the ways of reaching the public and woicating

with the visitors will be put forward and analysed.

Most Museum Studies scholars, and museology researchers in paricetaablish the
difference between an art museum and an art centre in a considerably straight forward way:
museums are institutions that are subjected to conventional and stable coordinates regarding
the presentation of consecrated art as well as bound to very rigorous normative and standard
museology, while art centres are regarded as spaces that usually develop much more open
programs, having established solutions for the presentation and installation of art deriving
from some of the social-artistic movements, schools, and behaviours arising from the 1960s
onwards (cf. Alonso Fernandez, 2001). More firmly establiShémm the 1980s onwards,
art centres developed a much more flexible and experimental usage of the exhibition space,
sometimes supported by advanced technological tools allowing them greater freedom both
in style and didactics at the moment of curating (designing and assembling) eachoexhibiti
For this same reason, art centres usually required a different type of building or infrastructure
(when compared to conventional museums), although there are some exceptions when deal-
ing with art centres that have a dual function and/or are closely affiliated to a cultural/artistic
institution (such as in the CAM'’s case).

In their genesis and at the basis of their development, art centres have had as an imme-

diate reference the Germ#unsthalle$’? (a common designation used internationally to

170y, Hernandez Hernandez, 1994; Alonso Fernandez, 2001; Gob and Dafykt,

171V, pages 92 to 95.

172 Kunsthalle which literally translates to ‘Art Hall’, is commonly translated as ‘Art Galleb¢hen
Kunsthallesfirst appeared they were usually operated by a non-ptaofistverein(‘Art Association’) and
they also did not own a permanent collection, with their purpose betrgyganisation of temporary exhi-
bitions. As will be discussed, the CAM, while being an art centre, beanfadternative definitior that of
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define a specific concept of cultural and art exhibiting space). The art centre virallgrig
developed as a space of convenience and necessity to serve the local commauyntitye

for the general public to learn about art (through courses, thematic guided tours, and other
activities). It was a place where local artists could display their work and where other types
of art forms that were of interest to the community could also take place (such as performing
arts), but these were places that usually did not hold a permanent collection. According to

Spanish Museum Studies scholar Luis Alonso Fernandez:

an art centre is not a museum, although it can be considered a type of museological
institution according to some definitions of the IC&®L For some, an art centre can
be, although not necessarily, a permanent, non-lucrative institution with educational
purposes that owns and curates a collection, just like a museum. Most sp#uialgts
consider as art centres the exhibition spaces that just borrow and exhibikartinat
do not belong to them. Art centres do not collect or preserve works tifegrtare not
museums. [...] The main distinction between a museum and an art centreHesfaict
that the second is created by and for the community around it and exists llearing
purpose of “entertainment”. The museum, on the other hand, is a permanent institution
created to fulfil an educational, communicational, and aesthetic functieserping,
researching, and exhibiting its own collection.

(Alonso Fernandez, 2001: 119).

The definitions of art museum and art centre are not universal (not among specialists and not
even when following the ICOM’s definitions), which demonstrates the ambiguity that might
take place when discussing such designations. This ambiguity and difficulty in establishing
concrete definitions derives from the fact that institutions which are formally known,
acknowledged, and recognised as museums have taken up some characteristics usually as-

sociated with art centres and vice-versa because, as Alonso Fernandez points out:

the interconnection between the evolution of art and the effort of the museum in adapt-
ing to its demands and to its socio-cultural role has been, and stiias has led the
transformation of the museum and given way to the creation and developmeet of s
cific (and specialised) spaces like the “art centre” and other alterraatd heterodox
spaces.

(ibid.).

Nevertheless, there are some main topics and points about which most scholars are in
agreement. One has to do with the type of artistic and cultural programming of art centres

when compared to museums, as art centres are considered to be spaces with much more open

Kunsthaus The termKunsthaug“Art House”) is more suitable as it usually refers to a gallery or mmseu
with associated artists, symposia, studios, and workshops.
173 |COM - International Council of Museums (http://icom.museum/).
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and differentiated programmes. The other is related to a distinction that can be established
between two major types of art centres: the ones that are more devoted to the exhibition of
artworks and the ones that are more dedicated to artistic creatidbidgf. Both can be
considered to have had an important role in the development and/or support of some of the
new artistic behaviours which emerged from the 1980s onwards (under the influence of the
GermarKunsthallesexperiments), as well as a very significant impact in the field of mus-
eography. Art centres contributed with new space configurations and new ways of designing
and curating avant-garde exhibitions, possibly as a direct consequence of the characteristics
of the alternative locations that they initially occupiedld abandoned factories, ware-
houses, or even schools. As a result, it can be said that the creation and development of art
centres had changed art museum spaces in a permanent way, and those changes could be
observed in cities all over the world (with a particular prominence in Europe and the U.S.A.).

It is, then, possible to distinguish between three new kinds of museum spaces that came to
be in the 1970s and 80s: the ones that were either built or renewed in accordance to modern
and contemporary notions of museology and museography, and that hold conventional col-
lections; those that featured the installation and exhibition of artworks or special collections
in old ‘containers’, ranging from the aforementioned abandoned factories, warehouses, and
schools, to any other type of architectonic or movable urban equipment which could hold an
exhibit; and finally the spaces that mix the roles of art museum and of art centre to the fullest
— by collecting, preserving, curating, exhibiting, researching, and studying their oec-coll

tion, while simultaneously promoting temporary exhibitions which fully comprehended art-
works that did not belong to the museum/art centre, and also by allowing for a space of
dialogue with local artists as well as for courses, symposia, and workshops for the public.
These spaces often belonged to or were part of foundations or institutes that had as their
mission the promotion of and the education through art and culture.

The CAM fits into the last category of spaces presented as it belongs to a foundation and
at the moment of its creation there was already quite an extensive collection for the CAM to
harbour. Its designation as art centre derivest only but mainly- from three facts: the
existence of the Calouste Gulbenkian Museum, established since 1969 as the FCG’s Mu-
seum; the fadhat the CAM’s very first mission statements and objectives covered most of
the activities mentioned above and that up until then were not abridged by the conventional

museums’ collecting, preserving, and researching purposes; and finally the factethat th
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CAM intended, from the very beginning, to establish itself as more than a space for the
exhibition of visual arts4, and therefore needed a way of communicating that same intention
to the public in a straightforward manner, setting it apart as an art space and distinguishing
it quite clearly from the notion of museum.

As a response to the artistic, cultural, and socio-political contexts delineated throughout
all sections of subchapter 3.1., the construction of the CAM aimed at providing the city of
Lisbon with a space which would expand on the notions of art museum and cultural centre
to present itself as an urban and contemporary modern art centre. Within the specific Portu-
guese reality of that time (and within a framework of an increasingly greater asane
international realities and contexts) , twmsthausrt centre model would reveal itself to be
the necessary (and almost mandatory) format to be adopted so as to best guarantee the ac-
complishment of the tasks the FCG set itself to. The CAflgisdational programmatic
strategies, as presented and discussed in the previous section, were, thus, paired with a stra-
tegic definition and utilisation of space: space as a means of cultural-meaning-making, space
as a tool for artistic production, space as a defining factor of artistic experience, communi-
cation, and fruition. The CAM'’s building featured the following elements in its internal spa-

tial organisation:

the vestibule (entrance), the integrating linear path (link), the animzgiaine which
included the auditorium, a temporary exhibitions room, and a cafeteria/res{@miant
mation), the administrative area over the entrance (administration), and,, fthally
great exhibitions’ hall (gallery). In this last one the [architectulialjram was dinded,
still, between the Portuguese collection gallery (exhibitions) and twolbalfgaller-
ies: a bottom one for the displaying of drawings (drawings) and a top onétwhtre
international art collection (link gallery). All of these valences cosad a set [...] of
different ‘adaptive’ volumes, [...] allowing, in theory, for a retraction ceegion of
the [spatial] programme, or for its internal inversion, depending on the future [oéed
the CAM].

(Grande, 2009: 243).

174 There were two very prominent projects which were born aloeags&lCAM and that, at the time, demon-
strated quite well the CAM’s mission and objectives: the ACARTE (Servico teagdo, Criagao Artistica
e Educacéo pela Arte) [Department of Artistic Creation and Cultural Edadatiough Art] and the CAI
(Centro Artistico Infantil) [Children’s Artistic Centre] were very impaittéools in connecting the public
with the arts. The ACARTE was created a year after the CAM’s inaugurdésigned to be a centiethe
service of contemporary culture and avant-garde artistic activities; its purpioggeto promote multidisci-
plinary projects in the fields of theatre, dance, poetry, cinema, and ¥éd®aring innovation, experimen-
tation, research, and the development of creativity. The CAIl was created astmeepaf the ACARTE
with the objective of developing a programme of educational and awasiaétses for aesthetical educa-
tion and pedagogy and artistic expression, both for children and adudtsb@hapter 4.2. for further infor-
mation on the ACARTE’s programme).
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The CAM’s formulation needesluch an architecture of (re)adaptable spaces, for, as an art
centre with a modern art museum, the CAM’s programmes would span a multitude of ranges
of visual and performative artistic expressions as well as encompass a nhumber of varied
public outreach activities, all requiring different spatial organisations and uses.

Places of art, namely art museums and art galleries, have had the role, for over two
centuries, of serving as vessels within which art was housed. The type of art place that will
be presented in detail throughout the dissertation has had, from the beginning, quite a differ-
ent, broader role. As an art centre, this type of art place presented itself not only as a place
where art was housed, but also as a place where art happens. Art centres take unto themselves
the duty of being creative engines for the rethinking of art and of the role of artists in society,
along with the duty of communicating to the public that art and visual culture can alter and
enrich personal consciousness as well as ingpeogommunity’s sense of cultural identity
(v. Esche, 2004). Art centres experience an autonomously engaged relationship with politics
and society at large because they are simultaneously necessarily located within the hegem-
ony of cultural policies and creative economy, while also being a forefront for poliical o
position and movements of social change expressed throdghAstsuch, art centres have
found themselves in a position where they can become tools for thinking about and relating
to art but also tools for thinking about and relating to all other culturally informed phenom-
ena and movements. Art centres were the first art places to think about their sociat actors
artists, curators, and publiesin new ways, promoting novel forms of exchange between
them and allowing for the emergence of ideas to be discussed among all contributors, as well
as being the first art places where issues were raised, thought of, and worked on over a longer
period of time than that of a single exhibition event. Having a clearly defined agenda and
encouraging local artists to work on local issues, giving those artists the opportunity to dia-
logue with the public, as well as accepting artistic proposals of merit that are presented to
them, are yet another set of examples of how art centres plan their work around the notions
of community and sharing. Art took on new meanings and became an adequate word to
describe a space in society for experimentation, questioning, and discovery. Given that art
has become an active space rather than one of passive observation, art centres have devel-

oped to be a mixture of community centre, laboratory, academy, and showroom, leading to

175 Hence the previous discussions regarding art museums and art alteinagaetion 3.1.2..
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the increase of creative thinking and intelligence(s) in society. Art centres are germrally
nected and intertwined with the city where they exist in a myriad of intimate, small-scale

ways and, over time, grow more and more attached, developing in relation to the city itself.
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3.2.3. The CAM as heterotopia and document

Foucault’s concepts of heterotopia and docufiate crucial for the definition of the CAM

as an element of paradigshifting influence in the reshaping of Lisbon’s culturalscape. The
first — heterotopia- because it makes possible a review and consequent discussion of the
CAM not solely based on the objects of its collection, but also and primarily on the narratives
built by its exhibitions, communication strategies, spatial experiments, and events. Applying
the concept of heterotopia to the CAM will, furthermore, help to explore and determine the
ways in which the different emplacements, and the heterochrdnisfeis Foucault, 2008
[1967]) therein present, have been made to interact thoaighe CAM’s first three decades

of existence. Reviewing that interaction, i.e., examining the different readeys (re)en-
actments- of history, art, and culture proposed by the CAM throughout the years, will allow
for an understanding of its complex, adaptable, and often contradictory programme(s). The
second conceptdocument-is directly linked to the first one inasmuch as it depends on the
analysis of the CAM as a heterotopia to draw conclusions over its role as a constitutive
element of a genal and (dis)continuing history of Lisbon’s cosmopolitan cultural identity.
Similarly to what is proposed by FoucaultTihe Archaeology of Knowled#969}'8 the

point is to perform an archaeology of the CAM (as document) by examining its practices

and deriving from that analysis its role(s) as a genealogical-critical institution itself. The

176 For further information on the concept of heterotopia v. Foucault,, 1988; 2008. For further information
on the concept of document v. Foucault, 1969.

77 Foucault delineated a set of principles to describe the characteristic of heterotopiaehirmiesm is one
of those principles. “Heterotopias are most often linked to slices of tintech is to say that they open onto
what might be called, for the sake of symmetry, heterochronisms. [...]J8lgr&peaking, in a society like
ours heterotopia and heterochronism are organized and arranged in a relath@gxdashion. First of all,
there are heterotopias of time that accumulates indefinitely, for exampleseems, the libraries; museums
and libraries are heterotopias in which time never ceases to pile up, heapingapof its own summit,
whereas in the seventeenth century, even until the end of the seventedumtp, ceuseums and libraries
were the expression of an individual choice. By contrast, the idea of aleting everything, the idea of
establishing a sort of general archive, the will to enclose in one place all timesyclkepll forms, all
tastes, the idea of constituting a place of all times that is itself outside of tinieaeoessible to its ravages,
the project of organizing in this way a sort of perpetual and imiteefaccumulation of time in a place that
will not move— well, all this belongs to our modernity. The museum and the lilr@eterotopias that are
characteristic of Western culture in the nineteenth century”. (Foucault, 2008:[20%

178 In this 1969 work, the author proposes a method of genealbigh relies on performing an archaeology
of institutions (prisons, hospitals, asylums, etc.) in which one sfveen the ‘document’ the institution
and the institutional practicego the ‘monument’ the historical periods. This method constructs a&gal
history’, as opposed to a ‘total history’ which moves from a supposeument’ to a ‘document’ as exem-
plary of it. According to Foucault, ‘total history’ perceives the ‘documaeritiin the logics of a preestab-
lished coherent, ordered, and continuous historical period (cf. Fouc&f), 19
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CAM will, therefore, not be understood solely as an instance or result of the historical peri-
ods it is embedded in; the CAM will, more notably, be understood “as a contingent ‘docu-
ment’ that may be constituent of multiple, discontinuous historical series” (Lord, 2006: 2).
The purpose is to understand and delineate how the CAM has continuously evolved as an
agent in the reshaping of Lisbon’s culturalscape.

In bringing together and creating an environment for the interaction of different spaces,
different times, and different dimensions of art history, art production, and art appreciation
—as will be demonstrated and discussed throughout the next three chaheGAM be-
comes one of those placebdt are a sort of counter-emplacement, a sort of effectively re-
alized utopia in which the real emplacements [...] that can be found within culture are sim-
ultaneously represented, contested and inverted” (Foucault, 2008 [1967]: 17). Foucault's
lecture, radio talk, and text§ regarding the concept of heterotopia make it clear that a het-
erotopia is “a space of difference, a space that is absolutely central to a culture but in which
the relations between elements of a culture areesuigul, neutralized, or reversed” (Lord,
2006: 1). Museums, moreover, are regarded as places “in which ordinary relations within
the culture are made and allowed to be othixtl() through the discursive articulations
established inside the museum space. The art museum is a heteratepace of difference
—because it is a “space of representatitfi{Foucault, 1970: 131), i.e., a space in which the
relation between things (artworks) and the conceptual structures that are attributed to them
is made apparent. The relation that is put forward is that of interpretation, and as the art
museum presents the difference between things and concepts it becomes a space {for the rep
resentation of interpretation. Consequently, and as a Foucauldian space of difference and
space of representation, what the art museum puts on display is not so much a collection of

artworks, but rather the ways in which those artworks are conceptually construed, perceived,

179 Foucault gave a radio talk ¢irance Cultureon December 7, 1966 entitled_es Hétérotopiegpart of a
series on literature and utopia). After that radio talk, lonel Schein (one dfébtods of theCercled’études
architecturalesat the time) invited Foucault to give a lecture there. On Maréh 1967 Foucault gave a
lecture entitledes espaces autrésf. De Cauter and Dehaene, 2008). That lecture was “noted down by a
stenographer and the typed record distributed to the members oftheTire rumour of heterotopia spread
through these transcripts. The text however was not publishednfost twenty years, although excerpts
were printed in the Italian journ8Architettura in 1968. [...JAlthough noteviewed for publication by the
author, the manuscript was released into the public domain with tiserttoof Foucault shortly before his
death for the Internationale Baustellung Berlin. [...]The text was finally published by the French journal
Architecture, Mouvement, Continuii@ October 1984 as ‘Des espaces autte®e conférence inédite de
Michel Foucault” (De Cauter and Dehaene, 2008: 13).

180 Foucault’s “space of representation” (Foucault, 1970: 131) as describidTinenOrder of Thingss the
space-the difference-that exists between objects and the conceptual structures attributed tdéhspade
of representation is, essentially, the only possible bridge betiweenots et les choses
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and understood; it puts on display systems of representation and interpretation, while leaving
those same systems open to disputation (cf. Lord, 2006). The CAM’'sgiN&ctormations

— the systems of representation and interpretation it puts on displdy be analysed
throughout the next three chapters by looking at key events of the CAM’s constitution and
development so as to draw conclusions on how its actions were subjects of and agents in the
reshaping of Lisbon’s culturalscape.

As heterotopia, the CAM is also a document in the Foucauldian sense, and, therefore,
can be subjected to a simultaneous double reading: as an artistic and cultural institution it
can bethought of as a ‘document’ (cf. Foucault, 1969) exemplary of the ‘monument’ (cf.
ibid.) it was imbedded in at the time of its construction, and inauguration (in this case the
transition between late modernity and postmodernity in Portugal); nevertheless and due ex-
actly to the fact that it is exemplary or representative of a transitional period, it atsodsec
an element of discontinuity. In its inception, thus, the CAM presented itself as an answer to
two major flaws in the Portuguese cultural and artistic panorama by providing a space for
the permanent exhibition of modern and contemporary art in Lisbon. The format of such a
solution was very much a result of the historical background that has been examined and
discussed so far. But, again, due exactly to the fact of accurately mirroring the historical
transitional period in which it came to be, the CAM was in itself a transformative element
of the artistic and cultural panorama of Portugal. It was designed and built at the very end of
highly troubled times, after more than half a decade of condensed revdftitiana moment
in time when openness to new and different things was still novel, and at a point in Portu-
guese history where artistic-cultural and socio-educational progress seemed to be-insepara
ble notions. The CAM definitively tipped the scale on the late modernity vs. postmodernity
transition, setting with its inauguration a new period of revision of emplacefffehtster-

ogeneity of representatio¥$ and privileging of differendé’, as indicators of a postmodern

181 As was mentioned previously, after the 1974 revolution, Portugaliexged a period of rapid and succes-
sive transformations at social, political, economic, and educational levels. Having dsed -off for several
decades, many of the progresses experienced by most of Europentibieverd-1920s and the mid-1970s,
took on a condensed format in the second half of the 1970s igRloftusubchapter 3.1. and sections 3.1.1.
and 3.1.2. regarding the Portuguese process of transition betwegtotimity and postmodernity).

182/, examples of that in the analyses conducted in chapters 4., %.,.and

183 | pidem

184 1bidem
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erd®. As a result of those sustained postmodern practices (which will be explored through-
out the next three chapters) the CAM can be considered to have “function[ed] according to
anethosof permanent critique of its own history” (Lord, 2006; Bus permitting a multi-
perspectivaf® review of its self-genealogical work, while simultaneously allowing for a
comparative analysis of that same waik-a-visthe development of notions of urban cul-

tural identity, cultural citizenship, and cosmopolitanism in Lisbon.

This chapter presented and discussed the socio-political as well as artistic-cultural Por-
tuguese and European contexts which immediately precedad therefore greatly influ-
enced- the CAM’s constru(ct)ing processes. The first parthef following chapter will
delineate the cultural impact of the CAM’s first years of existence within the Lisboan, P
tuguese, and European artistic panoramas by reviewing, analysing, and evaluating its per-
formance both as an art museum and as an art centre in the early- to mid-1980s. The second
part of the following chapter will focus on one of the key featurasd main defining ele-
ment— of the CAM’s agency as an art centre: the ACARTE. The ACARTE’s creation, ac-
tivities, and aftermath will be presented and discussed so as to determine-tsrotn-
junction with the CAM- in the formation of a postmodern exhibitionary complex in late-

20" century Lisbon.

1851n that new era, the CAM would also prove to serve as an element in the mtidtalis the FCG as a centre
for the collective artistic and cultural life of the community.

186 From the perspective of the institutierbased on publications, catalogues, etand from the perspective
of the Culture Studies researcheanalysing the institutional self-perspective in light of multi-fold-pr
gresses at academic, historical, socio-political, educational, and cultural levels.
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4. ART MUSEUM AND CULTURAL CENTRE:
THE PARADIGM -SHIFTING DIALOGUE






4.1. THE CAM —THE DISPLAY OF MODERN ART HISTORY AND OF ART 'S FUTURE

The event that will take place tomorrow, Wednesday, théa2Quly, 1983], can be considered a
great one in Portuguese cultural and artistic life: the inauguration of the Moder@dutre of the
Calouste Gulbenkian Foundation.
Gongalves, 1983: 10.

The CAM became the first place in Portugal where one could study, enjoy, andamdi&srtu-
guese visual [modernity and] contemporaneity in a dialogaetivated by important temporary,
national, and international exhibitionswith the dynamics of present time.

Silva, 2002: 99.

The CAM appeared in Lisbon’s culturalscape as an artistic infrastructure seeking to safe-
guard a highly significant collection of modern art and, at the same time, looking to foster
an environment allowing for the permanent and continuous support of contemporary artistic
creation and cultural creativity. The year of the CAM'’s inaugurati@883— was also the

year of an exhibition/event titleblepois do Modernismffter Modernism}8” which initi-

ated a structured public debate regarding postmodernism in Portugal (cf. Ribeiro, 2007), to
be discussed in further detail in section 5.1.1.. Such a debate was vital for the understanding
of the seemingly contradictory and anachronistic roles the CAM embodied before the Por-
tuguese public: to be the country’s first modern art museum and to be a “cultural centre in a
postmodern cultural horizonibid.: 355). As will be presented and discussed throughout
this subchapter, the CAM would have to face the challenge of serving simultaneously as a
place for the abridging of enormous gaps in the exhibition of Portuguese (and international)
modern art history, and as a space for the display of more contemporary works of art by
younger generations of Portuguese artists. As José Sommer Efbeitoe CAM’s first

Director— put it:

187 Depois do Modernismwas an event which took place in several spaces in Lisbon from yanilizo the
30", 1983, featuring: exhibitions on architecture, visual arts, andbfastolloquia; and music and theatre-
dance performances. It aimed at putting forward proposals for thesisewand furtherance of the different
artistic fields in Portugal. “The amazing impact it had in the artistic contyninut also in the public whose
reaction was extremely positive, confirmed a definitive turn of the paihe iways of seeing, making, and
thinking culture in Portugal” (Marchand, 2009) (v. section 5)1.1.

188 José Sommer Ribeiro (1924-2006) was a Portuguese architect. He stakied with the FCG in 1956 as
one of the leading architects of its Projects and Constructions Departments lteevizirector of the Exhi-
bitions and Museography Department of the FCG between 1969 &id dréd the Director of the CAM
between 1981 and 1994.
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The CAM was born 50 years behindhand and, therefore, we had to start attinénigegi
But after having exhibited [the works of] Amadeo and Aln¥&8lathat does not mean
we will display [the works of] Viana and then Boteli§. Doing so would be rendering
a bad service to a generation [of artists] that deserves to be sedy,ases the case
of [the works of] Lanhas, Pomar, Sa Noguéith people who the present generation
must see. The things that will be done might, hence, seem muddled, but @ssamgc
to trace a convergent path in order not to wait for years [fof gledPortuguese modern
art history to be exhibited in detail].

(Sommer Ribeiro in Pomar, 1984: 37).

Sommer Ribeiro recognised the importance of the CAM’s duality and, evenat-not
ways successfully?, the CAM’s exhibitions’ programme reflected his awareness by at-
tempting to establish a discursive coherence in the long term. Such a coherence was deline-
ated through what can be considered an archaeological and genealogical work of the CAM
regarding national and international modern and contemporary art. By exhibiting artworks
from the first Portuguese moderniSttalongside national and international pieces from the
1960s and 70s, the CAM did much more than establish a synthesis of the chronological
history of art for mere purposes of evolutionary review; it created discursive clusters, for-

mations, and parameters for comparative analyses, allowing for and encouraging a ‘general

189 Amadeo de Souza-Cardoso (1887-809Was one of the first Portuguese modernist painters; the CAM’s
inaugural temporary exhibition (from July'26 December of 1983) was dedicated to his work: “Amadeo
de Souza-CardosePortugal’s First Discovery in #0century Europe” (v. section 4.1)1José de Almada
Negreiros (1893-1970) was a Portuguese visual artist (paintingindagic.) and writer (novels, poetry,
theatre plays, and essays); in 1984 the CAM presented two exhilofitihesartist’s work: “Almada Negrei-
ros— Retrospective Exhition”, from July 20" to October 1% (exhibition of paintings, drawings, and books),
and “Almada and the Performing Arts”, from Augusf@® October 1% (exhibition of stage set drawings
and costume designs).

19 Eduardo Viana (1881-1967) was a Portuguese painter of the fitagBese Modernism. Carlos Botelho
(1899-1982) was a Portuguese painter, illustrator, and caricaturist.

BlFernando Lanhas (192%12) was a Portuguese architect and one of the countst'sffistractionist paint-
ers. Julio Pomar (192pis one of the most respected Portuguese living painters, belongheydountry’s
third generation of modernist painters, particularly known for his nestraad abstract expressionist works.
Rolando S& Nogueira (192D02) was a Portuguese painter and professor, also belonging to thg’sountr
third generation of modernist painters.

192 One example of the lingering connection to less contemporary apps@cmuseography and art display
was the Ill VisualArts Exhibition (v. section 2.1.2. for information on the FEG&and Il Visual Arts Exhi-
bitions). This exhibition was organised in 1986, 25 years aftdasih&CG Visual Arts Exhibition, to com-
memorate the FCG's $Canniversary, and even after all of the national and international museological
debates and consequent changes which occurred in those 25 iestitsfollowed the same organisational
and curatorial logics of the first two editions (exhibiting the award-wiamgorks of those 1957 and 1961
editions) (cf. Ribeiro, 2007; Grande, 2009). According to art ligstidRaquel Henriques da Silva, “it was a
composite exhibition, always referring back to history, in which thenger artists’ [works] had a role of
symbolical continuity; [...] it washe last exhibition in Portugal to recollect the scenographic and ideological
values of the 19 centurysalori’ (Silva, 2007: 45).

193 Portuguese Modernism is usually divided into two stages and ¢jemeerations: the first Portuguese
Modernism which introduced Portugal to modernist art and literature and desgr@¢lopughout the 1910s;
and the second Portuguese Modernism which was divided into the BAe-d®d 30s abstract expressionism,
and the 1940s surrealism and neo-realism.
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history’ (cf. Foucault, 1969) understanding of"2fentury art, in detriment of a ‘total his-
tory’ (cf. ibid.) view of canonical art history. That discursive practice was also established
through the implementation of new models of museographical displays resulting from the
aforementioned institutional critigtié, which strongly discouraged an “excessively chron-
ologic or stylistic compartmentalisation as well as the artworks’ decontextualisation and iso-
lation into whiteeube type environments” (Grande, 2009: 251) typical of theyasmod-
ern art museum mod#&?. This institutional approach regarding visual arts exhibitions, which
will be illustrated throughout the next three sections, alongside the ACARTE programming,
which will be discussed in subchapter 4.2., would bring to the Portuguese public the type of
contemporary and innovative artistic practices which had been largely missing from Lis-
bon’s culturalscape.

The CAM'’s initial mission statement was very simple and to the point: “to foster the
development of visual arts in Portugal as well as contribute to the gathering and d¢arserva
of data [...] to serve as informational sources for the writing of Portuguese Modern Art His-
tory” (Sommer Ribeiro, 1984: 1). Those two general objectives would be accomplished
through eight main areas: 1) the permanent exhibition; 2) the writing of documentation per-
taining to the permanent exhibition; 3) the guided tours; 4) the organisation of colloquia,
conferences, debates, etc.; 5) the publishing of art-related texts and materials; 6) the display
of films and other audio-sual materials; 7) the guided tours to the museum’s depots; 8) the
temporary exhibitions (cfbid.). As the first element most of the public would come into
contact with, the permanent exhibition was envisioned as the space through which the public
would establish a connection with Portuguese (and international) modern art. As Sommer
Ribeiro explains in the CAM’s first plan of activities for the museum and for the documen-
tation and research departments, the museum was meant to be “constantly updated and in
permanent mutation in order for the public to come into contact with the largest and most
representative number of works of art by each artist, as important documents of each indi-
vidual artistic movement'ifid.: 4). The documentation regarding the permanent exhibition,
as well as the publishing of art-related texts and materials, was thought up as a means to
provide the public with information not only about the pieces on display, but also about the

artists (key life events, artistic influences, etc.), and about the origins, development, as well

194y, section 3.1.2..
195V, section 3.1.2., footnote 120.
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as chief aspects, characteristics, and representative artworks of the artistic move-
ments/schools exhibited and/or belonging to the CAM’s collection. Sections 4.1.1. and 4.1.3.
will present and analyse different formats of utilisation of written materials about permanent

and temporary exhibitions.

The guided tours also became one of the most prominent aspects of the CAM’s cultural
offer. At a time when guided tours to museums were still not a completely widespread prac-
tice in Portuguese museut?s the CAM would provide specifically targeted guided tours
to specialised publics, to the public at large, and to students, with the collaboration of art
critics, Professors from Fine-Arts Schools and from Universities, as well as Modern Art
History specialists (cfibid.). The guided tours to the museum’s depots were conceived as
an element to assist specialists and students in the development of research regarding a de-
terminate modern art history period or focusing on the work of a specific artist. The confer-
ences and debatedollowing a line of work initiated by the FCG decades edfiler were
meant, along with the exhibition of films and other audio-visual materials, as complementary
sessions to the exhibitions, where further knowledge could be acquired and the themes, con-
tents, and formats of the exhibitions could be discussed. The initial temporary exhibitions
were designed to act as a counterpart and accompaniment to the permanent exhibition either
through the display ahodern art which complemented or completed the CAM’s own col-
lectiont®8, or through the exhibition of contemporary art as a result of and/or reaction to
earlier modern art movements.

Devising these areasallowing for the public to come into contact with art, and allowing

for its study and researchestablished a structured “organisation of vist§h(Bennett,

1% n 1983 only three museums had structured Education Departimeh®53 the MNAA created an Educa-
tion Department ran by Jodo Couto and Madalena Cabral, focusing rimaithly development of training
courses for tour guides and teachers (cf. Martinho, 2007); the iigidlpeMuseum opened in 1969 and in
1970 its Education Department initiated its activities in close connectionchitiols nation-wide as well as
with the surrounding neighbourhood community, offering a seleof thematic guided tours and a few
visual arts’ workshops for children; in the nif@s the National Museum of Costume created the Cultural
Extension Department which provided guided tours of the musepenieanent exhibition to the general
public and was also responsible for the organisation of activitiesasumnferences and seminarsigtl.).

197 For information on the cultural policies developed and implemented by therFB@tugal, v. sections
2.1.1.,2.1.2.,and 2.1.3..

198 For an analysis and discussion of the presentatioineo€AM’s collection in its first two permanent dis-
plays, v. sections 4.1.1. and 4.1.3..

199 According to Bennett, “the functioning of museums as civic institutiassdperated through specific re-
gimes of vision which, informing both the manner in which thiagsarranged to be seen and the broader
visual environment conditioning practices of looking, give rise to partifatars of civic seeing” (Bennett,
2013: 263). In the CAM'’s particular case, this organisation of vigias devised so as to allow thisitor
to come into contact with several parts of Portuguese and internationat@mt tikich had not previously
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2013: 263), as well as an organisation of access to and consumption of art and culture which
would grant the CAM the status of “a utilitarian instrument for democratic education”
(Hooper-Greenhill, 1989: 63). As the first space in Lisbon for the permanent exhibition of
modern and contemporary art, the CAM sought to establish certain epistemological systems
founded on the basis of a range of “visual grammars” (Bennett, 2013: 263) which were to
provide the visitor with the necessary information for the constru(ct)ing of knowledge re-
garding national and international modernist and contemporary artistic movements. Such
was the role of the exhibition-related documentation (the art-related texts and other materials
that were available to the visitors), of the interactive guided tours, of the conferences, and of
the debates. All of these elements strongly contributed to a pluralisation of the viewpoints
inside the museum space (itfid.), “freeing the visitors from the tutelary grip of earlier,
more directive forms of curatorial authofff§f!, leav[ing] them more scope for constructing
their own forms of engagement with the museum environméntl.:(276). By fostering a

more interactive environment between art, the public, and the museum, the CAM contributed
to the development of a more active and participatory engagement of the public in the art
museum’s meaningiaking processes conducing to cultural citizenship formation. Thus, the
CAM can be considered to have signalled the definitive transition of the role of ‘public’
authorities in Portugal “from one of directing the citizen to one of establishing the conditions
in which citizens can become more active in, and more responsible for, their own govern-
ment” (Barry, 2001: 135).

As can be understood by its initial mission statement, as well as by its first plan of ac-
tivities, the CAM strived for a structured and sustained multiplicity of possibilities regarding
the approach to, interaction with, and interpretation of its permanent and temporary exhibi-
tions. This form of museum-experience organisation was rooted in a pedagogical ap-
proack® to the constru(ct)ing of exhibitionary formats combining two different models:

expository didactics and constructivism. In the didactic expository model, the mugbam

been accessible. The CAM had, therefore, to organise a set of refvigen (and of perception) regarding
artists and artistic movements informed by their respective national gmdational contexts, as will be
discussed in sections 4.1.1. and 4.1.3.. In its role as the fidgrmart museum in Portugal, the CAM would
be amply responsible for the constru(ct)ing of regimessdbriand practices of looking, and hence respon-
sible for the (re)shaping of the public image of Portuguese &ewchational modern art.

200 Here Bennett is referring to the curatorial practices of tHecé@tury museum and the modern art museum
models (v. Dunan, 1991; Bourdieu, 1993; Bennett, 1995; Duncan, 1999; O'Doh&%Q; HooperGreen-
hill, 2000; Serota, 2000; Preziosi, 2004; Duncan and Wallach, 2004).

201 still based on the legacy of Malraux’s influence and its effect on AaéPeddigdo’s overall struating of
the FCG'’s cultural policies (v. chapter 2.).
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exhibition curator retains a voice of greater authority, i.e. the curator predefines the entire
narrative of the exhibition, establishing, as well, the means through which the exhibition is
to be interpreted and what conclusions are supposed to be drawn from it. The analysis and
critiqgue are performed by the curator who is solely responsible for choosing which artistic,
cultural, social, political, and historical perspectives are to be used in the designing of the
exhibition and ultimately conveyed to the public. This model presupposes a unidirectional
communicational process (cf. Witcomb, 2013). The constructivist model, on the other hand,
is a dialogical one and ehexhibitions which use this model “tend to make an effort to con-
nect with the visitor, by representing aspects of the visitors’ own cultural backgrounds, and
use operended narratives’ilfid.: 359). When used as a way of designing an exhibition,
constructivism- which is based on epistemological idealisrtallows the visitor to make

his or her own connections with the material and encourages diverse ways to learn” (Hein,
1994: 77). By generating a higher level of interactivity and a dialogical dynamiasprithe
structivist exhibition places a stronger emphasis on the importance of the connection be-
tween public, art, and museum. The combining of these two distinct models of exhibitionary
formats seemed to be the appropriate response for an art centre which needed to cater to
publics that were quite diversified, and which aimed at presenting a broad range artistic and
cultural programming.

As will be discussed throughout the next three sections, in its early years the CAM de-
signed a programme which sought to provide the Portuguese public with information about
modern art movements and history, and at the same time get it into contact with contempo-
rary art production. The CAM aimed, also, at making sure that both the more knowledgeable
public and the public in search of knowledge were guaranteed the art centre experience
and the modern art museum experieatiee city had for so many decades been longing for.
The following three sections will illustrate exactly how the CAM presented itself as a space
for the dsplay of modern art history and of art’s future, focusing on three different exhibi-
tions and determining through the analysis of the texts and documentation produced for
and about those exhibitiorstheir roles in the construction of the CAM’s discussiior-
mations regarding modern and contemporary art. The analysis and discussion of those exhi-
bitions will allow for conclusions to be drawn regarding the CAM’s role in Portuguese so-

ciety in the mid-1980s and, consequently, its influence as a meaning-making element in the
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formation of a cosmopolitan cultural identity as well as in the reshaping of Lisbon’s cultur-

alscape.
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4.1.1. The importance of being Amadeo: theorising modernism(s)

The CAM was inaugurated on July®21983%° and on July 28it opened to the public with

two exhibitions: the inaugural temporary exhibition dedicated to the work of Amadeo de
Souza-Cardoso, entitlffimadeo de Souza-Cardoso: A Primeira Descoberta de Portugal na
Europa do Século Xpamadeo de Souz&ardoso: Portugal’s First Discovery in'26en-

tury Europe] (v. figs. 4.1. to 4.4.); and the first hanging and presentation of works belonging
to the CAM’s collection (v. figs.4.5. to 4.9.). These two exhibitions would be the CAM’s
calling-card, its practical statement of cultural-policy intentions, and, even more importantly,
its way of demonstrating to the public what type of artistic-cultural narrativeliscourse
formations— would be made possible inside this new space in Lisbon’s culturalscape. The
analysis of these two first exhibitions is crucial for an understanding of the kind of dis-
course(s) the CAM built about Portuguese art, which, consequently, determined what type
of narratives were being demonstrated/ established regarding urban (and national) cultural
identity.

When entering the CAM from July to December 1983, the visitor would find the
Amadeo exhibit in the temporary exhibitions room. The title of the exhibition was a direct
guote taken from the leaflet/manifest published by Almada Negreiros to advertise the first
solo exhibition of Amadeo’s wofR® in Lisbon in December 1916. Almada believed that
“Portugal [was then] born to the century where the rest of the Earth live[d]” (Almada Ne-
greiros, 1916: 1) with what was “the fit8f! and most important manifestation of modern
art at the time” (Ferreira, 1983: 1). Amadeo de Sdbaedoso is considered to have been

the first Portuguese modernist paidteéand one of the first Portuguese artistdong with

2020n the day of the Banniversary of Calouste Sarkis Gulbenkian’s death there was an iabcgr@mony,
featuring a great number of high representatives of several intemlatioseums as invited guests, attended
by thousands of people.

203 The exhibition was composed of 80 oil and wax paintings, 20 waterspland 10 drawings, many of
which had been specially made for the exhibition between 1915 aeddf9Ferreira, 1983).

204 The same exhibition had been held at Oporto from Novenihierthe 15, 1916, and it is to that exhibition
that Paulo Ferreira (Portuguese painter and art critic, curator of the CAM’s edthiliitadeo’s work in
1983) is referring to. It is worth mentioning that the 1911 exhibiide Livre[Free Art] which took place
in Lisbon, despite the future merit and recognition of some of its geattits (Eduardo Viana, for example),
did not display works that could be considered truly modernisthaefollowing any of the official academic
schools or movements (cf. Franca, 1980).

205 Amadeo was born in November 1887, in Manhufe (a small villageeinorth of Portugal, near Amarante,
and approx. 50 km away from Oporto), and started studyingtectire in Lisbon in 1905. In 1906 he set
off to Paris to continue his studies on that subject, but instead started at{eaidiig, drawing, and col-
ouring classes at Viti Academy. From 1908 onwards, Amadeo distancesflifomeethe regular contact he
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Almada Negreiros- to have truly broken away from the aesthetics, morals, and culture of
academicism. Having previously displayed his work in P&ridlew York, Chicago, and
Boston (1913 Armory Shoif), as well as in Berli#®, London, and Moscow (cf. Franca,
1986; Freitas, 2008b), Amadeo’s exhibitions in Portugal (Oporto and Lisbon) in 1916 were
not as welcomed and successful as his work-displays abroad, having caused a log®f outra
as well as a number of incidefffs In a letter to Walter Paél (sent after the Oporto exhi-
bition took place and before the opening of the exhibition in Lisbon), Amadeo would de-

scribe the impact of the Ogorexhibition as a “resounding, sensational, unexpected’ suc-

had up until then maintained with other Portuguese painters living in&dtie time, distancing himself,
thus, from the academicism-bound work developed by them. It wamal908 that Amadeo met Amedeo
Modigliani — the two became close friendsnd moved within Paris for the first time to a studio located in
an adjoining room to Gertrude Stein’s apartment. By 1910, Amadeo isrfuilersed in his research and
study of the international modernism movement that was developing inlPags.in that city, before WWI,
that the painter initiated some of the contacts and relationships that would ruesidefhis art as well as
his international notoriety: Amadeo meets, amongst many others, Walter&smdnéible for the organisa-
tion of the Armory Show in 1913 in the U.S.A.), Md&cobs, Constantin Brancu"i, Diego Rivera, Guillaume
Apollinaire, Francis Picabia, Paul Klee, Marc Chagall, and Robert and Sonia Delaigay¢uld move to
Portugal during WWI and regularly contact and visit not only AmadebERduardo Viana and Almada
Negreiros as well) (cf. Franca, 1980[1972], 1986, 2005; Freit@gl; Z0faro, 2007; Freitas, 2008a; Cunha
Leal, 2010).

206 Amadeo displayed his work in Paris in 1911 at $iadon des Indépendants March of that same year,
Amadeo and Modigliani displayedhdir work together at Amadeo’s studio close to the Quai d’Orsay.
Amadeo participated in the 1912 and 1%alon des IndépendarandSalon d’Automnécf. Cunha Leal,
2010).

207 The Armory Show was the 1913 International Exhibition of Modeatnwhich was organised by the Asso-
ciation of American Painters and Sculptors, touring New YorK @8giment Armory), Chicago (Art Insti-
tute of Chicago), and Boston (The Copley Society of Art). Amaded’k was represented by eight paintings
and drawings in the show.

208 Amadeo displayed his work in Berlin for the first time in Novemi&t21at the art gallerer Sturm In
September 1913 he once again displayed his work in that German cigyEastér Deutscher Herbstsalon
organised by Herwarth Walden fraber Sturm Amadeo’s work was also exhibited in Hamburg, c. 2913
1914 at theHamburger Kunstgewerbeschule

209 Much of the national press, as well as most of the art critics, fouratttherks outrageous and unfit for
display. According to Franca, one newspaper stdt@tie Futurist illness has crossed the borders of our
beautiful Portugal...”, while another requested the intervention of the police ® adwen the exhibition
and to commit the painter and his sole favorable critic to a mental asylumetaaogher newspaper said
of the exhibition: “It is the materialisation of madness and the mystificatiomookery [...], @ monstrous
ignominy, an obscene exhibition™ (Franca, 1986: 1THe same opinion was shared by many of the people
who attended the exhibitions and who left insulting paper notes attached tanties bf the artworks; it is
even said that some people wished to report the exhibitions to the policenanthé artist arrested; and
there are also reports of brawls between young avant-gardists amdethdats of academicism (cf. Ferreira,
1983). The unrest generated by the exhibitions even led to Amadegbgsigally assaulted in the street:
a man asked Amadeo if he was the author of those ‘things’ whichéeadput on display (in Oporto), and
as the artist confirmed to be the author the man punched him repeateelly on¢of—in Frangca’s words —
“pure aesthetic indignation”, sending Amadeo to the hospital. (cf. Ferreidd, Foanca, 1980[1972];
1991[1974]; 1991a[1979]; 1986).

210 walter Pach (1883-1958) was an American artist, critic, lecturer, and aridrisias well as one of the
chief organisers of the Armory Show.
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cess, which, ‘without exaggeration, agitated a whole population” (Amadeo quoted in Fer-
reira, 1983). The artist died of pneumonic influenza less than two years later, in October
1918, and his work would only be displayed in Lisbon again in?&5he choice to display
Amadeo’s work as part of the inaugural exhibitions of the CAM was not at random: Amadeo
had been “the great precursor of modern art in Portugal” (Sommer Ribeiro, 1983), and the
CAM, in turn, was surging up into Lisbon’s culturalscape as the nation’s first modern art
museum. As an institution, the CAM sought to work not as “a traditional Museum, but as a
Centre which functions as a work instrument allowing for the study of new forms of artistic
expression” (FCG, 1981: 6); as an artist, Amadeo considered himself as “an impressionist,
cubist, futurist, abstractionist, a little bit of everything, [...] not following any one particular
movement, but always just searching for originality” (&«Cardoso, 1916).

The CAM would be responsible for finally making that originality more comprehen-
sively accessible to the general public in Lisbon. The history of the reception and critique of
Amadeo’s work in Portugal earefully traced by Portuguese art historian and curator Helena
de Freitas- explains the different stages of (mis)understanding the artist’s life and work
were subjected to. From the impactful force of his work in the 1910s, to its almost complete
invisibility in the 20s, 30s, and 40s (&freitas, 2008b), “[b]etween 1918 and 1956 it is gen-
erally known that Amadeo’s oeuvre exists, one hears about his genius, but the real dimension
and scope of his work remained nonetheless unknowil’:(47). Amadeo’s work became
the stuff of legend, captured briefly, summarily, and superficially in the 1930s Egtheo
Novoand its nationalistic purposes in mythical, heroic, or cryptic discourses. With Franca’s
publication of the first monograph about Amadeo in 1956, and after the 1959 retrospective
exhibitions at the Foz Pal&déin Lisbon and at the Soares dos Reis National Museum in
Oporto, Amadeo’s work began to be rediscovered. But it was only with the CAM’s inaugural
temporary exhibition in 1983 that the artist’s work gained the-tbegerved national spot-

light, finally filling in an “evolutionary gap in Portuguese paintin@id.: 47).

2111n 1925 a few works by Amadeo were included in Lisbon’s lufut Salon (organised by Eduardo Viana,
friend of the artist); in 1952 one painting by Amadeo was exhibitedisban show, and in 1956 a collection
of his works was displayed at an art gallery in Oporto. According ta&ramd Freitas, these three displays,
along with a little publicised tribute ifmé¢ 1956 “Salon of Today's Artists” in Lisbon, were the sole presen-
tations of Amadeo’s work in Portugal up until 1959. Abroad, h@nghvis works were present in two exhi-
bitions at the Art Institute of Chicago, in 1922 and 1931; at the IntenahtBrussed Fair's exhibition “50
Years of Modern Art”, in 1958; at the House of Portugal, in Pari$9568; and at the V Biennial in Sao
Paulo, in 1959 (cf. Franca, 1986; Freitas, 2008b).

212 Headquarters of the SNI (v. subchapter 2.1.).
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According to Sommer Ribeiro, the inaugural temporary exhibition “did not intend to be
a new retrospective, but a way of highlighting the important periods oathst’s] work”
(Sommer Ribeiro, 1983). This sentence implicitly states the significance of the exhibition as
a means of showcasing the pivotal aspects in the work of the first Portuguese modernist
painter and, consequently, in bringing to the foreground discussions about the modernisation
of Portuguese art, culture, and mentalities. The process of analysis and discussion of Portu-
gal’s first discovery in 20-century Europe, as Almada put it, had been interrupted before it
even had the chance to begin, and it was only in the early 88d less than two years
before joining the E.E.C. as an active memb#rat such an analytical and debate process
was given another chance in Portugal. More than contributing to the filling of an evolution-
ary gap in an arti field, the CAM’s inaugural temporary exhibition was a turning point in
the public reception of Amadeo’s work, leading the way to the artist’s full integration into
national culture (cf. Franca, 1986) discourses, as a symbol of novelty and innovation. The
(re)presentation of this early-2@entury artist's work played a decisive role in affirming
the CAM as a space for the constru(ct)ing of (a) narrative(s) about Portuguese modern art
and of “its great value as a medium enabling some of our contengsotarput certain
aspects of their existence into an authentic arrangement [...], [as] it constitutes a comment
on life and existence, whether individual or collective” (Beeren, 1985: 30).

The CAM'’s collection, as it was in 1983, had been the result of the FCG’s long, contin-
uous, and dedicated work, either through “the practice of a permanent intervention in the
Portuguese artistic context” (FCG, 2008: 14@s-was the case with the acquisition of works
by Portuguese artists who had benefited from the F@f&sts and/or who displayed their
work in the | and Il Visual Arts Exhibitions organised by the FEGr by “safeguarding
Portuguese artistic heritagebid.) — as was the case, for example, of Amadeo de Souza-
Cardoso’s work. The collection grew in releca and scope much due to the donations of

artists and of the artists’ famili®$, through acquisitions and donations from the Jorge de

2350me examples of artisidonations: Helena Vieira da Silva and her husband Arpad Szenes; some examples
of artists’ families donations: Lucie de Sou2ardoso (Amadeo’s widow), who throughout the years donated
a number of Amadeo’s artworks, as well as a considerable amobetantists’ correspondence and personal
belongings; Antdnio Areal’s parents donated a large collection of the paiw@Kgcf. Ribeiro, 2007; FCG,
2008).
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Brito collectiorf*4 and, since 1979, due to the establishment of a comAittieecharge of
acquiring artworks to complemeand reinforce the collection’s scope. As was described by
the FCG in 1983, the leading guideline for the assembling of the CAM’s collection was to
document the evolution of Portuguese art from the first decade of theeB€ury to nowa-

days (cf. FCG, 183). The CAM aimed at highlighting “the periods considered to be essen-
tial” (ibid.: 424-425) for an understanding of Portuguese modern art, at drawing parallelisms
between national and international art from those same periods, as well as at establishing
connections between modern and more contemporary Portuguese art. With that in mind, the

display of the collection was thought of in four main clusters content-wise:

- a cluster dedicated to the Portuguese painters who truly broke away from Portuguese
academicism: Amadeo de Souza-Cardoso and his colleagues Eduardo Viana and José
de Almada Negreiros, who would come to play a vital role in Portuguesécdifitst
from the early 20 century until 1970. Some works by Sonia and Robert Delaunay, from
that early period, were also acquired, as they allow to assess teadefliney both had
on their Portuguese colleagues’ works;
- a cluster of artworks by Maria Helena Vieira da Silva as wdblyaartists who men-
tored or influenced her, such as Léger, Heyter, Bissiéere, and Torres Garcia, and also by
her colleagues from the so-callél 8chool of Paris, namely her husband Arpad Szenes,
Bazaine, Estéve, Hartung, Tal Coat, Ubac, Manessier, de Stael, Poliakof, Germaine
Richier, Hajdu, Etienne-Martin, etc.;
- a cluster dedicated to Portuguese artists of younger generations, many of whom bene-
fited from the FCG's grants in France, England, and Germany, and whom it shall be
easy to find affinities with when compared to the works of British paintingeuigture
acquired by the FCG in Great-Britain between 1960 and 1965 with the collabofation o
the British Council;
- a cluster of painting from North and South American artists, asasedftworks by
artists of Armenian origin.

(ibid.: 425).

In 1983, Sommer Ribeinwould describe the collection as being able to “portray with truth-

fulness what went on over the past 70 years in the field of [visual] arts, namely in Portugal”

214 The Jorge de Brito collection can be considered to have been the mostivenspre and significant col-
lection of 2d-century Portuguese art, at the time. The acquisition of 516 worksfiatroollection, months
away from the CAM'’s inauguration, “enabled the completion of thlect@mn’s deliberately historicist ap-
proach with the addition of the mostportant Portuguese painters since 1910” (Silva, 2014: 163).

215The Acquisitions Committee, created by the FCG’s President in 1980 arethsatiim, was composed
of José Sommer Ribeiro (Director of the FCG’s Exhibitions and Muspbgiaepartment and futeDirec-
tor of the CAM), Artur Nobre de Gusmao (Director of the FCG’s Rirts Department), Fernando Azevedo
(Assistant to the Director of the Exhibitions and Museography Depatind®sé Augusto Franca (Director
of the FCG’sColéquio-Artesjournal), and Maria Helena Soares da Costa (Director of Conservation at the
Calouste Gulbenkian Museum) (cf. FCG, 1981). Raquel Henriques da Silligthtigthat “[t}he most active
members of this commission were Sommer Ribeiro, clearly the mosti@nevand Fernando Azevedo, who
had a deep understanding of the arts scene in Portugal, especiddlyan”l(Silva, 2014: 161).
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(FCG, 1983a), considering it also “a precious element for the study of [contemporary] Por-
tuguee art and of the influences it sustaineithid.).

As the visitor walked into the Modern Art Museum space, the first encodrtethe
grand hallway which led to the galleriesvas with two large-scale-tapestry tripty€gv.
figs. 4.5., 4.8.) and three oil paintifgs(v. figs. 4.5., 4.6., 4.8.) by José de Almada Negrei-
ro*8 In exhibiting pieces by one of the most important Portuguese artists of'ttee20
tury, this hallway display worked as a form of introduction to the main and upmost purpose
of the CAM’s museum space: to present and foster Portuguese art of'tee@iry. After
moving through the hallway, the visitor would go into the main hangar-like gallery where
the collection of modern Portuguese painting, sculpture, and other objects would be on dis-
play (v. figs. 4.7., 4.9.). On the top hélbor gallery, the public would find the CAM’s col-
lection of international painting and sculptarenainly by British, American, and Armenian
artist£!®. The bottom halftoor gallery held the CAM'’s collectio of drawings and engrav-
ings, as well as small-stature sculptures, with two separate spaces devoted to the display of
audio-visual material on modern art and design (cf. Grande, 2009). As was discussed in
subchapter 3.2., the CAM’s museography was of difputposeful nature and, therefore,
quite adequate for the display of artworks in such a fashion so as to allow and facilitate their
comparative analysis. The hangar-like open amplitude of the main gallery asswibé
visual interactions available between all the galleries and, at points, between the galleries
and the hallway, made for a versatile and informal environment for art display. That informal
and versatile environment could also be attested for in the ways in which the artworks were
exhibited: paintings, drawings, and engravings could be hanging on walls but also on spe-
cially designed articulated panels (v. figs. 4.7., 4.9.); sculptures and other objects did not
necessarily require being displayed on top of plinths.

The fluidity of the gaze and movement of the public was important for the intended final

result of the exhibition. The CAM aimed at presenting a different museological discourse,

216 partida de EmigranteEEmmigrants’ Departure], 1979, composed of three wool weavinglganith 405
cm height and 200 cm width, each (v. figs. 4.10. to 4.D&ningo Lisboetdlisboan Sunday], 1979, com-
posed of three wool weaving panels, with 410 cm height and 205dtim wach (v. figs. 4.13. to 4.15.).

217 Auto-Retrato num grupfSelf-Portrait in a group], 1925 (v. fig. 4.16.) was commissibhg theCafé A
Brasileira, a coffee house in Chiado, which functioned also as the sole modernist gall®20s Lisbon;
Duplo RetratdDouble Portrait], 1934, is a painting of the couple Almada and painter 8Hcatso (v. fig.
4.17.);Retrato de Fernando PessfRortrait of Fernando Pessoa], 1964 (v. fig. 4.18.)

218y, footnote 189.

219V, section 3.2.1.
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based on a new exhibitionary format which was not dictated by strict chronological or sty-
listic orders or forms, and where the point was to contextualise the artworks in diachronic,
but also synchronic, ways. In its first hanging of the collection, the CAM highlighted the
importance of chronologyas “an objective reality, built into the fabric of the worklanto
the consciousness of the artist at the moment of material production” (Whitehead, 2012: 81)
— but a non-linear and omnidirectional one. The point was to provide an overview of the
national and international art history of the first seven decades oftree@tury by making
apparent that points of contact can be establistaedl dialogues formedbetween artworks
and artistic movements throughout time. Through the showcase of pivotal moments of Por-
tuguese (and international)'2@entury art history, the public could come into contact with
the work of artists who paved the way for paradigm-shifts in artistic creation, signalling the
moments in time when “the perspectives of the past form[ed] antecedents to the present”
(ibid.). That first hanging of the collection was accompanied by a publication eRdtedo
do Museu- Centro de Arte ModerngGuide to the Museum Modern Art Centref© (v. fig.
4.19.) which included a chronology of art-related events, information about relevant artists
and artworks, meant (amongst other purposes) to provide the public at large with a schematic
conventional periodisation of art historiography. By providing a more sustained knowledge
of the chronology of artistic, cultural, and social events and transformations, the Guide could
enable the visitors to engage in a comparative analysis reading of the exhibited works. The
audio-visual display on modern art and design in the bottom half-floor gallery also added to
the “multiplication of approaches to and perspectives on the artworkjg]’: 84).

However, and according to Henriques da Silva, the CAM'’s initial vision of Portuguese
art, as presented by the first display of its collection,-§ueposed a kind of evolutionary
line [...]; [ilts aim was to create a represemtatcollection in which modernity would be
recognised by way of successive contemporangfttégSilva, 2014: 160). This historicist

approach to the presentation of the CAM’s collectiowhich will be accentuated in the

220That first guide to the CAM’s museum and collection was composed @fabd generahtroductory text
(less than a page long), followed by a list of the Portuguesengewhational artworks in the collection
(identified by the name of the artist, the title of the piece, and the yebseparated into sections: painting,
sculpture, engraving, drawing and watercolours, and tapestrg)thiid, and final, part of the guide was
composed of a chronological framework on events and artwiooks 1911 to 1983, based on Franga,
1991[1974]; 1991a[1979]; and Gongalves, 1980.

221 The succession of contemporaneities to which Henriques da Silva is refersimgdjverse variations of
naturalist, realist, and abstractionist movemerdglineated the (non-linear) progression from figurative to
abstract art, and, thus, exemplified “the bind betweennctiogy and the self-referential, historicising, and
intertextual nature of much artistic practice in th& 2éntury” (Whitehead, 2012: 82).
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museum’s second hanging of the panent exhibitioff2 — was a reflection of some key
aspects of the CAM’s (collection) formation which are entwined with the evolution of Por-
tuguese art from the late-1950s onwards. One of those key aspects was the aforementioned
acquisition of a great numbef Amadeo’s works, of the Jorge de Brito collection, and of a
considerable number of Vieira da Silva’ works. These three clusters allowed for: the estab-
lishment of a strong and solid genealogy of Portuguese modern art (via Amadeo’s work);
the display of examples of the different paths taken by Portuguese artists in the naturalist,
realist, and abstract expressionist movements (via the Jorge de Brito collection); and the
display of an internationally acknowledged Portuguese success case in the field of abstrac
tionism (via Vieira da Silva’s work) (cibid.). Another key aspect had to do with the FCG’s

role in the furtherance of art and culture in Portugal, as was analysed and discussed through-
out subchapter 2.1.: the supporting of young artists sowed the seeds for the evolution of
Portuguese contemporary art, while the acquisition of consecrated modern artist$*3works
initiated the delineation of the Portuguese art historiography of the second half of"the 20
century. One final key aspect worth mentioning was art historian and art critic José Augusto
Franca’s role in establishing the historiography and the chronology of Portuguese art of the
first half of the 28 century: Sommer Ribeiro would come to follonaRca’s Portuguese art
historiography when assembling the collection, and especially when presenting the second
hanging of the permanent exhibition, as verified by Henriques da Silva when stating that “it
is true that the first exhibitions at the CAM, which always featured the best works, were
illustrative of the Franca model, as if it were the unquestionable truth about the art produced
in Portugal” (Silva, 2014: 163).

All of these fundamental and foundational aspects in the formation of the CAM, of the
CAM'’s collection, and of the way in which such a collection was relayed to the public, are
consistent with one of the CAM’s main aims and purposes: to house Portugal’s first modern
and contemporary art museum. And if, on the one hand, the CAM (and the FCG previously)
fully understood the pivotal importance of supporting contemporary art, it also fully recog-
nised, on the other hand, that the lack of a modern and contemporary art museum in Portugal
had led to a significant gap in Portuguese art historiography and display. It was with these

two notions in mind that the CAM first presented itself to the public with its two inaugural

222y section 4.1.3..
223 As a result of the two first FCG Visual Arts Exhibitions in 1957 28@/1.
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exhibitions. According to Museum Studies scholar, Christopher Whitehead, “the theorising
potential of museum acts like collecting and display [are] a means to advance hypotheses
about history” (Whitehead, 2012: 32). The highlight of Amadeo’s work in the inaugural
temporary exhibition, as the root of the genealogy to be delineated, followed by Be€omp
hensive presentation of Portuguese art from 1911 to the early 60s, allowed for an art and
aesthetic-based theorisation of Portuguese modernisms. Such a theorisation would allow for
a richer and fuller understanding of the contemporary artworks (mid-60s to early 80s) be-
longing to the collection, setting also the cornerstones for a more significant discussion of
contemporary Portuguese art and its role in society. By defining a gene&lgstuguese
modernisms and by presenting a set of ideas and notions about their moments of inception
and development throughout the™2€entury, the CAM performed a type of Foucauldian
critique as it presented “a historical investigation into the events that have led us to constitute
ourselves and to recognize ourselves as subjects of what we are doinggthsaking”
(Foucault, 1984: 46).

By filling a major gap in Portuguese art history display, the CAM'’s first exhibitions’
narratives can be considered to have been crucial elements in the theorisation of Portuguese
modern art history and, thus, to have been essential for the delineation of a progression
movement from modernist to postmodernist artistic and cultural thought. As was discussed
throughout the previous two chapters, from the late 1920s to the mid-70s Portugal experi-
enced a social, educational, and cultural development which fell short when compared to
most of Europe and the U.S.A.. In the second half of the 70s, Portugal was confronted with
the notion of having to compact five decades of progress and evolution in a myriad of sectors
into a few number of years. In 1983, halfway through one of the most important processes
for the redefinition and integration of Portugal’s role in Euféheahese two exhibitions
would serve as meaning-making discourses regarding the development of Portuguese iden-
tity throughout the 20century, creating a more solid and consistent background from which

the contemporary artistic and cultural (cosmopolitan) urban identities could spring.

224 portugal initiated the process of joining the E.E.C. with its officiatlitacy on March 28 1977, less than
three years after the end of the dictatorial regime, and still amidststagxmlutionary years of political
unrest. On Decembef?31980, Portugal signs the pre-adherence accord and on Jafiua8ga Portugal
becomes an official member of the E.E.C..
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Figure 4.1. - The CAM's inaugural temporary Figure 4.2. - The CAM's inaugural temporary
exhibition, July-December 1983 exhibition, July-December 1983

Figure 4.3. - The CAM's inaugural temporary Figure 4.4. - The CAM's inaugural temporary
exhibition, July-December 1983 exhibition, July-December 1983

ITTTT] ]|

VI BEIEENNN

Figure 4.5. - The CAM's inaugural permanent exhibition, view of the hallway/1st room]983
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Figure 4.7. - The CAM's inaugural permanent exhibition,
view of the main gallery and of the top half-floor gallery, 1983
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Figure 4.8. - The CAM's inaugural permanent exhibition,
view of the hallway and entrance to the main gallery, 1983

Figure 4.9. - The CAM's inaugural permanent exhibition, 1983
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Figure 4.10. -Partida de Emi-
grantes[Emmigrants’ Depar-
ture], José de Almada Negrei-
ros, 1979

Figure 4.13. -Domingo Lisbo-
eta[Lisboan Sunday, José de
Almada Negreiros, 1979

158

Figure 4.11. -Partida de Emi-
grantes[Emmigrants’ Depar-
ture], José de Almada Negrei-
ros, 1979

Figure 4.14. -Domingo Lisbo-
eta[Lisboan Sunday, José de
Almada Negreiros, 1979

Figure 4.12. -Partida de Emi-
grantes|[Emmigrants’ Depar-
ture], José de Almada Negrei-
ros, 1979
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Figure 4.15. -Domingo Lisbo-
eta[Lisboan Sunday, José de
Almada Negreiros, 1979
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Figure 4.16. -Auto-Retrato num grupdSelf-Portrait in a
group], José de Almada Negreiros, 1925

Figure 4.17. -Duplo Retrato[Double Por-
trait], José de Almada Negreiros, 1934

Figure 4.18. -Retrato de Fernando Pessq®ortrait of Fer-
nando Pesscof José de Almada Negreiros, 1964

Centrode Arte Moderna

Figure 4.19. - Roteiro do Museu- Cen-
tro de Arte Moderna [Guide to the Mu-
seum— Modern Art Centre], 1983
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4.1.2. Exhibiting and dialoguing with contemporary Europe:

contested cultural identities

ThePrimeira Exposi¢éo-Dialogo sobre a Arte Contemporanea na Euteipst Exhibition-
Dialogue on Contemporary Art in Europe] event, held in 1985, was a key moment for the
understanding of the CAM’s heterotopic and documental relevance as a space involved in
“the complex network within which the image of our cultural identity takes shape” (Berger,
1985: 21). The idea for the event was initially developed in the late 1970s by ReaBerg
with the purpose of disentangling that complex network, which, he believed, provided a lop-
sided image of contemporary art to the publiie it through art fairs that were too bound to
the art market demands, be it through the major art festivals (biennials and triennials) which
were too connected to the specific interests of the people running thamdg¢f.Berger
considered, thus, that the modern art mugétiless subjected to given pressurasould
be the more balanced and unbiased environment to analyse the political, social, and cultural
role of the work of art in mid-980s’ Europe. The best way to achieve this goal would be by
engaging several European modern art museums and have them establish a dialogue allow-
ing for the comparative analysis of their individual collecting, exhibiting, and communi-
cating practices (cf. Berger, 1985). The event would take the form of a joint exhibition pro-
duced by the participating museums, accompanied as well by a performing arts’ programme
presented alongside the main exhibition. Each of the museums would be responsible for
selecting, amongst their collections, the works to be displayed at the event. The event was
designed as an itinerant exhibition, to be organised every few years in a diferepéan
country and with the participation of different museums and artistibig).

The organisation of this Exhibition-Dialoguedubbed by the at-the-time President of
the Council of Europe as “a model of Europeatoperation” (von Bieberstein, 1985: 13) —

came at a time when Portugal was going through several processes of preparatidheo join

225René Berger (1915-2009) was a Swiss art historian, writer,ilog@pher. He was Honorary President of
the AICA and consulting expert to UNESCO and the Council of fiurtt was in this latter role that Berger
initially devised the Exhibition-Dialogue project.

226 Here the denomination is more specifically related to the type of art collected abitiedxthan to the
museological formats of each of the participating museums. In his iotoygitext to the Exhibition-Dia-
logue catalogue-dossier, Berger seems to use the terms modern t@nchooary with little differentiation,
and that is because those terms were practically synonyms in art l#sgugige throughout most of the™20
century (v. Berger, 1985; Beeren, 1985; Gombrich, 1989[1950]dr®ar et al., 2001[1956]. Janson,
2005[1979]).
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E.E.C??7 holding, thus, a highly symbolical political weight. The event brought together
over 200 works of art by 86 artists belonging to the collections of eight modern art museums
from eight European countri@& the Modern Art Centre, Lisbon, Portugal; the Museum
Moderner Kunst, Vienna, Austria; the Museum van Hedendaagse Kunst, Ghent, Belgium;
the Nationalgalerie Staatliche Museen Preuf3ischer Kulturbesitz, Berlin, Germany; the Gal-
leria Nazionale d’Arte Moderna, Rome, Italy; the Museum Boynrvams Beuningen,
Rotherdam, Netherlands; the Sonja Henie-Niels Onstad Foundations, Hovikodden, Oslo,
Norway; and the Moderna Museet, Stockholm, Sweden. Amongst many others, the event
exhibited artworks by Andy Warhol, Joseph Beuys, Marcel Broodthaers, Lourdes Castro,
Jasper Johns, Anselm Kiefer, Yves Klein, Sol LeWitt, Jalio Pomar, and Paula Rego.

The Exhibition-Dialogue was divided into three different clusters displayed at the CAM
—occupying all of its spacesand at the FCG’s headquartersceupying all of the gallery
spaces as well as the small auditorium’s foyer. The first clusseif-portraits— was com-
prised of textual and audio-visual documentation about the programmes and activities of
each of the participating museums, designed to provide the public with detailed information
about their objectives, processes, means, and methods of work (cf. Marchand, 2008). The
second one which occupied most of the CAMconsisted mainly of the display of medium
to large three-dimensional pieces throughout the $paeamd ended up functioning as an
ensemble review of some of the key aspects and moments of 1960s’ and 70s’ art (v. figs.

4.20. to 4.25.). The third one was composed exclusively of pamtimg exhibition of close

227 The signature of the Treaty on the accession of Portugal to th@. Bu&s signed in June 1985.

2284The Tate Gallery in London, United Kingdom, the Georges Pompidou €ienRaris, France, the Louisi-
ana Museum of Modern Art in Humlebaek, Denmark, and the KunstmuiseBasel, Switzerland, were
also invited to take part but declined” (Silveira, 2014: 186).

229“At the CAM, the exhibition started in the hallway to the cafeteria whereemtectwork by Mario Merz
(Les Maisons tournent autour de nous ou nous tournons radésumaisonsl979) had been installed [...],
which was the only work to take advantage of the CAM’s generoghth@iviting the public in to explore
its interior and allowing for glimpses of Jean Tinguely’s 8 8#éta-Harmonie a grand work placed in the
hallway to the main gallery. Inspired by that complementarity, the visiaitdiind that the CAM’s main
gallery hosted the presentation of tri-dimensional/ sculptural pie@gurpose to which the CAM was
structurally inclined to, but which was only then fulfilling for thst time in its two year existence. Inside
the main gallery, the spatial attributes and virtues of pieces by Sol LeWitt, \d&alkéaria, Bruce Nauman,
Richard Serra, Royden Rabinowitch, or Ulrich Ruckriem were articulated vetlpithorial exercises of
Hanne Darboven and Jannis Kounellis, or with the Pop experimentatibosraes Castro and Andy War-
hol. This dynamics was prolonged in the half-floor side galleries, wheréaeoupper floor one could find
the works of Carl Andre, Richard Long, Robert Rauschenberg,Rincali, Ellsworth Kelly, Jasper Johns,
Frank Stella, or Gilbert & George; and on the lower floor (perhaps thedeostnding and challenging of
the show) one could find pieces by Nam June Paik, Bernd Lofawisy Paolini, Wolf Vostell, Marcel
Broodthaers, Nikolaus Lang, or Anne Poirier” (Marchand, 2008).
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to 100 artworks were a mark of the called ‘return to painting’ ‘which outlined the devel-
opments in western paintifij from the mid-1950s to the mid-80s (itfid.) (v. figs. 4.26.,

4.27.). The event was not restricted to a visual arts exhibitionary format, and the performance
arts’ progammé?3! running parallel to the exhibition would prove to be one of the most
significant and impactful parts of the event. The set of concerts, happenings, performances,
and theatre shows brought to Lisbon (amongst other artists, and many for the first time)
Marina Abramovi# and Ulay, Ulrike Rosenbach, Stuart Brisley, Mauricio Kagel, and Wolf
Vostell, the latter with a selection Bluxusconcerts (cfibid.). This new format of European

art exhibition was promoted by the Council of Eurdpevith the general gal of “ex-
amin[ing] the role played by museums in presenting contemporary art to the public in order
to better grasp its contribution both to the renewal of our ‘heritage’ and, consequently, to the
shaping of our ‘identity’™ (von Bieberstein, 1985: 12).

This event served, amongst other things, as a method of analysis for the understanding
of the dynamics between art (its production, distribution, and consumption) and the for-
mation of cultural identity. One of the premises of the exhibiidine focus on contempo-
rary art— brought the publics’ attention to the role that it played in the development of cul-
tural heritage. Contemporary art presents itself as a result of the socio-cultural context within
which it occurs, quickly becoming a reference to that same context, i.e., contemporary art
does not exclude notions of heritage, it incorporates thewen if through oppositioninto
a dialogical result. According to Bergermember of the event's organising committee —
“artists [...] have always, short of deteining the identity of a civilisation, done most to
shape its image [...] [leading to] the inevitable conclusion [that] art plays an essential part
in determining our cultural identity” (Berger, 1985: 17). Both when artworks were, for the
most part, commissioned by royalty, the clergy, or otherwise highly influential persons, with
the purpose of affirming their power, identity, or belief systems, determining, thus, the cul-
tural framework of a people; and also later on, when art left the confinements of churches

and palaces, it still kept on mimicking and/or pushing against the cultural, political, and

230“From paintings of the 1950s by Jean Dubuffeb(te Nationalgl956), to much more recent ones by David
Salle The Greenish-brown Uniforyil984), and a myriad other works by Cy Twombly, GerhardtRich
Anselm Kiefer, Georg Baselitz, Sandro Chia, or Alberto Burhid()

21 This programme is discussed in further detail in section 4.2.2.

232 The Council of Europe had begneviously “organising over the past thirty years in different nemb
countries a series of Exhibitions to enhance knowledge of Euraggisat history and sharpen appreciation
of its art: Byzantine, Gothic, Renaissance, Neoclassicism, the Twentiex) antl(von Bieberstein, 1985:
11).
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material aspects of society. The difference between that historical art and the contemporary
one resided in a specific aspect which was also tackled by theet¥8686at the CAM: “the
workings of the ‘world of art’ in Europe” (von Bieberstein, 1985: 12).

The functioning of the modern and contemporary art system depended (and depends
still) on the correlations between chief agents such as: the artists, commercial galleries and
art dealers, collectors, museums, critics, art fairs, biennial/triennial international gatherings,
auctions, etc. (cf. Berger, 1985). Within this interconnected system of individuals, institu-
tions, and events with acting-power upon the world of art, the art museum seemed to be on
a different level as it combined the roles of patron, purchaser, collector, and communicator,
which in turn both propitiated and justified its actions of supporting and selecting (critiquing)
given works by given artists, as well as its activities of preservation, documentation, study,
and research. This combination of roles attributed to museums ever since the first configu-
ration of the modern art museum maéd&iietermines and explains the art museums’ respon-
sibility in “establish[ing] the continuity of historical and modern art, [while] offer[ing] the
public the image(s) of a cultural identity being forged amid the diversity of a constantly
changing world” ipid.: 20). The art museum is, thus, largely responsible for the level and
type of information that circulates regarding art, and that information is a key element in
shaping and conveying an image of art to the public. This leads to the conel@somas
established in much of the textual information of the evethtat the role of museums in
society is very much linked to the way(s) in which museums present art.

Another goal of the Exhibition-Dialogue event was exactly to create an environment
suitable for the comparative analysis of the activities of art musewubecting criteria,
exhibitionary form(at)s, communication methedas that comparison could prove to be the
“most effective way of making known the artistic activity of our time as it reflects our cul-
tural identity” (bid.: 21). Making known to the public how different museological spaces
develop and perform their tasks was giving the public a more direct access to the processes
of policy-making in the field of contemporary art production, distribution, and consumption.
This scrutiny was made possible during the event in a two-fold way: viaelfortraits
cluster, mentioned above; and via the catalogue-dossier which, besides providing the tradi-

tional information on artists and works exhibited, also provided a text by René Berger with

233V, subchapter 3.1.2., footnote 120.
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information on the investigation of the actual functioning of the museums [and on] the crit-
ical discussion aris[ing] from comparisons between the participating museibnds”Z3),

and another one by W. A. L. Beeren which discussed nifeegatury art, art museums, and

their (mis)connections. This in-depth look at the functioning of museums would, hopefully,
inform the public of the actions and decision-making processes behind one of the art muse-
ums’ main purposesthe presentation of art to the publipotentiating the development of

a greater space for dialogical interaction between museums and publics. By ithiging
dialogue, the art museums assume a responsibility before and to the community and, from
that moment on, when purchasing, commissioning, or exhibiting a work of art, the museums
will be establishing a link creating the perpetuation of a further dialogical spdoetween

the artworks and the public (cf. Beeren, 1985).

Even though the Exhibition-Dialogue can be considered to have been the most signifi-
cant contemporary art display held at the CAM in the 1980s, the format was not successful,
and the project was discontinued. The event failed in its international touring ambitions, and,
according to the national press, it failed on achieving the totality of its goals. Most of the art
critics considered that the chosen format and range were not the appropriate ones for a pro-
cess of definition of a European cultural and artistic identity: the presence of British, French,
and Spanish museums, for example, was highly missed (cf. Marchand, 2008). Another as-
pect that was pointed out by the critics was the restrictiveness of the selection of national
artworks: the CAM’s was the smallest collection presented and consisted mainly of painting
(cf. ibid.). Two other very prominent criticisms fell on two of the key aspects of the event:
the great number of artworks by U.S. artists made it difficult to think about the exhibition
on European terms; and the (high or total) lack of photography or video-based artworks made
it difficult to think about the exhibition on true contemporary terms. The critical reception

in Portugal varietf*, but the one unanimous opinion resided on the importance of the event

234 “Lisbon welcomed the most immense and intense concentration of curieeneargathered in this sea
shore metaphor. But let us take stock of how the acknowledgmémess other works is foreign to our
modes of consumption, distribution, productiewhich makes evident, perhaps, the false euphoric reception
of this manifestation” (Pinharanda, 1985 cited in Ribeiro, 2007:35%5}; “Looking at the choices that were
made, more than the actual stories being told, we are able to know roatevalat each of the eight muse-
ums is, wants to be, and can be. Seven of them establish a dialogughtiut Europe, and one of them
engages in a monologue, in Lisbon. This monologue was considetieel odern Art Centre in response
to an observatior as ‘more convenient to the present moment™ (Franga, 1985: 3, cf. MarctGO®); 2
“[The] CAM’s display is in accordance to the international limitationg€ollection, almost forcing it to
an exclusively Portuguese participation, which, from a local point of,véaw be interesting due to the
comparisons it will allow and that are rare among us” (Porfirio, 198%f3viarchand, 2008); “There were
remarkable moments of musical dance-tfeatne of which, Fabre’sThe Power of Theatrical Madnéss
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at three levels: 1) in being a unique opportunity for the direct contact of the Portuguese public
and of a Portuguese new generation of artists with a very significant part of the contemporary
artistic production (particularly regarding the performance arts’ programme) at a time when
such a contact was still scarce in Lisbon (cf. Porfirio, 1985 in Marchand, 2008); 2) in foster-
ing the organisation of similar events in Portégaand in allowing for the development
based on the information of ti&elf-portraitscluster of the event of structured debates
regarding the cultural policies and management methods of Portuguese cultural institutions;
and 3) in the fact that many commercial galleries in Lisbon joined the event and exhibited
artworks and artists related to the Exhibition-Dialogue which was a stimulus to the sector.
The Exhibition-Dialogue had the unintended effect of highlighting a very specific and
downplayed®® dialogical relationship: that of the CAM and medium-to-large scale contem-
porary artworks. As was already mentioned, the CAM’s spaces were completely occupied
with this exhibition (the CAM’s collection had to be temporarily removed) and the CAM’s
galleries held different types of sculptures, installations, and other three-dimensional art-
works. This gave the public the opportunity to see and experience the full openness of the
hangar-like main gallery. Without the articulated pareisr the hanging of paintings, en-
gravings, or drawings acting as visual and physical barriers, the space of the gallery could
be experienced in an even more flexible and informal way. The conceptualist @&nd exp
mental aspects of the Exhibiti@ialogue event brought forward the CAM’s appetency for
the presentation of contemporary artistic expressions in conceptually alternative ways. As
will be discussed in the next section, this spatial experience of museological breakiirough

would have a curious effect. The removal of the collection and its consequent re-hanging

was actually [...] the most prodigious scenic performance [...]sekislion in recent years. [...] [A] labor-
atory of the postnodern” (Seabra, 1985: 28, cf. Marchand, 2008); “It is certain that this exhibition [...]
was far, quite far, from being a good art exhibition. [...] It waerely a display of the various instituted
interests which exist in this often filthy — art world, where each personal criteria aims solely at feathering
one’s own nest” (Oveira, 1985, cf. Marchand, 2008).

2353uch as the “Portuguegamerican Meetings on Contemporary Art”, dealing with different themels as
sculpture and architecture, and which took place in Portugal (Lisbo@@ortio), in 1989; and the “Days of
Contempaoary Art” which took place in Oporto in the 90s (cf. Marchand, 2008

236 As was previously mentioned, in the first two years of its existéime CAM had not yet explored the full
potential of its exhibition spaces, which can be explained by the CAM3 femus on the display of its
Portuguese modern art collection (focusing mainly on painting and stmathedium-size sculpture), as
discussed in sections 4.1.1. and 4.1.3..

237 Sir Leslie Martin’s project was more geared towards this type of exhibitamttiwards the needs and
requirements for displaying the CAM’s own collection as it was at the tinfeedfuilding’s construction (v.
Tostbes, 2006; 2006a; Grande, 2009).
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would lead to a re-equation of the gallery spaces, a re-equation which would prove dialogical
in itself.

In the end, the project for an Exhibition-Dialogue about contemporary art amongst Eu-
ropean modern art museums barely manage to achieve any of the goals and objectives it set
out for. Although the programme stated to focus on contemporary art (a contemporaneity
embracing circeB0 years, though), according to Bruno Marchand “the programme was
clearly characterised by a profound apprehension against the art promotion strategies and
the audience draw-in policies which had been developing since th#dmd$” (Marchand,

2008). Nevertheless, and regardless of attaining any definitive conclusions, the Exhibition-

Dialogue exercise in Lisbon raised the public’s awareness regarding the role of art museums
as regulatory spaces for the interchange between the artists’ intellectual dive pesi-

tions, the consequent production of contemporary art, and the reflection of those dynamics
in the formation and establishment of cultural identities.

The CAM's participation in an event which sought to underline the place of art museums
as spacewhich “often initiate and stimulate the dialogue between established ideas and the
human activity of regeneration and creation” (Bereen, 1985: 32) contributed to affirming the
CAM'’s role as a heterotopic space of mediation. The Exhibli@ogue was a summary
moment of post-structuralist reflection on the (re)structuring processes that had been going
on since the 1966% in the fields of (and in the newly transformed connections between)
sociology, anthropology, art history, and museology (cf. Silveira, 2014). The CAM served
as mediator between the intra-museums dialogue and the Lisboan community; a community
which was at the time developing and strengthening its ties with Europe and with the notion
of being European. Within that context, and bearing indnsigction 3.2.3.’s argument that,
as heterotopias, “museums are spaces for representing the space of representation as such”
(Lord, 2006: 6), the Exhibition-Dialogue event at the CAM allowed for a closer and more
in-depth look at the discoursesi.e., the discursive formations, the systems of rules (cf.
Foucault, 1969} that were establishing the connections between European modern and
contemporary art, European modern and contemporary art museums, and (contemporary and
ever-changing) European cultural identities. The inauguration of the CAM had changed Lis-
bon’s culturalscape by providing the city with a space for a discursive analysis of Portuguese

modern art and its genealogy; the ExhibitDialogue made evident another of the CAM’s

238V, chapter 3.
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most important roles the reshaping of Lisbon’s culturalscape: the discursive analysis of

national and international artistic contemporaneities and futures.

Figure 4.20. - Exhibition-Dialogue:
the CAM's main gallery

27y Al

Figure 4.21. - Exhibition-Dialogue
the CAM's main gallery

Figure 4.22. - Exhibition-Dialogue:
the CAM's bottom half-floor gallery
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Figure 4.23. - Exhibition-
Dialogue: the CAM's bot-
tom half-floor gallery

Figure 4.24. - Exhibition-Dialogue:
the CAM's bottom half-floor gallery

Figure 4.25. - Exhibition-
Dialogue: the CAM's bot-
tom half-floor gallery
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Figure 4.26. - Exhibition-Dialogue: the FCG's temporary exhibitions gallery

Figure 4.27. - Exhibition-Dialogue: the FCG's temporary exhibitions gallery
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4.1.3. Diachronic approaches to modernism and the writing of (a) history

The rehanging of the CAM'’s collection in July 198®]lowing the Exhibition-Dialogue on
Contemporary Art in Europe, would bring changes to the use of space, as well as differences
in the way art was (re)presented and communicated to the public. According to Sommer
Ribeiro, the new presentation of the musesought a reorganisation of the galleries’ spaces
that would be more suited to a diachronically didactic presentation of what was defined as
the collection’s “historical period (1911960)” (Sommer Ribeiro, 1985b: 10), allowing also

for a more fluid and less visually constricted experience of the contemporary art on display
(1960-1985). After two years of exhibiting the collection, organising and displaying tempo-
rary exhibitions of national and international modern and contempora®; &istening to

the public on their experiences of the space and the aftqrtlite CAM’s director decided

that

[tlhe Modern Art Centre’s Museum must have a more didactic approach than the one it
has presented so far. The space dedicated to [exhibiting] the early ModerrPArtu-
gal (a period which is practically unknown to the general public [.in]particular,
requires being explained in a more didacttdimanner and it needs to be presented in
such a way as to allow the less knowledgeable visitor, who is not accompgaiéabip
guide, to take some cultural benefit from his/her visit.

(Sommer Ribeiro, 1985b: 7).

A new Roteiro do Centro de Arte Moderri&uide to the Modern Art Centre] (v.
fig.4.28.) was published in 1985, reflecting the spatial reorganisation of the CAM and of the
collection display (v. fig. 4.29.), and containing an introductory text which justified and ex-
plained the changes that had been conducted. The Guide’s introductory text also outlined
some of the key moments+and mentioned some of the most relevant artists who contrib-
uted to— the development of Portuguese art from 1910 to 1960, and included a brief expli-

cation of the place and role of contemporary art (18885) in the CAM’s collection (which

239 Between July 1983 and November 1985 the CAM presented 23 rmy@xhibitions of national and in-
ternational modern and contemporary art. Two other exhibitions wemaisegl by the CAM to be displayed
abroad: one in Madrid (1984) and one in Sdo Paulo (1985) (cf. Z8).

240 “Throughout the past two years [...], thanks lte brganisation and display of the temporary exhibitions
[...], we have been able to observe and take stock of the differesibiiies of usage of the spaces, as well
as sound out the public’s opinions [...] by listening to many heofglof visitors’ points of view” (Sommer
Ribeiro, 1985b: 7).

241 This investment in a didactic approach with reminiscences of Mafawitural policies from the 1960s
could be regarded as problematic or unfit for a space which advocated tisvasaa cultural centre in a
postmodern cultural horizon.
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will be discussed later on in this section). The final sentence of that introductory text clearly
stated Sommer Ribeiro’s view of the Guide’s purpose exactly as “a guiding tool for the vis-
itor who walks through the different areas of the Museum, a tool to provide information on
the several schools and movements [integrated by], as well as the vicissitudes of the lives of,
the artists who sought to bring something new to this countyigf.{10).

The collection of Portuguese Modern Art was displayed in the hallway to the galleries
(where the visitor would find works by Amadeo de Souza-Cardoso and Eduardo Viana), in
the bottom half-floor gallery (where artworks from 1910 to 1960 were chronologically and
thematically distributed), and in the main floor gallery (artworks pertaining to the period
1960-1985). The collections of British, American, and Armenian art were on display in the
top half-floor gallery. The Portuguese Modern Art collection display was composedksf wor
by Portuguese artists, as well as by foreign artists who either lived in Portugal, played a
pivotal role in the development of Portuguese artistic movements, or who, in one way or
another, directly influenced Portuguese artists. The collection exHiiemmprehended
nearly eight decades of 2@entury art: the modernist expression of the Portuguese First
Modernism of the 1910s; the humourist art of the 20s; the Portuguese Second Modernism of
the 30s and 40s; the neo-realism, the lyric, figurative, and geometric abstractionisms, and
the surrealism of the 40s and 50s; and the manifold different(iated) artistic movements and
ruptures of the 60s, 70s and ea8lys. The CAM’s collection spanned over various moments
in time, covering and reflecting key periods in art history where artists transcended the pre-
viously established conventions, and explored different languages and ever-newer forms of
depicting the realities of their times.

The museum shaped its permanent exhibition seeking to give the audience an interpre-
tation of Portuguese modern art history in a diachronic fashion, with the main corpus of the
collection on display pertaining to Portuguese painters from the 1910-1960 historical period
time{frame. Due to the relevance of Amadeo’s work in the definition of a Portuguese cul-
tural-artistic genealogy/identity (as was discussed in section 4.1.1.), the hallway that gave
access to the galleries was composed mainly of his artworks (v. figs. 4.30. to 4.34.). The
basis for the organisation and placement of the artworks in the bottom half-floor gallery (also

known as 01 gallery) was established upon the notion of presenting the collection within a

242 This permanent exhibition was on display with the same base structuneitfiba few changes in the
individual pieces displayed) from 1985 to 1989.
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prescribed order corresponding to the trajectory of Portuguese modern art in its reflection
of, and in its correlation with, key developments in Portuguese artistic, cultural, educational,
social, and political history throughout those decades. This was what Whitehead later came
to call a chronological-connective metaframe (cf. Whitehead, 2012), as it established close
relations and terms of comparative analysis between individual works and/or individual art-
ists “in relation to aspects such as the technique employed and the biography of artists, [and]
in particular their relations with specific artistic movements, cultures or ¢iféleand ques-

tions of artistic intention”ibid.: 86).

Following that historiographical logics, the pieces selected to represent each art move-
ment (and, by extension, to represent the artistic, cultural, educational, social, and political
realities of the different times) were displayed in the newly created immovable dividing sec-
tors’*4 of the 01 gallery. Each sector was devoted to one or two art movements, to one or two
styles or to pieces of an individual artisivith possible sub-divisions within each sector
corresponding to subtle differentiations within the same movement or style. The sequence,
and possible connections between these sectors, expressed how the various art movements
had emerged and evolved. However, due to the physical barriers, the visitor was not able to
visually trace these characteristic developments all throughout the gallery by following the
expressed relationships between the subsequent art movements and styles through visual
connections. Another debatable choice was the fact that the representation of the develop-
ment and continuation of the art movements within a genealogical trajectory of those five
decades (1910-1960) did not contemplate artworks that could have represented oppositions
and reactions to, derivations within, and other complexities that sprung from each move-

ment*®. The organisation of the display followed a linear format, with a relatively direct(ed)

243 The relevance of the artists’ biographies, as well as of the artistic #ndatuircles they frequented, is
evidenced by Sommer Ribeiro in the Guide’s introductory text (paged 8)ars an example v. section
3.2.1., footnote 157 on the connection between Amadeo, Eduardo diehtihe Delaunays.

244 Similarly to the process underwent by thentre Georges Pompidpin Paris (v. section 3.1.3.), the CAM
was also subjected to interior construction work which would re+iSioa its galleries and create a white-
cube-like system of smaller spaces within each gallery (cf. Grande, Z0@®)decision to reshape the
CAM’s galleries (and therefore reshape its visual reading possibilitiespaambidered to have been mainly
due to the CAM’s increasing focus and investment on displayingitsgtiese moderart collection.The
compartmentalisation of the CAM’s galleries, even though betrayingitiaal architectonical purpose and
intention, was deemed as necessary at the time as a way of ensuringagt@nsidered to be the best
format for the exhibition of the collection.

245 As was referred to previously, the CAM's early permanent exhibifalimved a model of art historiog-
raphy established by Portuguese art historian José Augusto FrancaexXesasie of the potential flaws of
Franca’s model and critierof art historiography provided by Portuguese art historian Raquel Henriques
da Silva— one can mention some “works by Antonio Carneiro (Jorge de Brito Coliggtidich] allowed
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sequence, guiding the visitor through an arranged landscape of Portuguese art history of the
first half of the 28 century. The objective can be considered to have been, thus, not to en-
gage the public’s critical response, but rather to affirm the CAM’s role in contributing to the
establishment of a public history of visual culture based on the exhibition of key artists and
moments of Portuguese modern art, which would, in turn, contribute to the formation of a
general public able and willing to have a critical presence inside the art museum.

As was depicted in the exhibition map of the Guide, the bottom half-floor gallery was
restructured into a heavily segmented and compartmentalised space which pre-determined
and conditioned the path of the exhibition (v. fig. 4.35.). The exhibition map’s gtaging
rows suggested that the visitor should go through the exhibition layout section by section,
going from one artistic movemeto the next in a sequentially diachronic way. The visitor's
encounters with the artworks were, therefore, historically focused, and the progression of the
visitor throughout the 01 gallery followed what can be regarded as an almost mandatorily
prescribed tour from the second decade to the end of the fifth decade df ten2dy. The
spatial organisation of this 1985 display of the collection presented a rather straightforward
chronological reading of Portuguese art history. The visitor was guided through in a linear
progression intended to illustrate and demonstrate the stylistic evolutions deriving from one
artistic movement to the next. Sommer Ribeiro’s vision seems to have been, as Whitehead
puts it, that

[c]hronology is critical: [...] through chrmlogy we map the relations between our-
selves, our preoccupations, politics and ways of seeing with those atsyiast (or
[...] never completely past). Identifying continuities is a way of settlirgviolence
between notions of past, present and future, and bears more significance thae a simpl
rethinking of art historical narratives.

(Whitehead, 2012: 84).

Whitehead'’s affirmation, albeit controversial, could explain why the CAM decided to
take this approach regarding the historical period of its art collection at that particular mo-
ment in time. By 1985, Portugal had been a democratic country for ten-yafies nearly
fifty years of a censoring dictatorial regimeand was about to join the E.E.C.. As the first

modern art museum in Portugal, the CAM was responsible for retracing a Portuguese (and

for the questioning of modernity’s sudden start viikposi¢&o Livren 1911 [...]. Instead, Carneiro’s work
showed the complexity of modernity’s project, rooted in the diweddiartistic practices in Paris in 1900”
(Silva, 2014: 163-164).

173



— ART MUSEUM AND CULTURAL CENTRE THE PARADIGM-SHIFTING DIALOGUE

international) art historiography (both didactically and critically) that the Portuguese gov-
ernment and its public institutions (like the MNAC, for instance) had not been able or willing
to do. In being and doing so, the CAM was also implicitly attributed the task of constru(ct)ing
a connection between this newfound modern art genealogy and the continuous development
and formation of a Portuguese cultural identityn)formed by that new historical perspec-
tive — within a mid-1980s early-postmodern framew6tkTherefore, one can consider that
this chronological-connective metaframe (bfd.) was designed so as to foreground a new
culture of art display and consumption and, consequently, enable new public discourses
about modern art to be formed. The approach to the exhibition of the collection’s contem-
porary artworks (1960-1985) would be quite different, as it aimed at showing how the
younger generation of (living) artists had been “accompanying the maenigad in now-
adays’ art” (Sommer Ribeiro, 1985b: 10).

When reaching the 1960s on the ground floor, the prescribed tour lost its imperativeness
(v. fig. 4.35.). The compartmentalised sections of the first five decades represented gave way
to a slightly more open floor featuring further possibilities for visual comparisons. In the
main gallery the exhibition changed format and content. Focusing on tendencies of Portu-
guese art from the 1960s to the mid-80s, this section of the exhibitioa gallery almost
double the size but holding almost half the number of artwenkas displayed in a less
confined and segmented fashitfhallowing for some visual juxtapositions to reveal possi-
ble dialogues between/among the different art genres exhibited (v. fig. 4.36.). By providing
the opportunity for these different art genres to be visually compared by the-visitather
sequences or from multiple places and perspectitke CAM sought to emphasise their
coalescence. The possibility for different routes (besides the prescribed one) andithe mul
plicity of directions within that less enclosed gallery space allowed for a near-syoogti
view of the contemporary artworks, providing, at the same time, space for the presentation
of multiple narratives, giving the visitors the chance to tailor their explorations to their indi-
vidual interests (cf. Serota, 1997).

The gallery open-space morphology created the possibility of changing directibas
viewing sequence, which can be read as having the museum space lend itself to represent

the unsteady and multi-directional developments of art movements and art (counter)cultures

246 Within the Portuguese reality (v. sections 5.1.1. and 5.1.2.).
247But still relying on the new immovable wall-structures which connpantalised the galleries into an almost
white-cube-like format, not allowing for a complete and full visual traitigabf the spaces.
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of the 60s and 70s. The artworks from the 1960s onwawtmsidering the increasingly
complex way in which the art movements developegpresented consequent and ongoing
ruptures. The gallery’s spatial arrangement lent itself to expresenim@ex, dynamic, non-

linear, and multi-directional developments which produced those new artistic styles. Aside
from a direct connection between the display layout and the exhibition content, it is also
possible to infer on the likely effects that the visibility distribution had on the exhibition
narrative. The crosscurrents of the 60s and 70s, along with the styles emerging out of those
crosscurrents, were displayed in a loose cluster of artworks in a few sectors of the gallery
floor, emphasising the relationships between the different styles and movements, and the
ruptures that gave rise to them. This exhibition format demonstrated how the intricate and
diverse post-1960s movements were significant for an understanding of the artistic and cul-
tural identity of the country, at a time when a number of Portuguese artists were benefitting
from the FCG’s grants to get a further artistic education, as well as conduct research and
work in the U.K., France, Germany, etc..

During its first decade of existence, the CAMeven if not always successfulyat-
tempted to balance several requirements: the need to exhibit the collection in a format that
would act as a continuation of the artistic, cultural, and educational line of work of the FCG;
the need to acquireand (conceptually) make room fef‘other artworks from the current
generation, allowing those artists the possibility of marking their presence in future collec-
tion rehangings” (Sommer Ribeiro, 1985b: 10); the need to develop its art centre work of
organising and housing national and international contemporary art exhibitions; and the need
to be an innovative space, bringing new artistic and cultural experimentations to the city of
Lisbon. In spite of the museum’s significant (and continued) work, the twer fadints
would come to be more thoroughly developed (and in its first years to quite an exponential
degree) by a department created for/by the CAM less than a year after its inauguration: the
ACARTE. As will be discussed throughout the next sub-chapter, the ACARTE would
strongly contribute to the CAM’s success as an innovative space and as a cosmopolitan land-

mark in Lisbon’s culturalscape.
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Figure 4.28. - Roteiro do Centro de Arte Moderna [Guide to the Modern Art Centre] (cover 1985

GALERIA 0
1 Amadeo de Souza-Cardoso/Eduardo Vianna
15 Tendéncias da Arte Portuguesa, 1960-1985
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PISO 01

GALERIA 01

2 Amadeo de Souza-Cardoso (desenhos)
3 Bolseiros de Paris no comeco do século

4 Almada Negreiros (pintura decorativa)

5 Humoristas

6 Anos 20

7 Almada Negreiros

8 Anos 30/40

9 Neo-realismo

10 Surrealismo Sona B

11 Abstraccionismo Geométrico

12 Anos 50 CENTRO DE ARTE MODERNA
13 Abstraccionismo

14 Paisagismo e Figurativismo Abstractizante Museu

Figure 4.29. - Roteiro do Centro de Arte Moderna [Guide to the Modern Art Centre], 198
Spatial organisation of the gallery floors following a chronological ordering
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Figure 4.30. -Lévriers / Os GalgosAmadeo de
SouzaCardoso, 1911

On display in the hallway during the second
rehanging of the collection (1985-1989)

Figure 4.31. -Unknown title (Coty) Amadeo de
SouzaCardoso, 1917

On display in the hallway during the second rehang-
ing of the collection (1985-1989)

dl Figure 4.32. -Trou de la serrure PARTO DA VIOLA
Bon ménage Fraise avant garddmadeo de Souza
Cardoso, 1916

On display in the hallway during the second rehangin
of the collection (1985-1989)
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Figure 4.33. -Cancao popular - a Russa e o Figaro
[Folk song - the Russian woman and the FigdréAmadeo de Souza-Cardoso, 1916
On display in the hallway during the second rehanging of the collection (1985-1989)

Figure 4.34. -Unknown title (Entrada)[Entrance], Amadeo de Souza-Cardoso, 1917
On display in the hallway during the second rehanging of the collection (1985-1989)
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PISO O1

Figure 4.35. - Roteiro do Centro de Arte Moderna [Guide to the Modern Art Centre], 198
Spatial organisation of the main gallery and of the bottom half-floor gallery thors

4

Figure 4.36. - Second permanent exhibition: view of the main gallery layout, 1985-198
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4.2. THE ACARTE —THE MEANING OF BEING DIFFERENT

It is surely only against a certain conception of what is historically dominaregerhonic that the
full value of the exceptionalwhat Raymond Williams calls the “residual” or “emergent’can

be assessed.

(Jameson, 1984: 178).

The Department of Animation, Artistic Creation, and Education through Art (ACARTE) was
the other half of the paradigsfhifting dialogue initiated in Lisbon’s culturalscape in the
mid-1980s. The ACARTE was an absolutelyf not ‘the’ — fundamental element in the
development of a postmodern artistic experience in the city, as well as in the constru[ct]ing
of a cosmopolitan cultural identity. The ACARTE, which was “designed to promote educa-
tion and participation in all the diverse fields of creative activity” (Perdigédo, 1985: 129),
would come to materiali$®¥ the CAMs objective of being more than a museumf-being

an artistic and cultural centre. Created less than a year after the CAM’s inaugtfatien
ACARTE initiated its activities on May”’Z 1984 under the direction of Madalena Per-
digadc®®. The ACARTE aimed at generating and designrirfgon)sequential(ly}- thematic

multidisciplinary projects to be developed in the field of visual, literary, and performance

248 Even though the ACARTE's programme, administration, and finanees completely independent from
those of the CAM’s museum, the ACARTE’s human resources andtioftasal support were incorporated
into the CAM’s building. The ACARTE'’s administrative structure woulanecto occupy the production
rooms which were to hay@come workshops for artists. The CAM’s mygltirpose amphitheatre as well as
the outdoor amphitheatre would become two of the main spaeee tie ACARTE presented its work and
developed its activities (cf. Tostdes, 2006; Ribeiro, 2007). In spitéoirtdependence, the ACARTE and
the CAM would come to develop-aeven if not always easy symbiotic relationship (the relationship
between José Sommer Ribeiro and Madalena Azeredo Perdigdo was knandiffellt due to substan-
tially different stands regarding the roles of art and culture andahtistic and cultural expressions should
be presented and communicated to the public). The CAM and the ACARTE perthidps, be considered
as the two sides of the same coin, particularly during the ACART Etdifiesto six years, when its activities
would prove fundamental for the construction of the CAM’s image.

249The ACARTE was created by decision of the FCG’s Board of Administratiofpril 17th, 1984.

250 Madalena Azeredo Perdigdo (1923-1989) held degrees in MathematicsamdArdigdo developed her
musical career both as performer and as director and coordinator of rpaitnaents. In 1958, Perdigdo
was invited to become the first Director of the FCG’s Music Department, hawriged at the FCG until
1974 (cf. Musica Gulbenkian, 2014). From 1978 to 1984, Perdigéked for the Portuguese Government
as a direct assistant to the Education and Culture Minister (cf. Ribeirg, 200884, Perdigdo was called
once again to the FCG, but this time to create and direct an innovasymagramme: the ACARTE. Ac-
cording to Portuguese arts programmer and curator Antonio Pineir&ilwho worked closely with Per-
digdo at the ACARTE in the mifl@s, Perdigdo had a “creative energy and the ambition to produke wo
and contribute to the country’s artistic and cultural transformation [...Jingaan infinite and permanent
curiosity, and being unusually informed, [Perdigdo was] awktteecomnipresent role of the body in dance,
theatre, and in performance, in allEdirope’s arts circuits (Ribeiro, 2007: 369).
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arts (theatre, music, dance, poetry, cinema, visual and plastic arts, literature, and architec-
ture) and to have those same thematic projects be discussed in colloquia, conferences, and
debates open to the public (cf. FCG, 2008).

The ACARTE's projects which will be discussed in further detail throughout the next
three sections were meant to “contribute the communication between artworks and the
public [...] and to create new publics, and more knowledgeable ones, [to visit] the CAM’s
galleries and its collection’iqid.: 257). Generating an amazingly fresh cultural and artistic
thrust, by the end of 1984, the ACARTE would have been responsible for aBiost
always sold out event$®!, and it would have spawned a cultural transformation. The delin-
eation of the ACARTE’s background is essential for an understanding of the ACARTE as
an artistic, cultural, and social space of difference, which acted differently, and which came
to establish a differentiation in Lisbon’s culturalscape: before the ACARTE and after the
ACARTE. Following the FCG as the first cultural centre in Lisbon, and the CAM’s museum
as the first modern art museum in the city (and the country), the ACARTE would continue
on this line of exceptionality as the first space in Lisbon with a truly internationalist, cosmo-
politan, and avant-garde artistic and cultural programme, but one which fully embraced di-
versity in all its forms, as will be analysed further ahead.

At a moment in time when the (post)revolutionary processes of the previous decade had
all but died down, and when the process for the official integration of Portugal into the E.E.C.
was dout to be complete, notions of national identity and of that national identity’s place
within Europe were still not settled. As was discussed in subchapter 3.1., the transition be-
tween modernity and postmodernity had been too swift and sudden. It had demanded, as Ana
Bigotte Vieira observed, “a generalised effort of amnesia: amnesia regarding a territory [pre-
viously] understood as an overseas empire, regarding the colonial war, regarding both the
recent past of the April revolution and the [not so distpasit of 48 years of dictatorship”
(Vieira, 2014). During the second half of the 1970s the country had experienced a kind of
compact synchrony of different social, political, cultural, and economic developments

(which had had a more diachronic progression in other European countries). In his 1984

251“From May to December 1984, the [ACARTE] held a total of 161 presentatighs following categories:
cinema (35), circus (5), colloquia (25), concerts (10), conferedgembdern dance (4), puppet shows (5),
multimedia presentations (2), poetry readings (3), and theatre {2 Tanifestations enjoyed great public
acclaim, particularly among young people, and received widespread siuppothe media. Creative artists,
too, have generously and enthusiastically responded to our invitadiaoiaborate, frequently even spon-
taneously proposing innovative projects of their own” (Perdiga®5:1830).
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article “Periodizing the 60s”, Frederic Jamesamhe, by delineating “brief sketches of [...]

the history of philosophy, revolutionary political theory and practice, cultural production,
and economic cycles” (Jamesd. 984: 179) of that period of time, placed the concept of the
‘sixties’ between the |at&950s and the mid-70sconcluded that “in the 60s, for a time,
everything was possible: [...] this period, in other words, was a moment of universal libera-
tion, a gldal unbinding of energiesilid.: 207). In Portugal, that moment of full possibili-

ties was only experienced, at a socio-cultural and political level, after the 1974 revolution.
The making and experiencing of artistic and cultural expressions and demonstrations in the
second half of the 70s were acts of political and social experimertaipnocess of trying

out things that would not have been possible or allowed before.

By the beginning of the 1980s, however, things had started to change and the in-be-
tweenness of the ‘past’ April revolution with all the freedoms, liberties, and rights which
came with it— and the very near future integration into the E.E.@ith all the new oppor-
tunities, forms of security, and guarantees which it promised to brstayted to bear their
weight. Portugal had materially changed: the 1980s brought about the first mega-structure
shopping mall, the first hypermarkets, and the sprawl of the suburban areas. And Portugal
had changed at mental and social levels as well: the musical, writing, and fashiofP$cenes
were going through rapid and significant changes, and paid vacation-time becamelaccessib
to more and more sectors of society. The Portuguese socio-cultural environment went
through these massive changes under less than a decade, but for some time there would be a
lack of institutional response to those societal and cultural transformations. The CAM and
the ACARTE can, therefore, be thought of as spaces for the settling of the transitional period
of late modernity and postmodernity synchronic clash which had imposed itself on Portu-
guese society, with each element of that paradigm-shifting dialogue playing its part.

The ACARTE would identify and characterise itself (amongst other things) as a space
for taking risks, as a space where the process of trying out new things could unfold, as a

space for contemporaneity to materialise and to be corporeally, socially, iatehixly

252 A few examples: in the music scene in Portugal, the renewas &fdituguese Rock genre had an exponen-
tial boom in the 1980s, with bands/artists such as Anténio Variacdes, Hefdar, Xutos&Pontapés, Radio
Macau, etc. (v. Duarte, 2006); the Portuguese literary scene of theWi®88ssed the blooming of cultural
and artistic critique writing, as well as the development of a new gdristorical realism- in the works of
writers such as José Saramago, Lidia Jorge, etc.; the national fashion setopedeyuite quickly through-
out the 80s, justifying the creation of a bi-annual event calledaLisboa[Lisbon Fashion Week] which
had its first official edition in 1991.
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experienced (cf. Perdigdo, 1984). By providing a direct access to national and international
artistic and cultural contemporaneity, and through its affirmation of the significance of con-
temporary artistic production and fruition, the ACARTE fully complemented the CAM'’s
approach (discussed throughout subchapter 4.1.). Together, they formed what, in hindsight,
can be described as a sort of lat&-2@ntury “exhibitionary complex” (cf. Bennett, 1995)
for the 1980s Lisboan citizen. They were institutional spaces seeking to contribute to the
citizens’ artistic, cultural, and social sétfrmation, not through regulation “forming a
complex of disciplinary and power relationgdjid.: 59) like one finds in Foucault’s analyses
of 18" and 19-century prisons, hospitals, and asylumisut through the granting of op-
portunities for new forms of seeing tevelop (in the CAM’s temporary and permanent
exhibitions), and by making novelty accessible to the community (in the ACARTE’s multi-
ple events). The ACARTE would reveal itself to be a laboratorial/ community centre space
where European (and world-wide) contemporary artistic and cultural production would be
made available and put into direct contact with the city of Lisbon and its citizens. The
ACARTE’s programme would provide the long hogled cosmopolitan cultural environ-
ment, and the CAM would become b@n’s artistic and socioultural meeting-point-
which would come to signal yet another turnmgment in the reshaping of Lisbon’s cul-
turalscape.

This moment of reshaping of the city’s culturalscape did not occur as the direct result of
a new material construction in Lisbon, but rather came from a new mental construction
which, in turn, gave rise to a new construction and development of socio-cultural behaviours
and routines: ways of conducting, positioning, and thinking oneself as an active participant
in the construction of a new urban cultural identity. This is what the ACARTE excelled at:
drawing people in, not just to come visit an exhibition or watch a show, but to take part in
debating the urbanity, cosmopolitanism, multiculturalism, locality, etc. of the presentations
and performances held there, and to participate in discussing the role and adequacy of such
concepts in constru(ct)ing a new Portuguese-European cultural identity. Participation, de-
bate, and discussiefto several extents such impossible things until the mid-70s in Portugal
—would become a common (and almost mandatory) practice within the ACARTE’s spaces.
The first years of the ACARTE as will be reviewed and analysed in the following three
sections- can be considered a moment oftwral revolution as Jameson understands it: “as

a strategy for breaking the immemorial habits of subalternity and obedience which have
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become internalized as a kind of second nature” (Jameson, 1984: 188). The ACARTE’s
strategy was to develop an interplay between the notions of tradition and experimentation,
past and contemporaneity, rurality and urbanity, modernity and postmodernity, locality and

cosmopolitanism, mainstream and avant-garde, in such a format that would, more than pro-
mote the development of a nevbetter adjusted Portuguese cultural identity which would

find its place within contemporary Europe, foster a process of constant and continuous
(re)thinking and (re)shaping of a dialogical cosmopolitan cultural identity.

The ACARTE transformed kbon’s culturalscape, much like the FCG and the CAM’s
modern art museum had done before. The difference was that, while the FCG and the CAM’s
museum had developed and sustained cultural policies which sesgmetimes first of all
—to supress a need or compensate for a long-lasting lack, the ACARTE aimed at building
something new by providing direct access to a European and international artistic and cul-
tural contemporaneity. The ACARTE or better put, its Director, Madalena Perdigéo
would be responsible for an unprecedented process of innovation in the field of presentation
of performance arts in Lisbon (and in the country). And not only was the format in itself
cutting-edge at the time, but it also promoted originality: “[sjome of the companies and
groups [which were presented at the time] at the CAM and at the ACARTE were still very
little known, but would turn out to be some of the biggest names in the world of the [perfor-
mance arts] scene in the following two dec&d&s(Ribeiro, 2007: 373). Ano#r mention-
worthy aspect was the type of connection which the ACARTE developed with the media.
Perdigdo was aware of the growing role the media played in raising the public’s awareness
regarding artistic and cultural events. Perdigdo would, thereforefiseuhe ACARTE'’s
connection with the media to an extent that was “unusual for the time, for the FCG itself,
and for the country”ibid.).

The following three sections will look into and discuss the ACARTE’s objectives, mis-
sion statement, and programmes, paying particular attention to: the ways in which the
ACARTE fostered the development of artistic and cultural appreciation and critique amongst
the public; the specific ways in which it contributed to an informed (self-)construction and
(self-)formation of a cosmopolitan cultural identity; and the ways in which it would come to

almost anticipate the format of future E.U. artistic and cultural networks as spaces for the

253 Artists such as Anne Teresa de Keersmaeker, Susanne Linke, Urs Dietrich Doreetoy(ef. Ribeiro,
2007).
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devising of partnerships aiming towards notions of shared dialogues and practices. Less than
a year after the ACARTE started developing and implementing its activities, Perdigdo would

write:

Though it is still too early to make predictions, it would not be exaggef&t{edy that
the ACARTE is destined to play a very special role in Portuguese cultural &ifielym
through its contribution to the development of creativity, to education throtigimar
to the furtherance of artistic productivity in Portugal.

(Perdigao, 1985: 130).

As will be discussed, Madalena Perdigao’s predictiwosld be more than accurate.
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The ACARTE's initial programme, presented by Madalena Perdigédo in May &Sth-

lished much more than a plan of activities. With an unusually concise format, and with short,
to-the-point sentences using very clear language, the programme/ mission statement enu-
merated what the ACARTE would be, what it believed in, what it would not be or do, and
what it aimed to do in the different artistic fietefs(cf. Perdigdo, 1984). The first page of

the programme “What we will bethid.: 1) outlined the ACARTE’s main objectives:

“We will take chances, we will make mistakes. We will allowdthers to take chances
and make mistakes.
We will be an open forum for the discussion of the issue of culture.
We will be a place of confluence for artists.
We will be open to innovation and experimentation.
We will be rigorous regarding artistic quality and work discipline.
We will seek to establish a close contact with the public, whom weanlie critical
and not just a mere consumer.
We will promote the collaboration amongst composers, musical interpretetee tiiea
rectors, actors, choreographers, dancers, and visual and graphic artists, towdgds the
velopment of multidisciplinary works.
We will be a living space where you can go from an exhibition to a darec¢éheatre
performance, where you can attend a concert and stay for the screening of a film or the
reading of a poem, where you can take part in a show where all this happens and in
which anything can happen.”

(ibid.).

The ACARTE's three facets are reflected on this manifest: as a space for artistic and cultural
Animation and as a space for Education through Art, the ACARTE would seek to develop

the artistic and cultural literacy of the public (via colloquia, conferences, and debates, and
also via courses and workshops); as a space for Artistic Creation the ACARTE would seek

to foster the establishment of networks and partnerships with national and international art-

ists and groups, directly and indirectly support artists’ works, and promote the creation of

254 Artistic fields in which the ACARTE developed its activities: dance; theatre; nedtésn mimic; music;
opera; cinema; animated pictures; performance art; video art; visual arts; phogpgraphecture; litera-
ture; poetry; fashion. The organisation of colloquia, conferences, arkshveps was also part of the
ACARTE's progamme, as was the publication of art and culture-related materials and ®XACARTE
also devised a sustained and continuous children’s programme foklthis CAl — Centro Artistico Infantil
[Children’s Atrtistic Centre] (v. section 3.2.2. dimote 174). Another Centre worthy of mention is the CITEN
— Centro de Imagem e Técnicas Narratifaeage and Narration Techniques Centre], created in 1987 by
Madalena Perdigdo and directed by José Pedro Cavalheiro, which orgamisednistered “mediumto
long-term courses as well as workshops on: 2D Animation Cinema fjen)psolumes Animation Cinema,
Illustration, Comics, Image, Movement and Sound, and Script Writingir{g/for lllustration, Comics, and
2D and Volumes Animation Cinema” (FCG, 2008: 2838), the CITEN also “promoted international meet-
ings, publications and exchanges, along with its continued pedagogical reséadch2§8).
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new groups for the research and development of new disciplinary approaches to artistic ex-
pressions, such as dance and thé&atre

As the first Portuguese cultural programmer of the 1980s (cf. Ribeiro, 2007), Madalena
Perdigdo was aware of the transitional moment the Portuguese people were experiencing at
that time in Portugal. And as an Europeanistifitl.), Perdigdo believed it was important
“to contribute to the definition of the European Ideal and to the unity of Europe, through
several artistic and cultural actions seeking to develop the formation of a European citizen”
(Perdigao, 1989 cited iid.). The ACARTE was, thus, created also to become an active
element of/for that formation: its multidisciplinary approach and its openness towards the
confluence of several cultures was simultaneously reflective of and conducive to the further
construction of the European project. In this respect, the ACARTE’s work was twofold: it
established structures of communication and networks of cooperation with various artistic
and cultural entities featuring artistic creation and creativity development purposes, while
showcasing, discussing, and teaching those same processes of creation and their results to
the general public in Lisbon. These strategies can be considered to have been socio-cultural
and anthropological in nature, since they functioned on the basis of bringing together differ-
ent European artistic groups with the objective of creating a work founded upon the process
of exchange of socio-cultural heritages and experiences between them, generating a final
result capable of expressing an identity (or at least the attempt to formulate amé)e
discussion of the ACARTE Meetings in section 4.2.3. will attest to.

The ACARTE traced a path of exceptionality, following in the footsteps of the FCG and
the CAM’s museum, as was previously mentioned,tbe ACARTE- as was mandatory
for exceptionality to be achievedwould do it differently. Within an almost fully postmod-
ern and European horizon, the ACARTE would find its role to be one of renovation. In the
1950s, 60s, and 70s, the FCG had introduced cultural policies which the country had been
needing for decadesthat transformative practice had to start at the beginning and bring into
late-50s, earlys0s Portugal much of the artistic and cultural policies’ work which had taken
place in the immediate post-war years throughout much of Europe and in the U.S.A.. The
CAM too, would have to adapt its exhibition policies to the needs of the early 80s Portuguese
public — as the nation’s first modern art museum, the CAM had to trace back all of the art

history which had been left out by the former regime, for example. The ACARAIEh a

255V, section 4.2.3.
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radically different institutional role when compared to the FCG or even the €édrhe to
be in the mid-80s, with the dictatorship years and even the (post)revolutionary years already
at a distance and the European framework approaching at a fast pace. Insteatpthgtte
to (re)trace the lines of what Portugal had missed at several artistic levels, the ACARTE
brought to the artistic and cultural fields the formats which Portugal had laakeen fo-
rums for debates and discussions, the organisation and coordination of the infrastructures
required for artistic creation, an artistic education based on some of the most notable lines
of thought from the 60s and 70s, etdut those formats would be sustained by fully con-
temporary works, or based on contemporary readings and/or remakes of less recétft works
The understanding of contemporaneitigs societal, political, cultural, and educational
challenges- was processed through artistic creation, its interpretation by the public, and the
artistic creation’s consequential influence on that same contemporaneity. It was within this
hermeneutic circle Perdigdo believedthat the public’s subjectivity was produced (cf. Bal,
1999)at the time: “the major artistic genres [...] flound] themselves in a process of contin-
uous evolution in order to be able to respond to society’s demanitls society in a process
of evolution itself— and in order to meet the genres’ own intrinsic ndedslevelopment
and progress” (Perdigdo, 1979: 234). The transformation of society allowed for new forms
of artistic intervention (cfibid.) which in turn provided for new perspectives on society’s
ongoing changes. Artists and authors would, then, be responsible for devising mediation
mechanisms enabling the reflective/conducive process of interplay between the arts and so-
ciety in constru(ct)ing a sense of contemporaneity and its meanings. In its search to establish
a close contact with the pubkewhich it “will[ed] to be critical and not just a mere con-
sumer” (dem 1984: 1)} the ACARTE understood the importance of providing the public
with the opportunities and the adequate tools to participate in that meaning-making process.
At a time when in Portugal art museum visitors formed a rather homogeneous, highly
educated group rooted in the upper classes and when visiting a museum was still very much
connected to notions of ‘highbrow’ culture (cf. Tostdes, 2006, 2009), the ACARIghiso
to reach both the public and the non-publiarhich were not characterised by a uniform

engagement with artistic and cultural events. It can, therefore, be considered that the

256 As was the case with the ACARTE's first production, &mada Negreiros Cycldén 1984 (v. section
4.2.2).
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“What we will be”: cultural programming within a European horizi i

ACARTE had a strong and consistent public-oriented approach. Not in the sense that it ex-
changed “the canonical, auratic art and educdtvmative pretensions for an emphasis
upon the spectacular, the popular, the pleasurable and the immediately accessible” (Feather-
stone, 1991: 96-97), but in the sense that it sought to reach out to the public and propose
activities that would endow people with interpretative tools and frames of reference for en-
gaging with artworks. The ACARTE aimed at contributing to a different relation to and a
different perception of the role of art and culture in society.

Through its multiple and innovative approaches to art communication (the thematic mul-
tidisciplinary approach, the artistic formation, and the education through art), the ACARTE
laid out the grounds for the formation of what Eilean Hoopee@hi# has called “interpre-
tive communities” (cf. HoopeGreenhill, 2000). Hooper-Greenhill has applied the notion
developed by Fish (1980) for an analysis of the readers’ appreciation of texts in the museum
space- to the idea that groups of people could share the same ways of understanding, eval-
uating, and representing specific artworks and ideas (cf. Hooper-Greenhill, 2000; Hopper-
Greenhil, Moussouri, Hawthorne, and Riley, 2001). The existence of these interpretive com-
munities is evidenced not by socio-economic factors, nor by class, age, or gender, but
through their usage of common repertoires and strategies employed in the interpretation of
artistic and cultural expressions. Interpretive communities tend to discursively engage with
art and culture in the same way, sharing principles of classification, legitimation, and justi-
fication (cf. Whitehead, 2012) when applying interpretative strategies to cultural and artistic
goods- formed and developed in the communicational interactions, in this case, with the
ACARTE. The formation and development of interpretive communities entails not only the
creation of shared modes of viewing and shared frames of interpretation of artworks, but
also a shared idea (developed over time) of how art, culture, but also art museums and cul-
tural centres contribute to society and to society’s notions and appreciation of art and culture
inside those spaces.

The ACARTE wanted to develop a new concept of art fruition, one where the process
of creation and reception would be dialogical, and where different sets of tools and frames
of reference would be made available to enrich the responses from each side. The ACARTE
created a different theory for what the culture of an art centre should be by developing new
practices and by focusing on a public-oriented approach of information and interpretation.

With the clear intention of generating a critical response fraptiblic’s participation in
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the discussion of several (often contradictory) viewpoints, the ACARTE opposed the uncrit-
ical celebration of artworks. It was the ACARTE’s standpoint that visitors should be encour-
aged to contribute to the cultural debates which surrounded contemporargsartell as

the institutions and entities promotingHtrather than just be the recipients of transmitted
culture by the pre-digested authoritative voices of the art centre or museum. The role of the
art centre was to provide plural responses to a given artwork, but also to include the public
in its interpretations, so that other voices apart from those of the CAM or the ACARTE could
contribute to the collective understanding of works of art. The public’s role was then shifted
from one of mere consumer to one of active participatory and contributing stakeholder in the

meaning-making process.
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4.2.2. Artistic territories of contemporaneity and a new space of non-conformity

The ACARTE understood the importance of providing the public with the opportunities and
the adequate tools to participate in the meaning-making process, but it also understood the
pivotal necessity of contributing to the production and creation end of that same process.
Supporting artists in their training and in their work was another one of the ACARTE’s
central roles in Lisbon’s artistic and cultural panorama. The ACARTE coordinated and pro-
duced many of its presentations, which often included the presence of experts and well-
regarded professionals from different artistic and academic fi€ldsiversity professors,
sociologists, poets, artists, and art critics” (Perdigdo, 1985: 13®)he organisation of
workshops and seminars to further contribute to the education of young artists. According
to Pinto Ribeiro, “[t]he continuity of the contemporary artistic heritage depends on the [cul-
tural institutions’] programming, which, in turn, undoubtedly depends on [theip§atom-
missioning and producing [artworks]” (Ribeiro, 2007: 375). Perdigdo was well aware of
these facts, and that may be the reason why a big part of the ACARTE’s work focused on
the production and coproduction of music, dance, and theatre performances at national and
international levels (cibid.), as well as on the commissioning of specific multidisciplinary
works for thematic exhibitions/presentations.

Such was the case with the ACARTE’s first production series which was organised in
coordination wih the CAM’s “Retrospective Exhibition of Almada Negreiros” in 1984. Two
Portuguese artists were invited to (re)think and work on new presentations of some of Al-
mada’s theatre play writings, while another two were invited to present the results of either
new or ongoing projects based on Almada’s life and work. Composed of two theatre perfor-
mances, one multidisciplinary presentation (including theatre, music, dance, and documen-
tary cinema), one multimedia show (footage, photography, and sound recording), an exhibi-
tion, and a colloquium (cf. FCG, 2008), thenmada Negreiros Cycléy. figs. 4.37. to 4.41.)
would be the first opportunity for the ACARTE to present its programming principles and
guidelines to the public. It was a considerably comprehensive, multi- and cross-disciplinary

reflection on the life work of one of the foundational artists of Portuguese Modernism, which
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showcased the ACARTE's innovative and experimental approach to art presentatem —

when based on modernist wotks Madalena Perdigao would justify her choice thusly:

Because he was a great Portuguese artist. And because he was a man of multifaceted

talents which allow for the creation of multidisciplinary cultural expogss Because

his work is of a special significance to the CAM, being on display inritrarece hall-

way to the galleries. Because he was always a man of the future, a risk takerpand a

conformist. [...] Because Almada’s [work] is ripe with newness and caritesnit the

stamp of modernity.

(Perdigéo, 1984a: 2).

The characteristics which Perdigao attributed to Almada’s work mirrored the ones she asso-
ciated with the ACARTE and the ACARTE's purposes. Mfmada Negreiros Cyclaot
only demonstrated the kind of relationship the ACARTE would develop and sustain with the
artists (commissioning new work and supporting ongoing projects) and showcased the type
of multidisciplinary approach it would present to the public (under various thematic formats
and subjects), but it also illustrated quite well the CAM'’s objectigesnaart centre. It was
important to review some of the foundational Portuguese artists’ works so as to get to know
and understand the pathways which led to the current state of the arts, but such a review
needed to be put within a contemporary framework, i.e., it had to be conducted for the sake
of understanding the past, but with the purpose of promoting the furtherance of art “as source
of individual and social progressidém 1984: 2), mirroring, thus the type of genealogical
work characteristic of Faault’s critique.

The ACARTE intended to provide the Portuguese public with the “most innovative [cre-
ations] happening in the world in the 1980s” (Ribeiro, 2007: 372). As was discussed in 4.2.,
the ACARTE would become one of the key elements in the tranafmn of Lisbon’s cul-
turalscape. By creating along with the CAM’s museum a new exhibitionary complex,
the ACARTE shaped the ways of experiencing, the meanings, and the modes of reception,
of a new reality in Lisbon: artistic and cultural cosmopolitanism. This was done by raising
the national standards to a European level and by presenting the Portuguese public with na-
tional, E.E.C., Eastern Europe, U.S.A., and world-wide representations of contemporaneity
via a multitude of artistic expressions, many times put together as cultural festivals. Some of

the most noteworthy events which presented contemporaneity and avant-gardism in their

257“pier Paolo Pasolini (1985), Arshile Gorky (1984), Fernando Pesso&)(I&8sario Verde (1986), Federico
Garcia Lorca, Shakespeare, Amadeo de Souza-Cardoso (1987), JosgpH.8ieuFuller, Marta Graham,
Isadora Duncan (1991) and Picasso (1993) are some of theneferuthors whose work was discussed and
divulged” (FCG, 2008: 258).
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multiple facets during the ACARTE's first decade were the followingJ#tze em Agoste?

[Jazz in August] (since 1984) (v. figs. 4.42., 4.43.); the Exhibition-Dialogue on Contempo-
rary Art in Europe(1985); the Portuguesmeaking African Countries’ Arts and Letters
Day<59 (1985); the 80s’ Vide@lips?®® (1986); the ACARTE Meeting®! (1987-2001); the

Good Practices of CulturRlolicies’ Festivalk®? (1992-1994); the Nordic Festivallheatre-
Dance-Music-Cinema-Vidéé® (1992); the North-Rhine Westphalia FestivaCulture in a
German Regio#?* (1993); the French FestivalThe Culture of Decentralisatithi (1994);

as well as the events regarding New Daffcand new technologié¥ (cf. FCG, 2008) (v.

figs. 4.44. to 4.47.). Both the public and the media revealed quite enthusiastic responses,
with people very often queuing outside the CAM to get tickets to the shewkgch would

almost always be sold ouiand with the younger generations of journalists and critics being

258 “The Jazz em Agosttestivals included as complementary activities: conferences, round-tablesacinem
sessions, mastetasses, and workshops” (FC2008: 265).

259 “These ‘Days’ were the first big initiative of its kind organised afteritidependence of the Portuguese
former colonies, signaling the ACARTE's interest in paying attention t@&uropean cultures”ilid.:
260).

260“The FineArts Department invited the ACARTE to organise the presentation of a skviggo-clips to
integrate the cinema cyclehe Musical[...] [;] [which included a] selection of videos directed by Andy
Warhol, Anton Corbijn, [etc.]”ipid.).

261y, section 4.2.3..

2624At a moment vien the cultural policies to be developed in Portugal were being discusse@ART B
found it useful to organise a comparison with cultural policies from othentries” (bid.: 270).

263“The Nordic Festival, dedicated to the culture of Scandinaviantdesnwas held in collaboration with the
Nordic Council of Ministers, along with the Embassies of Denmark, Kinldorway, and Sweden, and its
opening session was a round-table entilled Cultural Policies in Nordic Countriegibid.).

264“This programne included exhibitions, conferences, cinea@nimation, documentary, and fictiervideo
cycles, music and dance workshops, dance and theatre performanag@andoncert”ibid.).

265*The programme included: the colloquidfhe Policies of Cultural Decentralisatippresented and debated
by actors and agents of French cultural policy; the senifzaragement of Theatre Activities in France
directed by Denis Arié; along with exhibitions, theatre and dance perfoesiaa concert, and a theatre
workshop”(ibid.: 271).

266 “After the presentation of a small company directed by American choreograplissaiéenley in 1984,
[...] Perdigdo asked several companies/theatres in France, Belgium, Halldn@germany for suggestions
of small dance groups or companies to present in January 13986efltes were swift and the proposals so
interesting that three moments of presentation were organised: one in Janewyhe starking choreogra-
phies and solos by Susanne Linke and Elsa Wolliaston, and Claude Bom'saadmpany were presented;
another one in November entitled Contemporary Dutch Dance Showcasepéret amJanuary 1987 enti-
tled Contemporary European Dance showcasing Anne Teresa de Keersm@ekassCompany (v. fig.
4.44)), the Karine Saporta Company, as well as the Images Dance Copaidjance workshops and
demonstration-conferences, directed by choreographers or by meshberired companies, were a con-
stant element of the ACARTE's programming. [...] [Featuring wbdps directed by chorgmphers/com-
panies such as] Wim Vandekeybus (1990) and Malou Airado from the €atetWuppertal Pina Bausch
(21992), the conditions for the development of the Portuguese New B@neereated”ibid.: 261).

267« 'Ecran Humain(1985) (v. fig. 4.47.) was the first show presented ByABARTE which used the new
technologies in an advanced way, underlying a concept of multimedia iraagséthe performer’s body
(mime, dancer, actor, musician) and of the scenographic set gésnpaojected onto multiple screens, onto
screen-objects, screen-figurines, screen-bodies. In order to féseiRartuguese artists with these concepts,
the creators of the show, Paul St. Jean and Carlo Bengio, held the MoteadiRshop” {bid.).
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very much supportive of the novelty factor and of the intellectual stimulation provided by
the ACARTE’s programmini§® (cf. Ribeiro, 2007).

The Exhibition-Dialogue on Contemporary Arpreviously reviewed as one of the con-
stitutive elements of the CAM’s early institutional identitwas also the corner stone of the
ACARTE'’s programming in the mi80s. The ACARTE’s participation in this event,
through “the coproduction of a set of shows and interventions in the Performance field”
(ibid.: 373) (v. fig. 4.48.), allowed for, not certainly the #f&t but a much more structured
and comprehensive contact of the Portuguese public with the work of some of the founda-
tional artists of the international performance, body, and multimedia art fields (Wolf Vostel,
Marina Abramovi#, Ulrike Rosenbach, etc.). It was also a great opportunity for the Portu-
guese public to get to know some of the most innovative work which was being developed
in those fields and conducted by European artists (Jack Helen Brut, Jan Fabre, etc.). An
example of that contact with novel and contemporary works was “the Thewower of
Theatrical Madned&'¥ (v. fig. 4.49) by Jan Fabre, which had premiered at the 1983 Venice
Biennial, [and] was the Portuguese public’s first contact with the new European -theatre
dance which was emerging mainly in Belgium, Holland, and France” (FCG, 2008: 260).
This first example of the ACARTE's internationalist character illustrates the wayisich
the ACARTE was one of the main contributors to the reshaping of Lisbon’s culturalscape.
The city had left behind decades of overseas colonial imperialism, dictatorship, and general
underdevelopment, and was looking to reposition itself within the new postmodern European
horizon. To witness the corporeal displays of urban, cosmopolite, European bodies, acting,

moving, and performing the symbolical construing and metaphorical formation of a renewed

268 Madalena Perdigdo would, however, express some concerns regardimgahe-ior lack thereof of the
ACARTE's programming in the renewal of the Portuguese artists’ practi¢esofties me that we make
this effort to bring modernity to the Portuguese public, and the prgdponds satisfyingly, but the artists,
who should be the most interested ones, do not come to see the stialesnat reach for that information
opportunity. | do not know how we are going to solve thisabee | feel there is clearly a gap between what
the Portuguese artists know and what is being done abroad. leissaegthat the Portuguese artists also
know... The public already knows.” (Listopad, 1988).

269V, section 3.1.2., namely the analysis of Atieernativa Zeroevent.

270 Portuguese critic José Ribeida Fonte summarised the Portuguese public’s reactions to that show in the
following review: “It has been now a while since | have lefhesmerised* from a show calledhe Power
of Theatrical Madnesand find myself still and always coming back to it: intriguedifested, dumbfounded
before the preparation and the technical performance of those twentg!deopThe Lisboan public, un-
accustomed to such minimalisms, yawned and left the room in bor&thenones who stayed rose in stand-
ing ovation! Because they saw in Lisbon a show of such rigougaality which is rarely seen anywhere in
the world” (Fonte, 1985: 29).
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artistic and cultural identity was a highly significant moment in the societal and cultural life
of the city and of its citizens (cf. Vieira, 2014). As Ribeiro puts it:

The impact of these presentations was disconcerting. But the puedo be curious
and responded increasingly well to the programming as it unrolled, reflectiagishe
ing confrontation with an iconoclastic offer of shows which went beyond the histories
of Portuguese modernism and even beyond [what had been presentedld}tiativa
Zero[...]. The ExhibitionDialogue was, for péosrmance arts and for the ACARTE's
programming, a clear legitimation of its avant-garde, experimentalist, andecter-
acter, which would turn the ACARTE into an undisputed place of reference.

(Ribeiro, 2007: 374).

Some of the ACARTE’s main objectivesits development of an artistic(ally) and cul-
tural(ly) (informed) programming were, thus, to challenge preconceptions and to daable p
rality to take place in the art centre; to create and promote different ways of experiencing art
as well as encourage their coexistence, and to allow the public the opportunity to think them
over and process them; to bring into the art centre space the debates which werddeing he
outside the art centre sphere and, based on those, to take the opportunity to unveil other
forms of thinking about art and culture. The ACARTE was able to uphold and present what
can be regarded as equally important, though opposite, reference points suditiaasdrad
experimentation, past and contemporaneity, rurality and urbanity, modernity and postmoder-
nity, locality and cosmopolitanism, mainstream and avant-garde. All of thagparently
conflicting — standpoints were allowed to coexist and the different stands were constantly
open to examination and debate in a continuous work of reinvention and definition. As one
of the essential elements of Lisbon’s very first art centre, the ACARTE sought to reinvent
the artistic-cultural space in Portugal by adopting a more self-reflective position regarding
its role in society and its responsibilities before art, culture, the artists, and the public. The
ACARTE's stance when it initially started developing its activities in Lisbon mirrored what
Janet Marstine described over 20 years later as being characteristic of a new museum theory
and practice‘frames are challenged, fragmented, and made transparent as the [art centre]
declares itself an active player in the making of meaning [;] [w]hat is typically margidaliz
or beyond the frame is brought inside of it to dissolve the frame itself” (Mar2(0é; 5).

The ACARTE was, therefore, never a one-way mirror of the development of the artistic and
cultural fields, it was, on the contrary, actively shaping them, acting as a mediator between

artistic and cultural expressions and the new emerging publics.
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The ACARTE also aimed at tackling the issue of having people be and feel alienated by
contemporary multidisciplinary visual, performance, and multimedia art. The strategies set
in motion to try to overcome this issue were underpinned by an artistic education programme
which proposed an integrative engagement with the different art fields and subject-matters
be it through talks, lectures, or conferences by theoretical and academic experts on the over-
all themes of exhibitions and shaif’s be it through seminars and workshops given by pro-
fessional artists during festivald be it also through encouraging a continuous and systemic,
yet completely informal, relationship to artistic expressibi(sf. Ribeiro, 2007). By devel-
oping a wide-range artistic and cultural programming, the ACARTE sought to reiterate the
notion that artworks can be thought of in many different ways, as well as approached through
various points of access to reach their meaning(s). The ACARTE focused on the roles played
by cultural animation and education through art as mechanisms which allowed the public to
relate the artworks with/to many forms of knowledge, and, thus, help them learn to develop
a sense of critical thinking regarding the possibility of multiple readings. Cultural and artistic
communication practices were, therefore, a central issue in the formation and development
of that sense of possibility for multiple readings and interpretati@ssit was for the notion
of interpretive communities, previously discussed. Being productive and constitutive forces
which engage all the entities that have entered into it, the communication practices promoted
by the ACARTE were not a unilateral nor just a one-way process of communication, which
ensured that the potential outcomes would be much more fruitful. Art and culture were not
merely presented and reflected; because of the ongoing process of communication estab-
lished between the ACARTE and its different publics, art and culture were debated, created,
thought about, questioned, and shared.

This way, the ACARTE became a space for the discussion of ideas, a space where the
links between certain schools of art and certain schools of philosophical, academic, social,
economic, and political thought and their repercussions in the various urban fields, could be
explained, debated, and redesigned. At that point in time, not only did the ACARTE offer a

sense of novelty and the chance for experimentation (to the public at large and not just to an

271 A few examples were the events: “1984: Is the Future Today already2ifibec 1984); ‘Science Fiction
in Cinema and Literature’ (1985); ‘The Portuguspeaking African Countries’ Arts and Letters Days’
(1985); ‘The Relationships between Theatre andiiidiovisual in Europe’ (1987); ‘Perspectives in Dance
in the late 20 Century’ (1988); ‘The Sacred and Cultures’ (1989); etc. (Ribeird72875).

272 Such as during théazz em Agostiestivals, the ACARTE Meetings, etc.

273 One example was th@oncertos a Hora de Almog@oncerts at Lunchtime].
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already culturally knowledgeable public), but its activities were also underpinned by the no-
tion of endowing that same public with the capability of acting on symbolic boundaries to
create their own reflexive project (cf. Giddens, 1991). That reflexivity was to be taken by
the public as a gained resource, as a source of cultural capital that would allow them to

construe their own notions of art and culture in relation to the concepts of urbanity, citizen-

ship, identity, and cosmopolitanism.

Figure 4.37. - Catalogue of the
CAM’s exhibition Alimadain 1984

os |} desenhos | de

n' "o sempre fixe”

Figure 4.39. -Deseja-se Mulhera play by Almada Negreiros
produced by the ACARTE in 198¢
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Figure 4.38. -Os desenhos de Almada n'O Sel
pre Fixe, published by the CAM in 1984.
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Figure 4. 41. - CatalogueAlmade
Negreiros e o espectacu[@lmade
Negreiros and the theatijge198<

Figure 4.40. -Deseja-se Mulherattending
yaudience at the CAM's multi-purpose room
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Figure 4.42. -Jazz em AgostdSun Ra Arkestra concert, 1985

Figure 4.43. - Audience attending the Sun Ra Arkestra concert
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Figure 4.44. - Contemporary European DanceRosas Danst Rosdsy Compagnie Rosas, choreography
by Anne Teresa de Keersmaeker, the CAM's multi-purpose room, 1987

Figure 4.45. -Aspects of Contemporary Dance Walk;iby Stephen Petronio, 1987
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Figure 4.46. - Complementary activity to the Art and Technology ColloquiumQ Lagarto do Ambar
[The Amber Lizard, produced by the ACARTE, 1987

Figure 4.47. - Multimedia fortnight, L'Ecrain Humain, by Paul St. Jean and Carlo Bengio, 1985

200



Artistic territories of contemporaneity and a new space ofauoriormity FE

Figure 4.48. - Exhibition-Dialogue:Performance Interior Maldito[Damned Interior Peformancg by
Carlos Gordilho, 1985
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4.2.3. ACARTE Meetings: symbolic situations and the formation of a public

The Encontros ACARTEACARTE Meetings] were one of the most important and signifi-
cant moments of the ACARTE’s programming. These yearly festivals 298Y)— partic-
ularly the first four editions- were the embodiment of virtually all of the objectives listed in

the ACARTE’smission statement, which would be summarised by Perdigdo in 1985:

Our policy is an internationalist one, as suits a country that wishetoitsplf to the

world and a Foundation that is devoted to the furtherance of world art. The ACARTE

neither subscribes to a narrow, national view, nor does it have prejudicest pgaiic-

ular artistic genres or forms of expression that some may consider less sublingz. R

than favouring certain schools or movements in art, we attempt to promote continual

innovation and experimentation.

(Perdigao, 1985: 129).
The ACARTE Meetings would become a point of reference of Portugal’s initial coproduc-
tion and co-organisation of cultural projects within the E.E.C., greatly contributing to the
aforementioned rethinking of a Portuguese national identity within a process of formation of
a sense of European citizenship and cultural identity. In the presentation text of the 1987
ACARTE Meetings, Perdigdo would highlight the importance of dialoguing with the world,
getting to knowthe other countries’ enriching qualities, as well as the value of wanting to
give back by sharing some of our own distinctive qualities and artistic and cultural riches
(cf. idem 1987).
In 1986 Portugal officially joined the E.E.C. and it was in that same year that the

ACARTE Meetings’ preparation would take place. Together with George Brugnaatis—
tic director of the Springdance festival in Utrecht, Netherlan@sd Roberto Cimetta
artistic director of the Inteatro festival in Polverigi, ltaliMadalena Perdigdo would develop
the most impactful and influential avant-garde artistic and cultural programme to take place
in the city of Lisbon in the late 80s. In September 1987, the FCG and the CAM’'s?paces
held the first ACARTE Meetings The New Theatre/Dance of Europe (1987-1990). The
designation of the festival underlined two of the event’'s main purposes: to be a favourable
space for festival and company directors, groups, and artists to meet (cf. FCG, 2008) and

exchange ideas; and “to raise Eurapé&avels [of artistic practice] through the comparison

274 The ACARTE Meetings theatre and dance performances were almost dieldyat the FCG’s Grand
Auditorium as well as at the CAM’s muitiurpose room and outdoor amphitheatre. Throughout the duration
of the festivathe FCG’s gardens would also be used for ACARTE Meetings’ activities.
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of, and dialogue between, the several theatre and dance companies of the E.E.C. and Eastern
Europe countries” (Perdigdo, 1991: 50).

Based on the idea of a European artistic dialogue and interchange (much like the Exhi-
bition-Dialogue event analysed in section 4.1.2.) as the way for a hermeneutic (trans)for-
mation and understanding of European cultural identity/identities and citizenship(s), the
ACARTE Meetings— The New Theatre/Dance of Europe were composed of a number of
shows, conferences, debates, and interactions with the public (cf. Ribeiro, 2007) (v. figs.
4.50. to 4.57.). The ACARTE Meetings brought to Lisbdor the first time- some of the
most respected names in the performing arts world, such as Reinhild Hoffriarr988,
and Tadeusz Kant®® and Pina Bauséh in 1989 (cf. FCG, 2008). However, the ACARTE
did not intend to “limit itself to presenting works of the conventional circuit [...], but
s[ought] to promote companies that [we]re not so well-known in Portugal, as well as com-
panies which [we]re still at an experimental phase” (Perdigdo, 1991: 50). Like in much of
the ACARTE's work, innovation and novelty were key features of the ACARTE Meetings,
thus providing the Portuguese public with the opportunity to come into contact with some
of Europe’s promising (then) newcomers, such as Wim Vandek&§ling 987, and Josef
Nadp’® and Jean-Claude Gallét4in 1988.

The public’s, as well as the critics’, responses to the ACARTE Meetings were very pos-
itive. The format of the festivals allowed for the public in general to gain access to, as well
as attain a more structured knowledge of, what was going on in the world of European per-
forming arts, either via the shows themselves, or through the participation in the parallel
conferences and debates with renowned experts, and also in the dialogue-meetings with the
artists (cf. FCG, 2008) which enabled the public to achieve a greater understanding of the

current state of affairs in artistic and cultural productioanPerdigdo’s words, “[t]he first

275 Reinhild Hoffmann (1943-) is a German choreographer and dancestudied at the Volkwang School in
Essen (along with Susanne Linke and Pina Bausch), and piotileemahce theatre (Tanztheater) genre.

276 Tadeusz Kantor (1915-1990) was a Polish artist and theatre directowned for his revolutionary theat-
rical productions; he was Director of the Tedlgicot Company. “The 1989 ACARTE Meetings were in-
augurated with the [author’$fistorical piecele ne reviendrai jamaigRibeiro, 2007: 378).

277 pina Bausch (1940-2009) was a German choreographer, ballet diaectanodern dance performer and
teacher who pioneered the Tanztheater movement in the 1970s. The QAT B Meetings came to a
close with the premier of Pina Bausch in Portugal, who presented thth@ater Wuppertal Company per-
forming the piecé&uf dem Gebirge hat man ein Geschrei gehort

278 Wim Vandekeybus directed and presented the Ultima Vez CompanymiedoVhat the Body does not
Remembein the 1987 ACARTE Meetings.

219 The Josef Nadj Company performed the pi@aeard Pékinoisn the 1988 ACARTE Meetings.

280 jean-Claude Gallota directed the Groupe Emile Dubois perforhgiad-ouves & Pandorin the 1988
ACARTE Meetings.
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ACARTE Meetings were a sort of a shock [;] [tlhe impact was enormous amongst the Por-
tuguese public and it attracted the attention of the European Commission to our country. [...]
In 1988 the interest of the public was comfad and we searched for new paths to take”
(Perdigao, 1989a). The third edition was quite impactful and it brought the debut of German
choreographer and dancer Pina Bausch in Portugal, which gave origin to a sort of pilgrimage,
with “excursions being orgased by people coming from Oporto specifically to see the
show” (Ribeiro, 2007: 378). The immediate reading of that phenomenon leads to an expla-
nation based on Bausch’s fame as well as on the quality of her company’s repadoire a
performances. However, a more in-depth reading must take into consideration the
ACARTE’s important role in the existence of the phenomenon described just above: it was
the ACARTE- with its continued work-that created the symbolic situations which gener-
ated that type of public (and respective artistic-cultural identity) formation.

The ACARTE developed more than an artistidtural programme, it (re)structured “the
context where the [public’s] reception takes place” (Esquenazi, 2006: 92), establishing the
opportunities and possibilities for new relationships to develop between artistic-cultural
manifestations and the publics. The ACARTE provided the Portuguese public with a space
for the arranging and ordering of the different steps required for the constru(ct)ing of a cul-
tural dtizenship. By fostering an “internationalist cultural policy, which based its fundamen-
tal source on European diversity” (Ribeiro, 2007: 379), Madalena Perdigdo’s ACARTE was
a space where the Lisboan (and Portuguese) citizen could finally come into effectast c
with a European contemporary and postmodern horizon. The work developed between 1984
and 1990/199! featured some of the most relevant cultural and artistic policies for that
time in Portugal. Perdigdo’s programming was able to provide thegesa public with a
sense of European cultural citizenship and identity/identities at a moment when, in Portugal,
the transition between late modernity and postmodernity was latent and not yet resolved. In
being an internationalist artistaultural “realspace, as perfect, as meticulous, as well ar-
ranged as ours [of transition and in-betweess was] disorderly, ill construed and sketchy”
(Foucault, 2008[1967]: 21), the ACARTE became an example of what Foucault designated
as heterotopias of compensation, which hold a specific function in relation to the rest of the
space (cfibid.).

281 Madalena Perdigdo passed away in 1989, but had left the following peagsamming prepared in ad-
vance.
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That space of compensation served its purpose in the transitioning phase that Portugal
and particularly Lisbon’s cultural and artistic panoramaere facing. The renovation and
further development of that space, which created symbolical situations allowing for the pro-
cessing of cultural realities and, therefore, for the development of structured cultural identi-
ties, would, however, not happen. Immediately after the endrdiddo’s programming, i.e.
in the early 1990s, the ACARTE's role in Lisbon’s culturalscape rapidly started to lose its
edge, and its innovative character (cf. Ribeiro, 2007). At an international level, the ACARTE
soon lost its relevance, as well. And while in the beginning the CAM had benefited from the
ACARTE’s notoriety, by 1999 the ACARTE no longer had the symbolical cultural capital
required to stand on its own and was renamed CAM/ACARTE.

As will be addressed in the following chapter, throughout the 90s Portugal underwent
an unprecedented artistic and cultural development, with a number of cultural institutions
surging up in Lisbon’s culturalscape (the Culturgest and the CCB were two of the most rel-
evant examples). There was also an increase in the number of art galleries and in the number
of private performance arts’ production companiesilofl.). The habit of contacting with
international artistic-cultural expressions as well as the habit of producing and coordinating
new and original work instituted by the ACARTE can be consideratleast- partly re-
sponsible for the 1990s boom in artistic-cultural productions. In 2003, after deciding that the
purpose of the initial cultural policy and programseut in motion by the ACARTE re-
garding performance-related artistic practiedsd been achieved, that “those policies had
changed the national panorama of those artistic practices, and that [the ACARTE] was a
model which had been adopted and developed by other institutions throughout the country”
(FCG,2003: 61), the FCG’s Board of Administration ended the ACARTE programme.

This chapter explored the CAM’s and the ACARTE’s mission statements, objectives,
and guidelines, as well as their consequential activities, describing and discussing their ex-
hibitionary complex effect in mid-1980s Lisbon. The first part of the following chapter will
seek to delineate the late modernism/high modernism and postmodernism (national and in-
ternational) debate, along with postmodernism’s role as mediator between heritage and con-

temporaneity: all constitutive and moulding elements of the CAM'si@lltartography at
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the turn of the millennium. The second part of the following chapter will then examine the
varied levels at which (in service, publication, and exhibition formats) the CAM organised

itself and its activities so as to reflect/perform an ongoing multicultural, pluri-vocal, trans-
national postmodernity.

Figure 4.50. - ACARTE Meetings 1989: Wuppertaler Tanztheater,
On the Mountain a Cry was Heardoy Pina Bausch

Figure 4.51. - ACARTE Meetings 19871l Ladro di Anime, by Giorgio Barberio Corsetti
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Figure 4.52. -Containers, a film in a movable monument
installation by Johan Opstaele and J. Vaneessen, 1991

Figure 4.54. - ACARTE Meetings, 1991Macbeth by Johann Kresnik
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Figure 4.55. - ACARTE Meetings 1991The People of §,

the Acid Rains by Duarte Barrilaro Ruas, produced
by the ACARTE

Figure 4.56. - ACARTE Meetings 1987:
Montedemg play by Hélia Correia, performed
by Teatro O Bando

Figure 4.57. - ACARTE Meetings 1994:
Café Miller, by Pina Bausch
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5. READING HISTORY , WRITING ART , MAKING CULTURE
THE CAM’ S RHETORIC OF (DIS)CONTINUITY






5.1. THE CULTURAL CARTOGRAPHY OF THE CAM AT THE TURN OF THE MILLENNIUM

You're standing in the middle of a small room. The wall ahead of you is all mirror. That behind
you is also mirrored. Where you are standing is where the object in a museum is located; where
your reflections are is where you, as a subject, as a museum user, are. Once outsidetine mu
all this is reversed.
(Preziosi, 2004: 71).

Museums, metaphorically and literally speaking, are‘'morrors’ and their representations are
not mere ‘reflections’. To produce a display in an art museum is not to hold a mirror to stiiety
reflect the state of contemporary art or whatever else. Likewise, the museum iplaaemainer
in which to represent truth.
(Whitehead, 2012: 23).

The CAM’s second decade of existence would reflect the changes in Lisbon’s (and the na-
tion’s) culturalscape, as it would help to (re)shape certain categories in art history as well as
some approaches to epistemology in the artistic, cultural, and educational fields. As the first
modern art museum in Portugal the CAM “greatly contributed to the first historical revision
of names from our modernity” (Ribeiro, 2007: 364), and as a museological space dedicated
to modern and contemporary art the CAM was responsible for communicating and mediating
Portuguese art of the 2@entury to the public. As was discussed in the previous two chap-
ters, the specific terms and particular contexts of such work during the period ofMhie CA
inauguration are the basis upon which the CAM’s rhetoric of (dis)continwsy/a-cultural
meaning-making processwill be introduced. As will be addressed throughout the follow-
ing three sections, the last two decades of tHec2tury were characterised by the intensi-
fication of discourse regarding the end of the master-narratives and the increasing fulfilment
of a postmodern era. The analysis of those socio-cultural realities and their interconnection
in Portugal will help delineate what type of cultural cartography the CAM upheld at the turn
of the millennium. As such, it will be argued that an art museum’s cultural cartography both
shapes and reflects societal changes at large.

Cultural cartography is a strategic concept in the analysis of how meaning is crneated a
constru(ct)ed within the realm of the art museum (cf. Whitehead, 2012). This concept will
allow for an analysis of the CAM'artworks as a system of signs that relate to each other in

order to create meaning, helping to shed light on the subconscious map which members of a
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culture use to read and understand art, its history, and its social and cultural implications (cf.
ibid.). A museum is, therefore, not a mirror, but a space where media and discourses structure
specific kinds of articulations between objects and between knowledgesi(¢to produce
meanings and ways of seeing. The cultural cartography of a museum is a way of mapping
out those objects and knowledges, delineating the articulations between them as cultural
meaning-making processes. The sociologically and anthropologically based researches con-
ducted in the field of Culture and Cultural Studies (namely in the works of authors such as
Stuart Hall, Raymond Williams, and James Clifford) have demonstrated that belonging to a
culture enables people to share frameworks or maps of meaning that are used to order things,
to understand the world, as well as to create, communicate, and exchange ideas and mean-
ings. The museum can be regarded as one of the most important institutions playing a role
in the creation of those shared frameworks or maps. Many Museum Studies scholars have
demonstrated how museums work at a cartographic level. Eilean Hooper-Greenhill has ob-
served that the museum can be understood as a map since it nvedkscting “from the

totality of the world those aspects that can serve to depict it through ordering, classifying
and constructing pictures of ‘reality” (Hoop&reenhill, 2000: 16). A museum can, hence,

be understood as a map, albeit one with a different potential for expression than the conven-
tional plane surface map, namely as the museum enables and conveys a broader scope of
narrativisation (cf. Whitehead, 2012).

Maps are official, legitimating documents. They, like museums, have the authority of
the official, the authenticated. They, like museums, are not neutral, may be ataccur
may bear little relationship to territorythe concrete that they supposedly accurately
reflect. Maps and museums both bring the world into an apparent saigleat frame-
work, with unified, ordered, and assigned relationships between nature, the axis and
tures. Museums, like maps, construct relationships, propose hierarchies, defme ter
ries, and present a view. Through those things that are made visible and those things
that are left invisible, views and values are created. These valuesosladees, objects
and identities.

(Hooper-Greenhill, 2000: 18).

It is the correlation created between these spaces, objects, and identities that creates
knowledge in/ofthe cultural cartography of a museum. The language of an art museum’s

museography presents itself as one of the key elements in the analysis of what type of dis-
courses are being presented to the public and, consequently, mediating the public’s construc-

tions (views and values) of art and of the culture it springs from, inhabits, and represents.
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An art museum establishes practical and discursive relations of mutual construction,
even if not completely straightforward ones, with art history and artistic practice (cf. White-
head, 2012). Authors like Donald Preziosi, Christopher Whitehead, and Hans Belting have
developed studies on this topic, with Belting, for example, characterising the construction of

modernist art within the art museum space as:

best described as avant-garde art reflecting the idea of linear ogpeguest, and

novelty, thus testifying against its own culture as a dead and unwelcome past. Avant-

garde, which as we should note, was originally a military term, magesgible to

measure progress and innovation within the art context. Therefore, ary listame

necessary, which, in turn, needed art museums to display art history’s materials and

results.

(Belting, 2003: 21).
This point of view is significant to understand not only the primary role of an art museum,
but also to be able to see what are the issues at stake when analysing what an art museum
means: what it means in itself and, perhaps more importantly, what it means by/through its
statements regarding art, artistic practice and appreciation, the narratives and (art) histories
it presents, and the view of the (art) world it offers its public. In order to obtain a wider scop
of those varied, multipléevel meanings, it is essential to understand an art museum’s par-
ticular cultural cartographies as they mutate and evolve over time and not just as they are
presented at the moment of the museum’s inauguration. An art museum’s spatial nature and
the discursive techniques which it adopts as it develops structure specific kinds of articula-
tions between objects and between knowledges, and these articulations function by means
of establishing elements of differentiation and clusters of narration (cf. Whitehead, 2011;
2012).
The action of differentiation, as described by Whitehead, “is oitph the ways in

which classificatory structures are developed and embodied” (Whitehead, 2012: 24). It sub-
sumes the identification of categories and multiple levels of sub-categories and sub-divi-
sions. The CAM is an art centre and an art museum which collects, fosters, and displays
modern and contemporary art, hence, modern art and contemporary art are the main catego-
ries, and within each category it is possible to identify further sub-categoriesfofnas
such as painting, sculpture, photography, video, installation, etc.. These are then subjected
to sub-divisions of art movementdike Cubism, Expressionism, Dadaism, Surrealism, Pop
Art, etc..— which can appear, disappear, and transform throughout time depending on the

cultural-artistic discourses constru(ct)ed regarding the socio-historical frameworks of both
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past and present times. According to Whitehead, these sub-categories and sub-divisions
“form disciplinary regimes of apprehension (including sensory apprehension), interpretation
and understandg of the objects used to embody them” (Whitehead, 2012: 25). Within each
context, political-epistemological choices are made which arise from the need for definition,
while simultaneously subjecting the formation of the sub-categories and sub-divisions to
problems of definition. What can be included and excluded from these becomes naturalised
over time but only until the established definitions are forced into crisis by problematic
boundary worke?

What defines boundary work can derive from “tievelopment of arguments, practices
and strategies to justify particular divisions of knowledge and the strategies used to con-
struct, maintain and push boundaries” (Whitehead, 2011: 53) or from the “set of differenti-
ating activities that attribute selected characteristics to particular branches of knowledge on
the basis of differing methods, values, stocks of knowledge and styles of organization”
(Thompson Klein, 1993: 185). According to Professor of Humanities Julie Thompson Klein,
boundary work becomes evident when it emerges from within (but at the same time in face
of and/or as a response to) established and upheld é&hsinse these “create order by
giving authority to certain texts, figures, ideas, problems, discursive strategies and historical
narratves.” (ibid.). However, Whitehead highlights the fact that Hooper-Greenhill presents
the counter point of this argument by stating that even the conservation and reproduction of
canon is divisive in its role of boundary maintenance because while “someeablked to
speak and are empowered [...], others are silenced and marginalised” ({&epanill,

2000: 21), which recalls Foucault’'s aphorism that “knowledge is not made for understand-
ing; it is made for cutting” (Foucault, 1984: 88).

To paraphrase Whitehead, the issue of under which (disciplinary) kind of sub-category
and sub-division a given work of art is placed and how it is positioned regarding other works
of art inside the museum space is constitutive of difference and representative of the politi-
cal-epistemological choices taken in making knowledge and creating meaning through em-
bodied representations of the world (cf. Whitehead, 2012). “With disciplinary positioning

comes entry into an epistemological regima prescribed way of knowing which informs

282 The issue of the beginning of Portuguese modernism is an examplapter 3. and section 5.2.3.).
283 The denominated Bad Painting and New Painting movements are ceddioldre examples of postmod-
ernist boundary work which redefined the canons of Western Painting.
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display practices and forms of consumptiewhich is in dynamic relation with the devel-
opment of discourses about categories of culture likeiart!.(25). Here, Whitehead high-

lights the significance of disciplinary boundaries and the consequential election and adoption
of specific epistemological regimes. As was mentioned throughout different sections of the
previous chapter, the delineation of art historical time perous., the establishing of a

rigid connection between given chronological, contextual, and conceptual frames and spe-
cific art movements/schoolsand their pairing with exemplificative works of art from those
periods/movements had been subjected to several processes of revision since the 1960s, es-
pecially with the advent of the new reading approaches brought about by the British Cultural
Studies. The following three sections will address and disetresn multiple perspectives

—the issue of disciplinary and epistemological boundaries as cultural meaning-making pro-
cesses inside tf@AM'’s space.

The representation of the relationship established between objects is what constitutes
narration in the art museum exhibition context f@id.). When in display in an exhibition,
artworks and sets of artworks are placed in a certain order or sequence. Their positioning
may be explicitly chronological with the purpose of telling “a literal story which unfolds in
historical time” (bid.: 26) (like a given artist's or a given art movement’s development and
evolution over time), or it may be set to represent a figurative and/or intellectual ssquenc
which will “nevertheless involve a heemdnow chronology of perception and cognition”
(ibid.) (which dynamically engages the curator’s ability to properly express her/halover
idea and concepof the exhibition and the visitor’s ability to properly decode the message(s)

of the exhibition). Hence,

a narrative can emerge from the moments of a topic, where a story is cuehylzain-
structed through the opening of new dimensions and the gradual layering of strata of
interpretation. This is done through the physical and thematic grouping ofsohjet;t
very often, the written interpretation which explains such groupings. Grougiiegsl
relations between objects work to construct objects of higher order, for exémepl
period room is both assemblage of objects and object in itself, bdth physicality
and as an object of knowledge concerning domesticity and material culture.

(ibid.: 26).

The type of sequential order (chronological, thematic, anthological, etc.) of the works of art
in a given exhibition, the spatial layout of artworks within the museum space, and the degrees
of (in)visibility which those aspects allow for are determinant factors in the acknowledgment

of a given exhibition as purporting this or those idea(s) or message(s). Ultimately they are
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also crucial factors in/for the establishment of frameworks of analysis and points of view
regarding art and culture as constitutive elements of societal, anthropological, and philo-
sophical developments (and vice-versa). Exhibitions can, thus, be thought of as means of
communicating and mediating narratives, ways of perceiving knowledge and constru(ct)ing
meaning.

As was previously mentioned, for Foucault discourse is what constructs the topic, it is
what defines and produces the objects of our knowledge. Foucault's concept of discourse as
representation practieeand his particular interest in the rules, the norms, and the practices
that produce meaningful statements and regulate discewdlebe a key element in the
analysis of the CAM'’s cultural cartography. According to Foucault, it is essential to look at
the semantic field in which any given ideological sequence expresses meaning(s) (cf. Fou-
cault, 1991). It is exactly the specificity of the semantic field that defines the way in which
the topic can be studied and thought of in a signifying way. Discourses are considered to be
a form of ‘reference to’ or a form of ‘constructing knowledge about’ a particular practice: a
set of ideas, images, habits, that allow for the strategies necessary to talk about specific forms
of knowledge and of conduct associated to a particular topic, social activity, or institutional
place in a given society. These discursive formations define what is and what is not appro-
priate in the development of our practices in relation to a topic or activity. Moreover and
more importantly to the subject at hand, they also define which knowledge is considered
useful, elevant, and true within that context. The term ‘discurdigs been employed as a
general term to refer to an analytical approach in which meaning, representation, and culture
are considered to be constitutive. It is the analysis and understanding of the discursive for-
mations (cf. Foucault, 1991) of the CAM that will allow for a reading of its cultural cartog-
raphy.

As will be addressed in the next section (and then exemplified and discussed in further
detail in sections 5.1.2. and 5.1.3.), in the 1990s and early 2000s the CAM would redefine
some of its key criteria for the organisation of permanent and temporary exhibitions, demon-
strating a greater concern not only with making Portuguese contemporary art more accessi-
ble and intelligible to the public, but also with establishing clearer, albeit multiplafinas
on the chronological, material, conceptual, and thematic development of Portuguese art from
the 20" century. Such a redefinition would be reflected in “the systematic organisation of

anthological and retrospective exhibitions of already acclaimed Portuguese artists; in the
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presentation of artists who were beginning their careers; in the display of foreign artists’
work” (FCG, 2008: 142). The consistency of these exhibition formats would becewd on

the CAM’s trademark signatures, and the resonance of the exhibitions by established and
up-and-coming Portuguese artists would be quite significant in the construction of a history
of Portuguese art in the late™@nd early 2% centuries. The CAM’sommitment to the
permanent exhibition of Portuguese modern and contemporary art was a “very important
[element] in Portugal’s cultural and educational spat®t.); and its commitment to “de-
veloping a national collection with an international leaning [allowed the CAM to continue
playing] a unique role in Portuguese culture in the 1990s” (Silva, 2014: 164).

The CAM'’s role in the development of Portuguese artistic culture and its place in the
reshaping of Lisbon’s culturalscape at the turn of the millenrcan be read both as a con-
tinuation and a discontinuation of the work conducted in its early years. On the one hand,
and despite the emergence of new cultural and artistic spaces in the city and thé®ountry
the CAM retained its place and its importance as the holder of the largest and most signifi-
cant collection of 20 century Portuguese art (cf. Ribeiro, 2007; FCG, 2008; Silva, 2014).
On the other hand, however, the ways in which that collection, as well as the CAM’s British
and international art collections, were displayed and conveyed to the public would come to
change considerably. The CAM had initially concentrated a lot of effort in exhilaitthg
works from the Portuguese early Modernism by following the French art historiography tra-
dition as conducted by José-Augusto Frafrcavho had had a great influence on Sommer
Ribeiro (cf. Silva, 2014). But as the CAM completed its first decade, the change in Directors
would become apparent, not only through the redefinition of criteria for the organisation of
exhibitions (what kind of exhibitionsv. previous paragraph), but also due to the type of art
history and cultural approaches chosen when exhibiting the CAM'’s collection. As White-

head observed,

[t]his is an important issue in relation to the cartpbsaof the art museum, [...] the
extent to which it admits contrary mappings, overcoming the ideological suprefmacy
accuracy and veracity as ultimate ideals towards which museums have geeedat

to strive. One of the inherent problems of recognizing the multiplicity of meanings and
possible interpretive processes and conclusions within an institutionaktathat
such multiplicity must be managed, represented and delimited so as togédkag
public consumption.

284The cases of the CCB, the Culturgest Foundation, and the Serralvesiimundll be addressed ahead as
examples.
285V, section 4.1.1..
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(Whitehead, 2012: 90).

The contextual framework which led to those new approaclyeserating new mappings
and a multiplicity of meanings and a few examples on how they came to fruition will be

discussed in further detail throughout the next three sections.

218



5.1.1. Between theAfter Modernismand the postmodernisms of the 1980s

Postmodernism and the debate regarding postmodern cultural processes would come to de-
fine much of the national and international academic, artistic, and institutional panoramas.
In Portugal, the transition between modernism and postmodernism was highly debated and
its feasibility (at many levels) denied, put into question, or acclaimed as completely and
urgently needed by scholars, artists, and intellectuals. The general question seems to have
revolved around a divergent vision of how progress and development functioned, with some
advocating that it was impossible to progress past something that had not been fully realised
and fulfilled, and others proposing that development could only come from moving past
what already is (even if it is not complete or well-rounded). As will be discussed in the
following section, the change in Directors in 1994 would bring some transformations to the
CAM'’s collecting and ekibiting strategies. In order to better understand the roots of and
motivations for those transformations, it is necessary to go back to the early 1980s and briefly
examine one of its most important international cultural debates as well as one of Lisbon’s
most relevant artistic manifestations of the decade.

In 1983- the year the CAM was inauguratedn influential anthology was published
under the titleThe Anti-Aesthetie- Essays on Postmodern Cultumntaining essays by
Jirgen Haberm&¥, Rosalind Kraus§’, Douglas CrimgP®,

286 Jirgen Habermas (1929-) is a German sociologist and philosiopther tradition of critical theory and
pragmatism. His contribution to tHeostmodern Cultureolume was titled “Modernity -An Incomplete
Project”, v. Habermas, 1983. Foster summarised Habermas’s argument: “Jiirgen Hslpeses the basic
issues of a culture heir to the Enlightenmeanf modernism and the avant-garde, of a progressive modernity
and a reactionary postmodernity. He affirmsti@dern refusal of the “normative” but warns against “false
negations”; at the same time, he denounces (neoconservative) antimodesmisattionary. Opposed to
both revolt and reaction, he calls for a critical reappropriation of the modeject” (Foser, 1983: xii).

287 Rosalind Krauss (1941-) is an American art critic, art theorist, and aspmf Her contribution to the
Postmodern Culturgolume was titled Sculpture in the Expanded Fi&|d/. Krauss, 1983. Foster summa-
rised Krauss argument: “Rosalind Kauss details how the logad modern sculpture led in the ‘60s to its
own deconstructior and to the deconstruction of the modern order of the arts baskd &mlightenment
order of distnct and autonomous disciplines. Today, she argues, “sculpdigts as but one term in an
“expanded field"of forms, all derived structurally. This, for Krauss, constittibespostmodernist break: art
conceived irterms of structure, not medium, oriented to “cultural terms”” (Foster,:28i83

288 Douglas Crimp (1944-) is an American professor in art historycétigribution to thé®ostmodern Culture
volume was titled “On the Museum’s Ruins’ Crimp, 1983. Foster summarised Crisgrgument: Doug-
las Crimp also posits the existence of a break with modernism, spegifictlits definition of the plane of
representation. In the work of Rob&auschenberg and others, the “natural”, uniform surfaceodiernist
painting is displaced, via photographic procedures, by the thoroughlyatutextual site of the postmod-
ernist picture. This aesthetic break, Crimp suggests, may sigegisamological break with the very “ta-
ble” or “archive” of modern knowledge. This he then explores vis-a-vis the maodstitution of the mu-
seum, the authority of which rests on a representational cenaégicience” of origins that does not hold
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Fredric Jamesdf’, Jean Baudrillard®, Edward Saitf', amongst others. This collection of
essays took on the task of discussing postmodernism as a way of challenging (deconstruct-
ing) the modernist ways of thinking about the world. By highlighting the fact that the post-
modern debate was already unfolding in the conceptual fields of aesthetics, interpretation
and criticism, and space and time, postmodern culture was asserted and postmodernism was
thought of in that publication “not juas an artistic style but as a condition of life in a media-
saturated global village, in the context of the shifting class and culture formations of post-
industrial societies” (D’Alleva, 2012: 144). In his introduction to this collection of essays,
Hal Foster, art critic and editor of tR®stmodern Culturedistinguishes between two types

of postmodernism: a postmodernism of resistance and a postmodernism of reaction (cf. Fos-
ter, 1983). According to Foster,

[tlhe postmodernism of reaction is far better known: though not monoilttisisingular
in its repudiation of modernism. [...] Modernism is reduced to a style (ergnéftsm”
or the International Style) and condemned, or excised entirely as a cultural njistake;
and postmodern elements are thedesli and the humanist tradition is preserved. [...]
A postmodernism of resistance, then, arises as a counter-practice nottbelyfficial

up to scrutiny. Thus, he asserts, is the homogeneous seriesksfiwtiie museum threatened, in postmod-
ernism, by the heterogeneity of téxté~oster, 1983: xiii).

289 Fredric Jameson (1934-) is an American literary critic and Marxist politicalisheldis contribution to the
Postmodern Culturgolume was titled Postmodernism and Consumer Society Jameson, 1983. Foster
summarised Jamessrargument: Fredric Jamesoh..] notes, for example, that pastiche has become our
ubiquitous mode (in film, especially), which suggests not onlyiaire awash in a sea of private languages
but also that we wish to be recalled to times less problematic than our d&im fithin points to a refusal to
engage the present or to think historicallg refusal that Jameson regards as characteristic of the “schizo-
phrenia” of consumer society(Foster, 1983: xiv).

2% Jean Baudrillard (1929-2007) was a French sociologist, philosagiecultural theorist. His contribution
to thePostmodern Culturgolume was titled The Ecstasy of Communicatitrv. Baudrillard, 1983. Foster
summarised Baudrillafsl argument: Jean Baudrillard also reflects upon our contemporary dissolution of
public space and time. In a world of simulation, he writes, causalibgtisthe object no longer serves as a
mirror of the sbject, and there is no longer a “scengfivate or public- only “ob-scene” information. In
effect, the self becomes a “schiza”/pure screen ... for all the networks of influehdgoster, 1983: xiv).

21 Edward Said (1935-2003) was a Palestinian-American literary theorist, culiticalacrd critical-theorist
on post-colonialism. His contribution to tRestmodern Culturgolume was titled Opponents, Audiences,
Constituencies and Commuriity. Said, 1983. Foster summarised Saddgument: To Said, the postmod-
ern crossing of linesimostly apparent: the cult of “the expert”, the authority of “the field”tsildl. Indeed,

a “doctrine of noninterference” is tacitly assumed whereby “the humanities™politics” areheld aloof
from each other. But this only acts to rarefy the one andHeeether, and to conceal the affiliations of both.
As a result, the humanities come to serve in two ways: to disguise the uméticr@peration of information
and ‘to represent humane marginality”. Hetleen, we have come full circle: the Enlightenment, the disci-
plinary project of modernjt now mystifies; it makes for “religious constituencies”, n&cigar communi-
ties”, and this abets state power. For Said (as for the Italian Marxist Antoaig@i) such power resides as
much in civil institutions as in political and military ones. Thus, like JameSaid urges an awareness of
the “hegemonic’aspects of cultural texts and proposes a counter-practice of interfarenedin solidarity
with Frampton, Owens, Ulmer ...), he cites these strategies: a critiqUeia oépresentations, alternative
uses of informational modes (like photography), and a recovefthetistory of) othefs (Foster, 1983:
Xiv-XVv).
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culture of modernism but also to the “false normativity” of a reactionasynpodern-

ism. In opposition (but nainly in opposition), a resistant postmodernism is concerned

with a critical deconstruction of tradition, not an instrumental pastichgopf or

pseudo-historical forms, with a critique of origins, not a return to threghort, it seeks

to question rather than exploit cultural codes, to explore rather than concabbadci

political affiliations.

(ibid.: x)
JeanFrancois Lyotard€? 1979 seminal worRhe Postmodern Condition: A Report on

Knowledge where the French philosopher definggostmodernas incredulity toward
metanarratives” (Lyotard, 1984: xxiv), has been considered as an example of postmodernism
of reaction (e.g., v. Grande, 2009: 307-308, 351). However, it can be argued that the type of
rejection to master-narratives proposed by Lyotard fell into the category of postisoder
of resistance insofar as he urged for culture to be analysed as a process ratisea firaad
entity, emphasising the importance of examining (deconstructing) the social contexts which
shaped that process (cf. D’Alleve)12). Fredric Jameson also highlighted the in-between-
ness of Lyotard’s whole argument on what are the signature characteristics and the main
objectives of postmodernisniis-a-vis high modernism regarding the construction of
knowledge. Lyotard’s argumenttimately called for a need of identification of the master-
narratives, not with the purpose of abolishing them entirely (or rendering them elements of
the unconscious, as Jameson suggé¥edbut rather with the purpose of deconstructing
them and analysgtheir constitutive elements. Lyotard’s text is indicative of the deep prob-
lems and contradictions with which both types of postmodernism previously mentioned were
confronted. In his foreword text to the English version of Lyotard’s work, Jameson stated

that

although he has polemically endorsed the slogan of a “postmodernism” and has been
involved in the defence of some of its more controversial productions, Lystand i
reality quite unwilling to posit a postmodernist stage radicallycfit from the period

of high modernism and involving a fundamental historical and cultural breakhisth

last. Rather, seeing postmodernism as a discontent with a disintegratiis @fthat

high modernist stylee a moment in the perpetual “revolution” and innovatiorhigh
modernism, to be succeeded by a fresh burst of formal inveniioa striking formula

292 Jean-Francois Lyotard (1924-1998) was a French philosopleeslagpst, and literary theorist.

2931n the foreword to the English translation of Lyotard’s text, Jamestessthat the author “seems unwilling
to take a further step in the present text, namely to posit, not th@eigsapce of the great master-narratives,
but their passage underground as it were, their continuing butmoensciougffectivity as a way otthink-
ing about” andacting in our current situation. This persistence of buried master-narrativésat | have
elsewhere called our “political unconscious”, | will try shortly to desticate on the occasion of the present
text as well” (Jameson, 1984: xxi).
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he has characterized postmodernism, not as that which follows modernism and its par
ticular legitimation crisis, but rather as a cyclical moment that retufosdoie emer-
gence of evenewmodernisms in the stricter sense.

(Jameson, 1984: xvi)

In this short paragraph, Jameson makes the argument that Lyotard’s postmodernism might
in fact be a postmodernism of resistance: one-theaten though breaking away from the
concept of functioning overarching-narratives which aim to single-handedly locate, inform,
and explain everything seeks to allow for new narratives (new politics of class, ethnicity,
gender, etc.) to enter into a postmodernist interdisciplinary debate on knowledge and its con-
sequent power relations.

This very brief introduction to one of the aspects of the international debate on postmod-
ernism in the 1980s illustrates one of the key issues of the debate on the Portuguese condi-
tion(s) for the development of a postmodern society. In Portudjaé to the political, social,
and cultural contexts and environments which have been analysed-sthéadebate on
postmodernism reflected a crucial aspect: the Portuguésee?@ury had hindered the de-
velopment and fulfilment of modernity in Portugal, which had (to some extent) to be con-
densed between the 1974 Revolution and the8@gj-so as to keep up with the E.E.C.’s
progress standards (v. subchapter 3.1. and chapter 4.). Ever since the late 80s, Portuguese
Sociology Professor Boaventura de Sousa Santos has developed his analysis of this phenom-
enon of a condensed experiencing of Portugal’s first modernity. The author pinpoints the
25" of April Revolution, the end of the colonial empire, and joining the E.E.C. (all taking
place between 1974 and 1986) as key moments in, and fundamental tools for, the balancing
out of Portugal’s first modernity, as well as for the simultaneous fulfilment of its second
modernity and its transition to a postmodernity (cf. Sousa Santos, 2013[1994]). Boaventura
de Sousa Santos advocated that, as a result of those circumstances, Portugal would have to
fulfil some of modernity’s promises in sharircuit (the author’s expression) with the emerg-
ing promises of postmodernity (abid.). According to the author’s vision, in order to
(re)build its identity and find its place of independence within the European Community

context, Portugal would have required a postmodernism of resistance and of f&action

2%4 Boaventura d&ousa Santos spoke of a “double demand: in the formulation of Saime abjectives of
development [the Portuguese society] should carry on as if tfecpod modernity was not yet fulfilled or
as if it had not even been put into question; in the fulfilling oféljeame] objectives [the Portuguese society]
should assume that (to Portugal in a certain way more vitally than to &nitr@pean] societies) the project
of modernity was historically fulfilled and that [Portuguese society] Ishoot expect from it what only a
new paradigm [- postmodernism -] colddng about” (Sousa Santos, 2013[1994]: 84).
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which could have been accomplished through a process of (re)reading and (re)interpreting
modernity’s development goals and fulfilling them, not through processes of a canonical
modernisation of societ$?, but via the proposed short-circuiting of modern objectives and
postmodern symbolical values.

In Portugal, one event stood out in the artistic field as the flagship of the debate on
postmodernism, embodying some of the key questions of the postmodernism of reaction, of
the postmodernism of resistance, as well as of the positioning of Portuguese artistic and
cultural expression in a European conté&¢pois do ModernismpAfter Modernisr (v.
figs. 5.1., 5.2.) was a collective exhibition/evéhtvhich took place in Lisbon, in January
1983 (again, the same year the CAM opened to the public), and presented visual arts, fashion,
and architecture exhibitions, theatre, dance, and music performances, as well as debates and
colloquia, gathering both emerging and already established names in all of those fields, with
a total of 90 participants. The event was organised, amongst others, by Lufé’Sezpael
Moura?®8 and Antdnio Cerveira Pinty. According to the curators of After Modernism, the
main point of the event was to have a new generation of artists, curators, and critics tackle
some of the umbrella questions/issues regarding the period of time they were living in, which

they considered to be of a transitional nature. Their aim was

to find out if “modernity” has depleted, or not, its own overwhelming energy and to
wonder if today [1983] it is nothing but a concept void of content, realg tdilised

to mean everything and nothing; to find out if there are formats of aeigbression in
Portugal which may hold the amplitude and ambivalence of a concept such as post-
modernity; to find out if it is possible to establish an understanding between vatiegate
fields— which are often left quite apart from each othénrough several social mech-

2%5Which cannot pose or support any other and/or further develdpmvaile modernity’s issues are not fully
addressed and resolved.

2% After Modernisris cultural programme: Exhibitions: ArchitectureDepois do ModerngAfter the Mod-
ern]; Visual Arts— Catastofres ElementaréElementary Catastrophes]; FashieRroposta de fato de tra-
balho para artista pintofWork-suit proposal for painter-artist], Location: SNBA, Dates: Jan@atg 30",
1983. Colloquia: 22.01.19830 Movimento Moderno morreufHas the Modern Movement died?];
23.01.1983Arquitectura agoralArchitecture now!]; 23.01.1983Arquitectura e o restgArchitecture and
the rest!]; 24.01.198Pepois do Modernismo[After Modernism []; 25.01.1983A ma pintura e a ideia de
Arte [Bad painting and the idea of Art]; 26.01.1988pois do Modernismo [After Modernism II], Loca-
tion: ESBAL. Musical performancéor cima o siléncio..[The silence above], Location: Espaco Inter-
média, Dates: January,78", 14" 15" and 2%, 1983. Dance-Theatre performandanza— Variedades
[Tanza— Variety Show], Location: Teatro da Graga, Dates: Januafy 28", 29" and 3@, 1983 (cf.
Marchand, 2009).

297 | uis Serpa (1948-2015) was a Portuguese art curator, gallerist, amdlagent, responsible for a para-
digm-shift in the field of visual arts in Portugal.

298 L eonel Moura (1948-) is a Portuguese artist.

299 Antdnio Cerveira Pinto (1952-) is a Portuguese artist, art critic, essayigtrahuter.
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anisms, bearing in mind that neither academic alignment nor blind innovatian-are
ceptable parameters of development for any of the art forms on displaydl toufi if
the gathered fragments from therein may help delineate, not a general tendeacy, b
specific Zeitgeist in short, to find out where we might be when everything seems to
indicate we are no longer anywhere.

(Serpa, 1983: 10)

The set of questions/propositions presented seem to embody, for the artistic and cultural
fields, what Sousa Santos’s shoircuit approach suggested be done in the political, eco-
nomic, educational, and social fields. The event presented itself as anti-instittj@mal
as an act of defiance against the dominant modernism of the 1940s and 50s (cf. Grande,
2009; Marchand, 2009; Nogueira, 2013) as well as against the hegemony of the modern
critique discourse which followed the modern model of art criticism introduced by José-
Augusto Franca in the 50s (cf. Grande, 2009), which will be discussed in section 5.1.3..
However, in addressing modernity and its energy and content levels, the curators were in
fact proposing an analysis, a deconstruction, and an examination of modernity to find out its
(post)conditions at that moment in time. The point was to try to conceive of (and perceive
already) a modernity after and against the modern (which was the constitutive fabric of the
institutional circuits and backgrounds), thus “taking on a more historicist amterpreta-
tive vocation rather than a futurist/avaggrdist one” (Nogueira, 2013: 238). And even
though the main purpose of the curators was to present an aesthetic manifest on how post-
modernism could be approached and discussed, the issue of the lack of fulfilment of moder-
nity in Portugal was also addressed by some of the participants

In the visual arts field, thafter Modernismexhibition would serve as a stage for the

display of how Portuguese artists were adopting and adapting the post-conceptualist turn of

300t did, however, receive some funds and support from the State SetfetaCulture and from the FCG.

301 “The architects from Oporto who were invited to take part in this exhibit apevtBe call, not with a
selection of projects, but rather with a text that attempted to demonsttateditianot make sense to speak
of “after modernism” in Portugal, becsgimodernity had not been fulfilled in our country. It was a reatof
of sorts— a profound reflection on the history of national architecture in tRec@6tury, going through the
examples which represented attempts at establishing modernity igd&pkiut coming to the conclusion
that that modernity had not been reached. As such they refused patakn the exhibit. This refusal, despite
stirring up the spirits of many, did not mean that these architects waitiake part in the event. Somewhere
between the folding screens that housed the architectural projects waganeagned by Adalberto Dias,
Alcino Soutinho, Alves Costa, Alvaro Siza, Domingos Tavares, Eduandm $pura e Sérgio Fernandez,
displaying a text that was explicit, but only enough, for it to lmetstood that the theoretical schism which
drove them away from the exhibition spaces did not precludprésznce of their reflections and of their
arguments in the catalogue. Out of the group of unfavourablensspto the event this might have been the
most fruitful’ (Marchand, 2009).
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the international artistic sceité and, perhaps more importantly, it would serve as a stage
for the deconstruction of the modern paradigm of art display and art critique. The plurality
of art forms and movements and the interdisciplinary nature of the event allowed for a dif-
ferent way of presenting/experiencing art, one that renounced the constriction and rigidity
of previous institutional formal events, embracing a looser concept of what a cultural event
could be and look like. The (unprecedented) level of publicity and cultural marketing around
an event of that nature contributed to its success with the public, who attended the exhibi-
tions, performances, debates, and colloquia in great (and unexpected) numbers (cf.
Marchand, 2009). The critics’ reactionsalbeit negative (or perhaps exactly because they
were negative} were some of the more evident signs of the paradigm shifting capacity of
the event. The critiques were, indeed, prominently negative, especially those coming from
critics affiliated with the Portuguese section of the AICA and other institutional establish-
ments, i.e., critics belonging to the generation (and defenders) of the dominant modernism
which the event sought to go against. Even though the-ackd especially the disparity
of quality of the artworks presented was one of the main targets of the critics (cf. Nogueira,
2013), the overall negative criticism focused, not in the content of the works displayed or
performed, but rather on the format of the organisation of the event and its aims regarding
the deconstruction of modern paradigms of art criticism itself. Rui-Méario Goncalves, an art
critic from that dominant modernism generation, in his text from the Ca88quio Artes
(v. section 2.1.3.), “Carta de Lisboa: Bad Painting, Bad Criticism” accused the curators and
organisers of having taken on the role that should be ascribed to the critics (cf. Gongalves,
1983a); while José Luis Porfirio (belonging to a transitional generation between that of Gon-
calves and the one which would later on claim its place as the new critique of the 80s (cf.
Nogueira, 2013)) would state that those artists, curators, and organisers belonged to a gen-
eration that, via th&fter Modernisnevent, was demonstrating to be aware of itself without
requiring the critics’ backing or official support (cf. Porfirio, 1983).

This discussion aimed at introducing the two paradigm changes thsténé/odern-
ismexhibition came to reveal or make apparent, and which would later on have a significant

impact on the CAM’s cultural cartography: the increasing distancing between artistic mani-

302 Art movements such as bad painting (U.S.A.), trans-avant-gaatlg,(And neo-expressionism (Germany)
are a few examples of that post-conceptualist turn.
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festations/products and the established critical thmkef. Nogueira, 2013), and the “de-
construction of the Portuguese modernist [art history] paradigm, such as it had been imag-
ined, theorised, and conceptualised by Jasgusto Franca” (Almeida, 2006: 103). Despite
not having had immediate measurable effects on a large scalftehéodernismevent
put a generation of artists, curators, gallerists, and other art and culture-related agents in
motion, agents who “gave a continuation to the social and cultural experiment tested at the
After Modernisnevent” (Marchand, 2009). The ACARTE's investment in producing and/or
presenting international, diversified, interdisciplinary, and cosmopolitan artistic manifesta-
tions and cultural expressions (discussed throughout sub-chapter 4.2.) can be considered as
the mosimportant ‘continuation’ of that (required) shaitcuit between a postmodernism
of resistance and one of reaction. If by the late 80s the ACARTE had already clearly left a
mark in the transition of Lisbon’s culturalscape towards the immersion of axtudinde
performances into a postmodern era, the same could not be said of the CAM'’s colfetting a
exhibiting strategies and programme. Up until the early 90s, the CAM continued to focus its
acquisition and display politics on its aforementioned responsibilities as the first modern art
museum in Portugal and as the holder of the most important collection of Portuguese art
from the first half of the 20century. However, by 1994, the change in Directors “allowed
for interesting adjustments and openings, both in terms of acquisitions and the reassembling
of exhibitions from the permanent collection [...], thus showing the first signs of a challenge
to Franga’s “evolutionary” interpretation of art history” (Silva, 2014: 164).

Having had extensively presented Portuguese art of the first half of thee@tury to
the publics, and having had established itself as the house of modern art in Lisbon, the CAM
would have to further develop its realm of mediation between art and the publics, widening
the scope of artists and artistic periods deemed important for a (re)presentation of the mean-
ing-making and identity-forming mechanisms in Portuguese contemporary culture. The
slowing down and the losing of impact/relevance of the ACARTE'’s activities by the early
1990s, paired with the emergence of new artistic and cultural institutions nation-wide, would
call for a restructuration and redefinition of the CAM'’s role in the ongoing reshaping of
Lisbon’s culturalscape. As will be discussed later on, the second half of the ér89se
early years of the 2000s were transformative years for the CAM and its role. However, before

an analysis of that period can be carried out, it is first necessary to understand take gener
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socio-political and cultural-institutional panoramas that preceded those years. The interac-
tion and the associations and dissociations that occurred between the socio-political and the
cultural-institutional spheres will be the premise for an analysis of the transition between the
1980s and the 1990s in Portugal. How the elements of that transition were simultaneously
incorporated/reflected and exported/shaped by the CAM will be discussed in further detail
in sections 5.1.2. and 5.1.3..

Figure 5.2. - View of the exhibition at the SNBA in January 1983
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5.1.2. Mapping the resonance of heritage and contemporaneity in art and culture

The years spanning from the mid-1980s to the mid-90s brought significant changes to the
CAM, to the city of Lisbon, and to the national panorama in the political, economic, and
social fields with direct repercussions in the artistic and cultural arenas. Not only were there
contextual changes in the socio-economic-political situation (with the continued and further
integration of Portugal in the E.E.C. and the election of a new national government in 1985),
and transformations in the culturalscape in Lisbon (with the emergence of th&*QCB

1992 and of the Culturgeé8tin 1993) and in Oporto (with Casa de Serral%spening to

the public in 1987), but there were also very important contextual eeanghe FCG’s
institutional framework (with the passing away of the FCG’s President, José de Azeredo
Perdigdo, in 1993, and the change in Directors at the CAM in*4%99fhe confluence and
consequences of these factors, along with an increasing intensification of both national and
international debates regarding the conditions (and practices) of postmodernity would deter-
mine a symbolical relocation of the CAM within Lisbon’s culturalscape. The CAM’s col-

lecting and exhibiting politics and poetitsunderwent a transformation which both derived

303 The Centro Cultural de Belém [Belém Cultural Centre] opened to the mubRaigust 16, 1993. Con-
struction of the building was initiated in September 1988 and finish&éptember 1992. The CCB was
originally built to accommodate the people involved in and the activities carretliong the Portuguese
Presidency of the European Union in 1992. However, the CCB'opei@s a space for the development of
artistic and cultural activities was part of the original project forbihiéding’s role in thecity (cf. CCB,
2015).

304 The Culturgest Foundation was created in 1993 by the Caixa Geral de De{fsitoguese State-owned
bank and financial institution) to endorse and support the arts, foausitig organisation, production, and
presentation of artistic and cultural activities such as exhibitions, theatoparaperformances, dance and
music shows, cinema festivals, conferences, etc. (cf. Culturgest, 2015).

305 The Casa de Serralves [Serralves Villa] was acquired by the Portuguese govarri@8itand opened
to the public that same year as a site for temporary exhibitionsadnm and contemporary art prior to the
opening in 1999 of a new museum of contemporary art designeé bydhitect Alvaro Siza Vieira [within
the Serralves Foundation’s grounds and gardéns}004, Siza supervised the restoration of the Villa and
its interiors. Offering spaces for exhibitions and artists' projects as péue pfogramme of the Serralves
Museum of Contemporary Art, the Serralves Villa is, for its architecturedasiin, a museum in and of
itself” (Serralves, 2015: website).

306 |n 1994, Sommer Ribeiro retired and Jorge Molder, who had beeking as the CAM’s deputy director
since 1990, took over the directorship, as will be discussed furthet.ahea

307 Museum Studies scholar Fiona McLean picks up on the works of culturaktraa philosopher Roland
Barthes (1989) and museum curator Henrietta Lidchi (1997) to present aatichdzfinition of the concepts
such as they are discussed in this sectifisly poetics is meant the consideration of the construction and
reproduction of meanings through a semiotic analysis of the divefsiways in which exhibitions create
representations of cultures. Politics, on the other hand, interrogates the hisiatical of museums and
collecting. The point of departure for the discussion of the poetics &fumssis that all cultural producers,
whether museum curators, designers, advertisers, and so amvaved in the creation of myths. In the
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from and would come to shape the debate on postmodernism at the turn of the millennium,
in Lisbon.

The early 1980s were a period of transformation of the city of Lisbon and of Portugal in
general. As has been previously discussed, by the beginning of the 80s, the political insta-
bility of the second half of the 70s had subsided, and the revolution’s@dtuoal objec-
tives (v. subchapter 3.1., and section 3.1.1. in particular) had been replaced by the goal of
material influx and sprawl (v. subchapter 4.2.) as a means to achieve economic growth and
social stability. In joining the E.E.C., Portugal not only sought to bridge the decades-long
socio-economic gapis-a-vismost of the other European nati#fisbut it also aimed at re-
inventing and asserting a new national cultural discourse within a European horizon. During
the two back-to-back governments of Cavaco Siébetween 1985 and 1995), interna-
tional, European, and national contexts and endeavours contributed to a previously unseen
period of economic growth and financial stability in Portugal’s young democracy. Just as it
happened in other European countries in thé'80e pairing of economic neoliberalism
and political conservatism within the aforementioned contextvould result in the resur-

gence of a nationalist spirit which would permeate the cultural policies and psH¢étafe

museum context, the elements of the exhibitiendjects, texts, contexts of display, and visual representa-
tions— combine to articulate meanings, and represent culture. The politics efimsisefers to the role of
museums in the production of social knowledge” (McLean, 19982248J.

308 Between the years of 1986 and 1995 there was a steady GNP, gmowtbrease in investment and exports,
average wage rise and a rise in domestic consumption, unemployment andidéatieased, as well as an
exponential rise in public investment: economic and financial achievemwlich were made possible also
due to the European structural funds; in 1993 those funds wereeoage of seven and a half million Euros
a day (cf. Grande, 2009, v. Franco, 1994).

309 Anibal Cavaco Silva (1939-) is an economist, professor, aliitian. He was the President of the Portu-
guese Republic between 2006 and 2016, and was Prime Minister Bbttuguese Governments in office
between the years of 1985 and 1995.

310 Thatcherism was a clear example ofthgurgence of a nationalist spirit which would permeate the cultural
policies and practicesf a government: “during the 1980s the British state sought to mebdisonal identity
using heritage to effect social and economic cha@Ggesequently, ‘the icons and symbofsa perceived
“common heritage” were important levers of political and social legitimatidiitLean, 1998: 250); (v.
Wright, 1985; Hewison, 1987; McCrom al, 1995).

311 Grandepresents some examples, here paraphrased: “’National heritagetabgible and intangible, be-
came the main topic of a political “consenswas,it was occurring then in other European countries. It mo-
tivated some measures and symbolic actions by the Secretaries of State f&r @dlich were then under
the aegis of the Presidency of the Council of Ministergasco Pulido Valente (1980), and Anténio Braz
Teixeira (1981). Standing out amongst those actions was the creati®80inof the first public organism
devoted to that subject within the national democratic framewtik Portuguese Institute of Cultural Her-
itage (IPPC)- which wasentrusted with “planning and promoting research and assuring thetamying,
protection, and safeguarding of movable, immovadel intangible assets of the country’s cultural herit-
age” (Santos, 1996: 236, cited in Grande, 2009: 345). Grandeghesexamples: “within this newfound
cult of “Portugueseness”, there was an emphasis on reaffirmingvbgtment in the promotion of national
history and symbols through the organisation of grand evieots,at home and abroad: the consecutive
initiatives for the commemoration of the Portuguese Discoveries throughalgdhde; the creation of the
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the government as well as of other official institutions. These circumstances would give rise
to the development of a new sense of national identity, one which would be rooted and thrive
on the fostering of and investment in cultural heritage and contemporary artistic production.
The reviewing and reassertion of the nation’s heritage and the affirmation of its contem-
porary production in the artistic and cultural fields was fundamental to the rebuilding of
Portugal’s identity within what was to become the European Union. Such a reformulation
required novel infrastructures that were to function simultaneously as mediators of national
symbols and history, and as promotors of this renewed international (European) turn. New,
or renewed, museological spaces would, thus, emerge in Lisbon’s (and Portugal’s) cultur-
alscape, as a result of the State’s commitment to translate its political innoeatonmic
growth, and financial stability into culturally palpable representations of its aims and accom-
plishments, i.e., art museums and cultural centres. Two observations by Museum Studies
scholar Fiona McLean situate and explain the government’s takee@evelopment of ar-
tistic and cultural infrastructures: the first one highlights the fact that “periods of significant
growth in museums can be related to upsurges of nationalism and to a [redefinition of the]
sense of national identity” (McLean, 1998: 245), and the second one states that “[i]n post-
modern accounts, cultural consumption is seen as being the very material out of which we
construct our identities; we become what we consuibal.( 249). The State’s investment
in spaces whose purpose was to mediate national heritage and contemporaneity via art was
one of the most important mechanisms for the generation and development of the intended
discourse on Portuguese identity: a nation with a strong cultural heritage and history, and
with the assets to ascertain the projection of a vibrant contemporary production. At a moment
in time when Portugal was entering Europe’s postmodern paradigm, this was the nation’s
cultural framework, and, despite not including a Ministry of Culture in their formation, Ca-
vaco Silva’s two governments knew how to take advantage of museums and cultural centres
as “social institutions, [as] the products and agents of political and social change” (McLean,
1998: 245).

Camodes Institute in 1991, aiming at the international affirmation of Rertggas a spoken language; the
establishment of Portugal as the them&wfopdlia‘91, a cultural festival organised in Belgium; the institu-
tion of Lisbon as European Capital of Culture in 1994; the nati@rétpation in the Universal Exhibition
of 1992, in Seville; and the application to organise a similar eveéheiRortuguese capital, foreseen for the
year of 1998 [which came to fruition as the Universal ExhibiEapo’99” (Grande, 2009: 349).
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Three very distinct examples of the State’s involvement icanstruction and rehabil-
itation of artistic and cultural spaces are worthy of brief mention. The first one was the ac-
quisition of the Quinta de Serralves, in Oporto, in 1986, and the creation of the Serralves
Foundation in 1989. The efforts developed by then-Secretary of State for Culture, Teresa
Patricio Gouvei#t?, aimed at guaranteeing the establishment of a contemporary art cultural
institution, and specifically a contemporary art museum, in the nation’s second largest city,
via a government/private investors partnershgpprocess which would only be finalised in
1999. The second example was the restructuring of the National Contemporary Art Museum,
in Lisbon, which held the State’s collection of Portuguese art of the- 1850 period. The
new spatial, material, and conceptual organisation presented, after the long-overdue re-open-
ing of the MNAC in 1994 (which had been closed since 1987), still did not provide an answer
to the need for the State to collect and exhibit more contemporary works by Portuguese
artist$*3. The third, and the most celebrated and spectacular, example of the kind of articu-
lation that the governments presided by Cavaco Silva wished to establish between politics
and culture was the construction of a new grand cultural centre for the city of Lisbon. The
Centro Cultural de Belém (CCB), which was completed in 1992 and opened to the public in
1993, was the great cultural entrepreneurship of Cavaco Silva’s governments (v. fig. 5.3.).
Built in the highly touristic area of Belém, best characterised for its harbouring of a number
of monuments either pertaining to or celebratory of the Discoveries period, the CCB pre-
sented itself as a large space which held multi-purpose auditoriums (for opera, dance, music,
and theatre performances, but also for large congresses), a multitude of conference rooms
ready to accommodate cultural, but also business oriented, national and international meet-
ings, several spaces for restaurants and shops, as well as an exhibition centre which would

be at the focus of controversy for over a deétde

312 Teresa Patricio Gouveia (1946-) is a Portuguese cultural manager amthpoldhe was Secretary of State
for Culture (1985-90), President of the Serralves Foundation, O20@0-03), and member of its Executive
Board since 1997). She has been Trustee/Executive Director of theifi@®Nsvember 2004.

813 Even though there was a significant increase of public investmte eneral area of culture at the level
of building or rehabilitating cultural spaces/institutions, the State’s imeggtin suppding visual artists
and/or acquiring works of art remained relatively low.

814y previous footnote; no public collection of art was attributed to the CE&Biibition spaces, which instead
housed temporary exhibitions for many years. The main exhilgatiary housed a design museum which
closed in 2006, and since 2007 the CCB'’s exhibition galleries hawetideFundacéo de Arte Moderna
e ContemporéaneaMuseu Colecéo BerarddModern and Contemporary Art FoundatieBerardo Collec-
tion Museum], a privately owned collection.
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The sprawl of artistic and cultural infrastructures was made possible by the aforemen-
tioned economic situation, ardrom a conceptual point of viewby the material and sym-
bolical aftermath of events such as &feer Modernisnmexhibitions, by the creation of the
CAM (and the role it played as discussed in subchapters 3.2. and 4.1.), as well as by the
ACARTE'’s cosmopolitan take on artistoziltural production and presentation. Aside from
the Stately investments described in the previous paragraph, the early 1990s also witnessed
the blossoming of several other artistic and cultural infrastructures in Lisbon, such as the
MauMaus?® arts school (1992), the art gallery Z#8(1994), and the cosmopolitan cultural
centre Culturgedt’ (1993) (v. figs. 5.4. to 5.7.). This infrastructural progress was crucial for
the furtherance of the production, consumption, and criticism sectors, allowing for the es-
tablishment of a Portuguese artistic scene in wide-ranging, continuous contact with different
international practices (cf. Caeiro, 2014). These cultural novelties and developments of the
1980s and early 90s can be considered to have been the material demonstrations of the (pos-
sibly unfulfilled) modern/postmodern short-circuit reflecting the transformations of a post-
dictatorial, postcolonial, post-revolutionary society coming to terms with a new cosmopoli-
tan reality where both heritage and contemporary production play a crucial role in the rep-
resentation of a cultural identity. It was within this political-cultural framework and artistic-
institutional context that the CAM’s change in Directors took place.

315 MauMaus (formallyAssociagdo MauMaus Centro de Contaminacéo VisuflauMaus Association-
Visual Contamination Centre]) “was founded in 1382an institution focusing on the teaching and promo-
tion of contemporary art. The teaching component began as a School ajrBpbjoin the most classic
sense, which soon developed into an internationally recognised Visual AdslSehere students gained
experience in all possible techniques used in artistic expressions. thedegre activity of the Maumaus
School features an Independent Study Programme that offers artisteleectually dense and practically
demanding “Think Tank” atmosphere after their studies and first expes@mthe art fieldit is a non-profit
cultural association that promotes the debate, knowledge, and disseminatioteofamrary art-related sub-
jects” (MauMaus, 2015: website)

316 7DB (formally Galeria Zé dos BoifZé dos Bois Gallery]) was founded in 1994, and is a noritmuafural
association. “Acreation, production, and promotion structure for contemporary BB, idstigates the re-
search and investigation of artists involved with visual and perforaritsg as well as film and music. The
centre produces and presents exhibitions, and hosts more tharisl&@ents per year, including residencies,
educational programmes, theatre, dance performances, lectures, and music. ¢oricBrisen by the de-
sire to intensify and exchange knowledge with artists through creativpraductive practices, ZDB pro-
motes international and local residencies, and establishes long-term working sklpianith those aiming
to produce unique proje¢téZDB, 2015: website)

317y, footnote 304.
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In 1994 José Sommer Ribeiro retit€ths the CAM’s Director, a role which would be
taken on by Jorge Mold&f who had been working as the CAM’s deputy director since
April 1990°20, In a texta proposthe commemoration of the CAM’s 30 years of existence,
Jorge Molder would sum up three of the main guidelines which oriented his directorship of
the CAM:

Even before the existence of the Modern Art Centre, the Calouste Gulbenkian Founda-
tion, working through its Museography and Exhibitions Service, initiated a series of
retrospective and survey exhibitions that would give the Centre’sgimoging a defin-
ing direction. This task has always seemed to me to be of prime importaseedor
tistic present that has such a sparse, vague, and rudimentary knowledge of its past, and
it must be highlighted that, alongside the permanent presentation df af giarvast
collection, this initiative [of retrospective and anthological exhibitiopdPortuguese
artists] has always been one of the most worthwhile among those the CANkideas u
taken. [...] From the moment | took up the directorship, besides maintandhgon-
solidating these guidelines, | sought to provide more of a leading rdie todrk of
younger artists and to foster the presence of foreign artists, insofar as it was possible.
(Molder, 2014: 193).

Molder, thus, carried on the series of anthological and retrospective exhibitions, as well as
the permanent exhibition of the CAM'’s collection, but turned the focus towards younger
generations of Portuguese and foreign artists. Three of the very first examplesnavthi
approach to an already existing methodology were the 1994 temporary exhibitions of works
by Pedro Proené&, José Pedro Crdfe (v. fig. 5.8.), and Pedro Cabrita R&i(v. fig. 5.9.).

The number of Portuguese artists’ solo temporary exhibitions grew considerably under

Molder’s directorship when compared to thhreypous decade: between 1983 and 1993 there

318 Sommer Rribeiro retired from the directorship of the CAM to gokvesr Director of the Arpad Szenes-
Vieira da Silva Foundation, at the request of the Portuguese artist (anérdy Maria Helena Vieira da
Silva.

319 Jorge Molder (1947-) is a Portuguese artist (photographer aied)wHe worked as deputy director of the
CAM, alongside Sommer Ribeiro between 1990 and 1994, and was thes@Adttor between June 1994
and January 2009.

320 As deputy director, Molder “assisted in the preparation of exhibitiodsraarvened in some aspects of
[the CAM’s artistic] programming (Maler, 2014: 192).

321 pedro Proenca (1962-) is a Portuguese-Angolan visual artist and lnrit682 he founded thdovimento
Homeostéticpalongside other Portuguese artists such as Fernando Brito, Ivo,ARetirgal, Manuel Jodo
Vieira, and Xana. In 1994 the CAM organised the exhibiRedro Proenca, “Antologia” 1989/1998ath-
ering many of the artist’s drawings.

322 José Pedro Croft (1957-) is a Portuguese artist working in the ¢omnsgaces between drawing, sculpture,
and architecture. In 1994 the CAM organised the exhibltaz® Pedro Crofdisplaying drawing and instal-
lation works.

323 pedro Cabrita Reis (1956-) is a Portuguese artist, one of the mm&hezhartists of his generation, having
participated in th&®ocumenta IXn 1992, in the XXII S&o Paulo Biennale in 1994, and in the Venice Bien-
nale in 2003. In 1994 the CAM organised the exhibiRearo Cabrita Reis: Contra a Claridadehere the
interaction of materials used by the artist and the sheer dimensibisdarfge-scale sculptures and installa-
tions configured a new sensorial and habitable dimension to the thee@AM’s upper halfloor gallery.
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were around 30 exhibitions fitting this category, while between 1994 and 2004 there were
close to 50.

As Pinto Ribeiro observed, the same logics was applied to the composition of the per-
manent exhibitions of th€EAM’s collection of Portuguese art that followed “a rotational
scheme which allow[ed] for the visibility of a greater number of works, and introduc[ed]
exhibition strategies that ensur[ed] the display of works [...] by younger artists” (Ribeiro,
2007: 356). Another example of the investment in younger artists was the graj@ct
Artistas ao 10.° Még/10 - 7 Artists on the 0Month] which began in 1996 and where the
artworks of “a considerable part of the currently most relevant [Portuguese] #itstsaf
national and international levels) were displayed, some for the very first time” (Molder,
2014: 195). This focus on artworks by younger generations of artists clearly demonstrated
the CAM’s purpose of fostering and supporting contemporary proauatd mediating new
art to the Portuguese public. But even though Molder would certainly not neglect the CAM’s
role as a place for the (re)presentation of Portuguese (and British) art of the first seven dec-
ades of the 20century, he would, however, come to change the configuration and purpose
of that role.

When it first opened in 1983 the CAM'’s purpose was to make up for a Itk of a
national museum of modern areas well as to fully embody and represent a transformation
which had already taken place in the artistic-cultural scene of many other European countries
(and in other sectors of Portuguese society (v. chapters 3 and 4)). However, the changes and
developments described in this and the previous section would dictate a transformation of
objectives and roles. By the mi®90s the CAM’s purpose was to bring the Portuguese
public and Portuguese artists up to speed on what was being done nationally and internation-
ally as well as actively engage (with) the contemporary transformations happening both at
production and criticism levels. The acquisition of works from younger generations, the dis-
play of a greater number of artworks by younger artists in the collection exhibits, and the
increasing number of temporary exhibitions by contemporary (and often multiffpdal
artists demonstrated the CAM’s commitment to fostering and supporting contemporary pro-
duction, as a means of communicating new ideas, different disciplinary and research formats,

and, consequently, new narratives about the present, to the public.

324 The CAM's collecting politics and practices opened up to other art forms besiaéisigy drawing, and
sculpture; theeuvresof artists such as Fernando Calhau, Alexandre Estrela, Ana Hathmrhgels Castro,
Fernando Lemos, etc., attest to that.
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Nevertheless, it was not solely through the exhibition of younger artists’ works that the
CAM engaged with contemporaneity. The way in which the collection was displayed at the
turn of the millennium (which will be discussed in the following section), as well as some
of the exhibitions which elicited greater public discussion and media attention also revealed
the ongoing recursive change of the CAM’s exhibiting politics and poetics at that time. Two
examples of such exhibitions were the 1997 displ@asure Island: a view of British Art
and the 1999 exhibition of works by Paula R&gavith the serie® Crime do Padre Amaro
[The Sins of Father Amar$f and the seriegntitled.

Occupying many of the CAM’s display spaces (the temporary exhibitions rdong, a
with galleries 1 and 01) from February ® May 4" 1997, theTreasure Islandexhibition
(v. fig. 5.13.) showcased painting, sculpture, photography, installation, video, and drawing
works of the second half of the 2@entury by nearly 90 British artists, namely Francis
Bacon, Patrick Caulfield (v. fig. 5.10.), David Hockney (v. fig. 5.11.), Antony Gormley (v.
fig. 5.12.), and Damien Hirst (cf. Molder et al., 1997; FCG, 2008; CAM, 2015). Jo&o Pin-
haranda, Portuguese art critic and curator, said @aheu€AM’s exhibition that it was “an
adventure of discovery of a historical and current reality little known amongst us, as we still
suffer from the lack of contact with the circuit of major international exhibitions and are still
under the shadow of therench models [of art historiography]” (Pinharanda, 1997: 25).

The 1999 exhibition of the two aforementioned series by Paula-R&pge Sins of Fa-
ther Amaro (v. figs. 5.14. to 5.16.) is a painting series from 1997-1998 mtrtted (v. figs.

5.17. t0 5.19.) is a gravure series from 1998as showcased at the CAM'’s gallery 1 be-
tween May 18 and August 29. While the first series was the pictorial interpretation of the
artist’s reading of the Eca de Queiroz novel and its themesgttond serieswhich can be

seen as complementary to the social commentary patent in the Sins of Father Amaro series

325 paula Rego (1935-) is an internationally renowned Portuguese visuglpantigularly well known for her
paintings and prints based on storybooks and novels. She hals 8itirenship, having studied at the Slade
School of Fine Art in the U.K. In 2004 she was awarded2f&Cruz da Ordem de Sant’lago da Espada
by the President of the Portuguese Republic, and in 2010 she was Dade af the British Empire by
Queen Elizabeth Il. In 2009 a museum dedicated to the artist’s yweried to the public i€ascais, Portu-
gal.

8260 Crime do Padre Amargliteral translation: The Crime of Father [priest] Amaro), originally published in
1875, is the title of the first and one of the most important noyeRatuguese @century writer Eca de
Queirds. Considered to be the first literary expression of Portugueseniehiisnovel tells the story of a
sexual relationship between a priest and a village woman who eventually becegrenp ending in the
baby’s death (the priest knowingly hands over the baby to a ws& known for ‘disposing’ of new born
babies) as well as in the woman'’s death, under suspicious circumstdterethie baby’s birth. Despite the
abundance of rumours in the village regarding the involvemehegdriest in the situation, he is re-assigned
to Lisbon and is never officially implicated in any of the events.
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— was an overtly explicit way of protesting “against the high percentage of voter absti-
nenc&?’I registered in Portugal during the firsferendum on abortion law in 1998” (Neves,
2010: website). Thentitled series, which was acquired by the CAM, reflected not only the
artist’s personal views on the issue, but also (re)presented thehssioigcal, political, re-

ligious, cultural, and engendered conditionings of a reality experienced by many women in
Portugal. The presentation (and acquisition) of contemporary work dealing with Portuguese
contemporary socio-political, cultural, educational, and religious issues by a fully estab-
lished and acknowledged artist (one of the greatest living Portuguese painters and one of the
most internationally renowné®f) made apparent how the CAM’s culture of collecting and
exhibiting functioned as an element of/for social research agency (cf. Fyfe, 2013).

These few and brief examples of the kinds of exhibitions which characterised and de-
fined the CAM’s programming in the second half of the 1990s demonstrate the CAM’s role
as a historical, social, and political event (cf. Foucault, 1998) insofar as the discourses artic-
ulated via those exhibitions are telling of the historical, social, and political transformations
described previously. The exhibitions themselves embodied and reflected those changes in-
asmuch as they represented new ways of engaging both national and international artistic
and cultural heritage and contemporaneity. In presenting anthological exhibitiogeby a
eration of younger Portuguese artists, retrospective exhibitions of international art of the
second half of the 20century, and contemporary work exhibitions by acknowledged and
renowned Portuguese artists of an older generation, the CAM established new paradigms
regarding the possibilities for (re)presentations of the past and formations of the present
within the museological space in Portugal. These new conceptual and methodological ap-
proaches to the acquisition and exhibition of art can be regarded as an exampéhoftthe
circuit requirement advocated by Sousa Santos as it allowed for a multiplicity of forms of
connection between (and understanding of) the recent past and the present.

At that point in time the CAM can be considered to have functioned as a heterotopic
mirror, one which “exerts on the place [it reflects] a sort of return effect” (Foucault,
2008[1967]: 17)As it has been argued throughout the previous chapters, art museums and
art centres are key features in the constitution of an urban culturalscape, as they are “spatial
arguments about the world that they denote” (Fyfe, 2013: 35) and, therefore, th@yatarti

32768.1% of registered voters did not cast a ballot.
328 The TATE Foundation, for example, holds 46 of the artist’s works
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in the constru(ct)ing of narratives about the world, narratives and viewpoints which are then
taken by subjects as means through which to engage with the world itséfd¢f. And

while in the second half of the 1980s the CAM and the ACARTE constituted an exhibition-
ary complex in and for the formation of new artistic and cultural tastes, habits, and panora-
mas, in the second half of the 1990s the CAM became a space where the necessary commu-
nication between national heritage and contemporary production could take place. As a mod-
ern art museum with the most relevant collection of Portuguese art and as an art centre for
the display of national and international contemporary works, the CAM became the pivot
point through which the short-circuiting of modern and postmodern art and culture could be
perceived and understood. The following section will illustrate in further detail the influence

that the contexts described above had in the cultural cartography put forward by the CAM

at the turn of the millennium via the analysis of the seventh re-hanging of the collection in
2001.

Figure 5.4. - The Culturgest Figure 5.5. - The Culturgest
building facade main entrance

Figure 5.6. - The
Culturgest (gallery
_ view)

Figure 5.7. - The
Culturgest (main
auditorium)
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Figure 5.8. - View of the exhibitionJosé Pedro Croft
at the CAM's Temporary Exhibitions Room, 1994

=

Figure 5.9. - View of the exhibitiorPedro Cabrita Reis: Contra a Claridagdé&994
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Figure 5.10. -View of the Bay Patrick Caulfield, 1964 Figure 5.11. -Renaissance Head
On display at the exhibition Treasure Islandin 1997 David Hockney, 1963
On display at the exhibition
Treasure Islandin 1997

Figure 5.12. -Close Il, Antony Gormley, 1993
On display at the exhibition Treasure Islandin 1997
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Figure 5.14. -M&e (Mother), Figure 5.15. -Entre Mulheres]Amon- Figure 5.16. -Anjo (Angel),
Paula Rego, 1997 gst Wometh, Paula Rego, 1997 Paula Rego, 1998

Figure 5.17. -Untitled #2 Paula Rego, 1999 Figure 5.18. -Untitled #3 Paula Rego, 1999

Figure 5.19. Untitled #7, Paula Rego, 1999
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5.1.3. Synchronic approaches to modern and contemporary art

The seventh re-hangifid of the collection in 2001 (v. figs. 5.20. to 5.24.) was a clear
demonstration of the CAM’s cultural cartography at the turn of the millennium, i.e., it was a
clear mapping of the kind of articulations the CAM established between artworks and mean-
ing(s) through representation. As Museum Studies’ scholar McLean and museum curator
Lidchi put it,

museums generate representations and attribute value and meaning ithlicertain
perspectives or classificatory schemas which are historicallyfispdtus museums
classify and constitute cultural difference systematically and coherently, ‘in aocerd
with a particular view of the world that emerges in a specific p@edistinct historical
moment and within a specific body of knowledge’.

(McLean, 1998: 247; Lidchi, 1997: 162 quoted in McLean, 1998: 247).

That new organisation of the collection display sought to (re)present modern and contempo-
rary Portuguese and British art under the scope of the socio-political and artistic-cultural
transformations that had been experienced since the early1980s. The 2001 exhibition of the
CAM's collection can be considered to have reflected the changes that had taken place in
multiple fields during the previous two decades, thus capturing the Portudgiegaistof

the time. Simultaneously, and precisely because it displayed a collectiortierhidiich
reflected the aforementioned and discussed transformations (v. sections 5.1.1. and 5.1.2.),
the CAM put forward a new symbolic system of art analysis and interpretation which de-
constructed that of Jog&igusto Franca’s model of art history (v. subchapter 4.1.). While
being aware of the CAM’s role (also) as a didactic musewand-therefore realising the
importance of and need for a chronological guidelitiee CAM’s Director and chief cura-

tors at the time established a collection exhibition with moments of synchronicity in place
of a purely diachronic display. Within that synchronic approach one could find new ways of
considering and constru(ct)ing Portugues® 26ntury art history; a new cultural cartog-
raphy emerged, rooted in notions of dialogue and intertextuality, and of a kind of short-

circuiting between modernisms and postmodernisms.

329 First permanent exhibition of the collection: July 1988larch 1985; second permanent exhibition of the
collection: April 1985- September 1989; third permanent exhibition of the collection: October-1B&9
cember 1990: fourth permanent exhibition of the collection: January 499l 1994, fifth permanent
exhibition of the collection: May 1994 May 1997; sixth permanent exhibition of the collection: June 1997
— February 2001; seventh permanent exhibition of the collection: April 200he 2006.
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The concepts of dialogue and intertextuattynderstood in a postmodernist context
can be said to have functioned as one of the cornerstones of the exhibition which sought to
acknowledge the existence of a historical narrative (diachronic analysis) and at the same
time propose a synchronic interpretation of Portugue$e@0tury art history by presenting
a narrative of concurrent relationships between some of the artworks. The diachronic order-
ing of the exhibition was perceivable in its spatial organisation: this new presentation of the
collection was exhibited in the main floor gallery, which focused on Portuguese and British
art from the second half of the®@entury, and in the bottom half-floor gallery, where the
floor was taken by Portuguese®attfrom the first half of the 2D century. The exhibition
had its beginning (and end) at the entrance (which was also the way out of the exhibition) of
the main floor gallery (v. fig. 5.20) where the early"2@ntury and its second half engaged
in a meaningful and relevant dialogue prompted by works of Amadeo de Souza-Cardoso and
Antonio Areal (v. figs. 5.25. to 5.36.). As Leonor Nazaghe of the CAM’s chief curators,
and responsible, in this exhibition, for the presentation of the collection pertaining to the

second half of the #Dcentury— explains in the exhibition’s inauguraafiet:

To punctuate the start of the [artistic] ruptures of the second e §20" century
with six later works by Amadeo de Souza-Cardoso (1910s) is to intentionally suggest a
way of reading [the exhibition]: having been rediscovered in Portugal in the 60s,
Amadeo was considered, still then, a leading figure. And even if many of the visual
options will necessarily be different, the deconstruction of objects anda, spearac-
teristic of Amadeo’s cubism, or its relationship with language as wefths desacral-
ised world of referents [...] are clues which would be followed [bytartf the second
half of the century] in accordance with tHeitgeist [...] The big panel by Anténio
Areal “O Fantasma de Avigndfi‘The Ghost of Avignon”] (1967), also composed of
six elements, turns the explicit appropriation of the cubist iconantopportunity to
comment on the notion of chronological sequence, with references to [...] the represen-
tation of perspective or lack thereof. It is this amalgam of spaces/timd of dimen-
sions present on the flat surface of paintings which best inauguratesiig disother
fictional singularities in the exhibition [...].

(Nazaré, 2001: leaflet)

In this way, the opening framework and viewpoint of the exhibition serve the dual func-
tion of presenting modernism (Amadeo’s later works are defining of Portugulesse F

Modernism, v. section 4.1.1.) as a key and central element in/for the artistic developments

330 with the exception of pieces by Delaunay (French), Portinari (Brazikent),Gorky (Armenian) whose
works were, in some way or another, deemed relevant for an undergtah@ortuguese art from the first
half of the 28" century, as well as for an understanding of the presentatioa obliection as a whole.
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and ruptures which took place throughout the 1960s and 70s, and of allowing for the possi-
bility of intertextual interpretation between artworks of different historical and contemporary
periods throughout the exhibition floors. That opening moment at the entrance can, therefore,

be considered to have functioned as the establishing shot of the exhibition:

[i]n film terminology, an establishing shot defines the opening sequengesaéne.
Setting the mood, tone, place, and time for the events to unfold, the establishing shot is
inextricably linked to the narrative that follows. [...] Ultimately, it des its potential
from the friction between its formal qualities single, presumably directly intelligible
shot— and its function within the narrative sequence.
(Text from the main text panel of ‘Establishing Shot’, a group exhibition curated by
Christian Rattemeyer at the Artists Space Gallery in New York in 2003; quoted in
Whitehead, 2012: 94).

The exhibition’s establishing shotthe encounter between works by Amadeo and Areal
delineating the ways in which the display was to be received, can be considered argpatia
material expression of a new conceptual take, that of a synchronic analysis deriving from the
contemporary “precision of thinking ‘these things’ within discontinued times and affinities”
(Molder, 2001: leaflet). The postmodernism debate and its ramifications (discussed in the
previous two sectia®) allowed for “a substantially different way of equating problems and
finding answers”ipid.) which translated into the CAM’s collection exhibition of 2001.

Even though the seventh lheanging of the CAM’s collection followed a spatial organi-
sation that ws “predominantly chronological, due to somewhat didactical reasiig),(
the initial establishing shot demonstrated the conceptual narrative which framed the entire
exhibition on both galleries, and which enabled and validated “more diversifiedg gadin
sibilities” (Freitas, 2001: leaflet). The establishing shot’s power was that of making clear the
different analysis and interpretation opportunities: the works of art and the overall collection
could be read “in relation to the artworld conditions ighhare social, technological, eco-
nomic, intellectual and philosophical) in which [they were] first produced and consumed”

(Whitehead, 2012: 88) a process-basétt type analysis; they could be read “in relation to

s3l“Process-based approaches ask different questions, literally about thegsaceshich art is embedded:
why was this object made; for whom; how was it paid for and by whormat; @dntract existed; what contin-
gent historical circumstances existed; how was it displayed and viewed; kswaltof this relate to what it
represents; how does it relate to societal concg¢rniProcess-based interpretation might function, in other
words, to “ground” art, removing it from the transcendental sphehich arguably works to exclude those
visitors who have not internalized the kind of map of objectiydisst, technical and educational relations
that has structured most art historical study in the modern period and Badaglieu and Darbel noted that
in museums “the world of art opposes itself to the world of elagrjife” (Bourdieu and Darbel, 1990: 112);
| suggest that process-based interpretation migatcome this obstacle to access” (Whitehead, 20141: 59
60).
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[their] ‘later lives’ or subsequent ‘critical receptionibid.) — a product-basééf type anal-
ysis; and, finally, the artworks could also be read as “fram[ing] and interpret[ing] oner@noth
within an organisation based on non-linear chronologies and on the identification of concep-
tual affinitiesbetween works”ibid.: 91) — a concept-based type analy$is Even more
importantly, perhaps, the establishing shot made it clear that none of the different methods
of analysis and interpretation were mutually exclusive, suggesting that product-based, pro-
cess-based, and concept-based interpretations can actually complement each other and ben-
efit the public’s understandifdf of art. The conceptual narrative which framed the presen-
tation of the collection can be considered, thus, to have strong traces of a postmodernism of
resistance, inasmuch as it was concerned with a critical deconstruction of what could be
deemed a simplistically put evolutionary interpretation of art history.

In both the 1985 and the 2001 collection exhibitions, the bottom half-floor gallery was
selected as the space to display artworks from the first half of thee2@ury; however, in
2001 that gallery’s shape and arrangement would be starkly different and it would be in-
tended to serve a distinct purpose from the one it did in398m that end, and as was
depicted in the exhibition map of the leaflet (v. fig. 5.20.), the bottom half-floor gallery (01

gallery) was reconfigured, and a lot of its formerly added architectural structures (v. section

332 “Product-based approaches focus on objects as outcomes of the creatias @roducts. The sorts of
questions and issues that are incorporated into this approach are: darisst; what are the visible char-
acteristics of the work in terms of technique and style; how are theyratifffrom those of the works of
predecessors and other artists generally, or indeed from those meniéser parts of the same artist’s
“oeuvre; how important is this object; how important is the artist? These are all efapapping works
within context[...]But it is my contention that product-based interpretation has predominategé@ums,
which is both understandable and regrettable. It is understandablesdecaseums are in possession of
products in the form of artworks, and it is easiest to interpret theelation to cultural aspects that, in the
tradition of the universal survey museum, can be objectively andllisdentified insitu, rather than in
relation to abstract connections with apparently absent cultures suatinasage or worship. It is regrettable
not because product-based interpretation is inherently evil (it is nof)ebatise it can help to remove art
from some of the social realities from which it emerges, and which rigight(for some) readier means of
comprehension than the nuances of technical and stylistic distinctiothersiibjectivities of value and
worth” (Whitehead, 2011: 580).

3334n short, art objects can be mapped in relation to different culturaleras in museum interpretation, and
indeed the [...Jaxes of product-based, process-based, [and concept-based] interpoetatiotersect most
suggestively” (Whitehead, 201&0).

334V, section 5.2.1..

335 When comparing the exhibition floor maps of figs. 4.35. 5u2d., the organisation contrast becomes ap-
parent; the 1985 exhibition had introduced fixed wall-like structures kergd@1, heavily compartmentalis-
ing an already relatively small exhibition space and making it much imoneitable and rigid; the 2001
exhibition was designed so as to conciliate greater exhibition dynamics (chamgentore often) with a
greater exhibition capacity (display more artworks at once) (cf. Makiéx1), and to that end the structures
in gallery 01 were eradicated; other structures were built in the main gallasyteqrovide the aforemen-
tioned greater exhibition capacity (however, the main gallery has morealthdhe the floor area of the
Olgallery).
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4.1.3. and fig. 4.35.) removed #wt a “radical simplification of the space” (Molder, 2001:
leaflet) could be attained. In the 01 gallery, the new organisation of the collection display
presented what can be considered a critical deconstruction oAdgséto Franca’s Portu-
guese art historiography through a review of the Portuguese art of the first half of"the 20
century. According to Helena Freita®ne of the CAM'’s curators at the time, and respon-
sible, in this exhibition, for the presentation of the collection pertaining to the first half of

the 20" century:

[tlhe temptation of opening up a wide space and of being able te ersaductive big-
picture view, was coupled with a clear methodological intention. In resporiseficst
modernist formulation, an immense line of continuity develops within Portugugse ar
almost uninterruptedly. In face of the total absence of artificial walls, dividecsno
partments where the artistic movements could be easily sorted out and djatere
Portuguese art of the 20s, 30s, and 40s is presented throughout the open space and at
length. On a huge wall, work groups, which are thematically and aesthetidadly
lated and connected, are drawn out in a sensitive chronologic progression, where the
breakthroughs and the setbacks, the rhythms of continuity or the sigeftectidn, but
above all, more diversified reading possibilities, can be observed.

(Freitas, 2001: leaflet).

The spatial and conceptual organisation of the display in the 01 gallery worked as a
counterpoint to the 1985 exhibition of Portuguese art from the first half of thee2@ury
(v. section 4.1.3.). In the 2001 exhibition, modernism is no longer thought of in a compart-
mentalised, sectorial fashion which neatly distinguishes and separates one movement or one
artist from the other. Rather, in 2001, the Portuguese art of the first half of'tloe@iry
is thought of as a whole which could be gathered and presented under the aforementioned
chronological-connective metafrafi®(cf. Whitehead, 2012), but also under the interpreta-
tive frame enabled by the establishing shot. The opening up of the 01 gallery space allowed
for an overall view of the dissimilar and complex cubist, futurist, expressionist, neo-realist,
surrealist, and abstractionist traces of the landscape of Portuguese art of the first half of the
20" century, creating the possibility expressed by the establishing shot as well as by

Freitas’s quote 4o visually trace and connect works via a multitude of distinct readings.

336 According to Whitehead, this type of interpretive frame establishes elasiens and terms of comparative
analysis between individual works and/or individual artists “in relation tecspuch as the technique em-
ployed and the biography of artists, [and] in particular their relatiétisspecific artistic movements, cul-
tures or circles, and questions of artistic intentid’h{tehead, 2012: 86).
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By presenting these new material (spatial) and mental (conceptual) organisations of the
collection, the CAM put forward a new narrative which aimed at highlighting the existence
of (dis)continuities, fluidities and interruptions, derivations and oppositions within the same
art movements throughout the same periods. The critical deconstruction of the metanarrative
which was the linearly evolutionary art historiography of Portuguese art of the first half of
the 20" century was a clear example of the influence of postmodernist thought in art museum
exhibitions. The CAM’s rethinking, reinterpretations, and new (re)presentations of Portu-
guese modernism(s) in the 01 gallery depicted a modernity bursting with colour, a modernity
of inventive visuality and plasticity, of unprecedented cosmopolitanism and internationality,
as well as a modernity that was only “assimilated as averagely urban, stylised any elega
but visually and plastically contained” (Freitas, 2001: leaflet). In doing so, the 01 gallery
display represented all the varied aspects of Portuguese modernisms, depicting the cosmo-
politan breakthroughs which were never continued and fulfilled as well as the accomplished
developments possible at the time (and place). The CAM, thus, offered an exhibition of Por-
tuguese art of the first half of the"20entury which- in what can be considered a postmod-
ern stance- was simultaneously “luminous and disturbing to all art history discourses one
wishes to create’il§id.), and (in)formative of the possibility of multiple readings of the ex-
hibition of Portuguese and British art of the second half of tHec2ftury displayed on the
main floor.

Grounded by the establishing shot, which in itself embodied the new (re)presentations
of Portuguese modernism(s) found throughout the 01 gallery, the display on the main floor
gallery (O gallery}- despite being characterised by a clearly different architectural frame (v.
fig. 5.20)— followed on the same postmodernist conceptual line. The exhibition in the main
floor sought to accomplish several goals: “to highligome of the most important moments
[of the second half of the Portuguesé 2@ntury] and to find relatable examples within the
British art collection” (Molder, 2001: leaflet); to present “an ‘architecture’ which allowed to
display the selected works in the most appropriate fashion and which would facilitate the
replacement of works and the changing of the spadeis’){ and also to display “a great
number of young artists’ifid.). By achieving those goals, the CAM presented an interna-
tional dialoguewhich was telling of the CAM’s and the FCG’s hist&fyand which broad-

ened the scope of comparative analysis of Portuguese and British artworks of the 1950s and

337V, section 3.2.1. on the creation of the CAM’s British art collection.
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60s; it ensured a greater exhibition capdéfyand it allowed for the initial proposition of
that exhibition floorthe establishing shetto span its interpretative weight and consequent
multiple reading possibilities across all five decades of the second half of the &&ntury

The concept of dialogical, intertextual, and short-circuited interpretation was, therefore,
carried out across both galleries as a means of proposing theoretical approaches and putting
forward arguments regarding Portuguese art of tiec2ditury. According to Whitehead,
those “propositions and arguments make relationdhgpseen works and orchestrate a set
of encounters between visitors and artworks, working cumulatively to invite and produce a
preimagined response and aesthetic experience” (Whitehead, 2012: 92). Even though the
previously referred to leaflet was available to all visitors, the 2001 exhibition was character-
ised by the existence of very little textual informafitSna practice which can be deemed
exclusionary of those lacking the cultural capital required to decode the narratives (re)pre-
sented by a “syntactical organisation of works in spaited.f. However, and as will be
discussed throughout the next sub-chapter, the CAM would come to reiterate its commitment
to establishing a close connection with its public and to designing and making available
inclusionary activities and instruments promoting the acquisition of greater and more diver-
sified cultural capital by the public. In an ever increasingly globalised world, the engagement
with artistic and cultural practices and meanings would reveal paramount for an understand-
ing of the constantly changing notions and politics of cultural identity, urbanity, and cosmo-

politanism.

338 |In January 2001, when the CAM was closed for rehabilitation work thvere 160 works of art from its
collection on display; when it re-opened in April 2001 there were 346snadrért from the CAM collection
on display (cf. Rato, 2001).

339 Another example of those multiple readings was the fact that the afdiemeshestablishing shot (1910s-
1960s) lad a “mirror” image across the gallery floor which established a compdrtaeen “a canvas by
Antonio Carneiro (1921) and another one of similar dimension, reéfgerend execution, by Jodo Queiroz
(1999) questioning the appearance of a parallelisnreplg” (Nazaré, 2001: leaflet).

340The lack or little existence of textual information in the art museum is chastictef what Whitehead has
coined as the white-culstyle art museum as an interpretive frame in itself and of its fa/js a cultural
artefact this frame is also a confused product and remnant of cerwémmsd aesthetics, which themselves
have bound within them romantic notions of fruition, in whichdinect, perceptual and affective experience
of the artwork is paramount. This led, in the past, to the impossible tesifface the surroundingsas if
this could be done by painting the walls whitand to remove or limit the disruption caused by labels and
other written texts in order to minimise both intellectual and visualfarence” (Whitehead, 2012: 92).
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CENTRO DE ARTE MODERNA *

Figure 5.20. - New display of the CAM collection, 2001
Spatial organisation of the main gallery and of the bottom half-floor gallery fhors

Figure 5.21. - Seventh re-hanging of the collec- Figure 5.22. - Seventh re-hanging of the co
tion: view of the main gallery layout, 2001-2006 lection: view of the main gallery layout, 200

Figure 5.24. - Seventh re-hanging of the colle
Figure 5.23. - Seventh re-hanging of the collectior tion: view of the main gallery layout, 200.
view of the bottom half-floor gallery layout, 2001
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Figure 5.25. -Unknown title
(BRUT 300 TSF) Amadeo de  Figure 5.26. - TETE, Amadeo de
Souza-Cardoso,1917 Souza-Cardoso, 1915

Figure 5. 27.- Unknown title
(Maquina registadora) Ama-
deo de Souza&ardoso, 1917

Figure 5.29. -Vida doslnstru- Figure 5.30. -LITORAL ca-

Z.gurs 5.528. -Q(A:UC(:jHA, Alrg'fS mentos Amadeo de Souz&Gar-  beca Amadeo de Souzaar-
eo de Souzazardoso, doso, 1916 doso, 1915

N B

Figure 531. - O Fantasma de Figure 532. -O Fantasma de Avi- Figure 533. - O Fantasma de
Avignon 1, Antonio Areal, 1967  gnon 2, Anténio Areal, 1967 Avignon3, Anténio Areal, 1967

Figure 534. - O Fantasma de Figure 535. -O Fantasma de Avi- Figure 536. - O Fantasma de
Avignon 4 Anténio Areal, 1967 gnon 5 Antonio Areal, 1967 Avignon6, Antonio Areal, 1967
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5.2. TRACING THE LINES OF CULTURE THROUGH NEW THEORIES , APPROACHES, AND

NARRATIVES

It is a mistake to believe that globalisation only concerns the big systems, shehwasld finan-
cial order. Globalisation isot merely one other thing that is *hanging around’, remote and de-
tached from the individual. It is also an ‘internal’ phenomenon, which influences iatandtper-
sonal aspects of our lives. [...] Thus, one must admit that globalisation is imople pro@ss, it is
a complex network of processes.
(Giddens, 2000: 23-24).

Museums possess a tremendous potential for the development and encouragiéraguads of
multicultural education. By their nature and function, museums confront the mulitipénsions of
human cultures across time and space. [...] Through their objects museums can provide the
knowledge and stimulate the thinking skills, social and academic skills, and valudtitadésa
that can help achieve society’s goals for multicultural living.
(Suina, 2004: 105-106).

Globalisation, like the museum itself, represents a contested terrain. This iteceflecompeting
discourses which attempt to map the most visible forces of globalisafiofitios, the media, and

culture— as well as those that investigate how globalisation plays out in our everydsy liv
(Rectanus, 2013: 381).

The contemporary museum operates in a mediated world of digital networking,dflosys of
images and artifacts, of marketization of culture, and of mass tourism whaningepatently es-
cape the horizons of curatorial control. These developments are linked to héateyes in the re-

lationship between professional power, culture, and audiences.
(Fyfe, 2013: 40).

The postmodern debate which identified the shortegeof modernity’s metanarratives, as

well as their inapplicability to post-industrial societies and that called either for their aboli-

tion or for their (format and content) restructuring (v. section 5.1.1.), developed hand-in-
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hand with the information technology revolution, and alongside the increasing surge of fem-
inist**}, LGBTI and que€¥? postcoloniat®, inter and multiculturdf®, and transnation#f
theories, politics, and narratives. Crucial aspects of identity-formation and of cultural-mean-
ing-making were, therefore, going through rapid transformations as a result of their re-anal-
ysis under a new light that of postmodern thoughtand within a new scope that of
globalisation. At the turn of the millennium, the western world entered what Manuel Castells
coined as the ‘Information Age’ (cf. Castells, 2003[1996]), an age which was heavily sus-
tained, again in Castells’ words, by the rise of the ndtvgociety (cfibid., 2003a[1996])

as well as by the power of identity (dbid., 2003b[1997]). The concept of network, along

with its underlying notions of interdependence and interconnectedness, and the postmodern
take which acknowledges different ideas of identity and identity-formation, would bring for-
ward the relevant role played by a range of social institutiareamely the art museumin

the attempt to decipher, navigate, and understand identities and cultures within a globalised
world, or within what Boaventura de Sousa Santos described as “a world system in transi-
tion” (Sousa Santos, 2001: 58).

The complexity of systems which form and shape globalisation have created “a logics
of permanent discursive hybridisation which goes against the establishment and maintenance
of ‘grand narratives’ in our tink¥%” (Grande, 2009: 444). As Sousa Santos argued, global-
isation is an ongoing cultural, political, economic, technological, societal, and educational
intricate process which embodies the postmodern strifggletween local and global pro-

duction and consumption in their broadest sense (cf. Sousa Santos, 2001). This struggle,

341 A few examples of feminist theories, politics, and narratives in thisfi art, art history, and art museums:
v. Cixous, 1994; Hooks, 1989; Jones, 2003; Nochlin, 1988; ¢kll®99.

342 A few examples of LGBTI and queer theories, politics, and narratives fiettls of art, art history, and art
museums: v. Bright, 1998; Butler, 1999; Davies, 1994; Foucault, 1990; Hamaao®!

343 A few examples of postcolonial theories, politics, and narratives in the fielald, afrt history, and art
museums: v. Ashcroft, Griffiths, and Tiffin, 1995; Bhabha, 1994; S&9.

344 A few examples of cultural theories, politics, and narratives in the fiélals, art history, and art museums:
v. Hall, 1980; Hall and Evans, 1999; Williams, 1963.

345 A few examples of transnational and globalisation theories, politics, and resritithe fields of art, art
history, and art museums: v. Appadurai, 1996; Bhabha, 1994; da26l08; Elkins, Valiavicharska, and
Kim, 2010; Lee, 2003.

346 Despite its ‘antimetanarratives’ banner, it could be argued that, by attempting to providedy aym-
prehensive notion of how all aspects of contemporary life are grounflgdthe local-global dynamics,
globalisation theory can be read as a metanarrative in itself.

347V also chapter 2 “Disjuncture and Difference in the Global Cultural Econamyppadurai, 1996.
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however, does not necessarily imply a canonical logics of hierarchy, of dichotomist suprem-
acy/subservience, of one versus the &figit rather implies a logics of variegated levels of
interaction, interdependence, and interconnectedness without which the global systems
could not be sustained. The thriving key aspect of these complex systems that form a whole,
which can be- and constantly is (trans)formed and (re)shaped in different ways, lies in its
own inner plasticity. It is that plastic capability that gives way to a myriad of heterogenisa-
tion processes that spring from within the homogenising forces and tendencies of many sys-

tems at a global level. According to Appadurai,

The central problem of today's global interactions is the tension betwieralcho-
mogenization and cultural heterogenization. [...] The critical point is that loteh ef
the coin of global process today are products of the infinitely variedaincontest of
sameness and difference on a stage characterized by radical disjunctures bé&tween di
ferent sorts of global flows and the uncertain landscapes created in and through these
disjunctures.

(Appadurai, 1996: 32, 43).

As a set of different systems and mechanisms, globalisation brought new voices to the
discursive floor, allowing for an ever increasing number of points of view which denounced
western modern narratives at large as biased and limited due to their restricted nermative
western, male, hierarchiepoint of view (v. footnotes 341 to 345). As was already discussed
throughout the previous sub-chapter, western postmodernism had already broken away from
the notion of metanarratives, but it can be argued that globalisaaiot the multiple voices
it enabled- amplified the political battleground regarding narratives (of all sorts) and their
role in cultural-meaning-making. As Homi K. Bhabha and other globalisation theorists and
scholars have argued, the multitude of subjectivities that sprung out-feord that were
made apparent bypost-colonialist criticism (v. Appadurai, 1996; Bhabha, 1994; Canclini,
2003; Said, 1978), along with the subjectivities put forward by new politics of race, class,
sexual orientation, and gender, amongst others, generated a new way of perceiving narratives
of (cultural) identity and (cultural) identity-formation. Within this train of thought, Bhabha
argued that

[it is the trope of our times to locate the question of culture in thmmbeyond]...]

The ‘beyond’ is neither a new horizon, nor a leaving behind of the past. What is
theoretically innovative, and politically crucial, is the need to think beyonatneas

348 For information on the dynamics established between post-coloniatigm, and multiculturalism, trans-
nationalism, and globalisation from a power-relations standpoint v. Apgiad996; Bhabha, 1994; Can-
clini, 2003; Ssaid, 1978, as deeply intertextual works.
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of originary and initial subjectivities and to focus on those momenpsomesses that
are produced in the articulation of cultural differences. Theseeiween’ spaces pro-
vide the terrain for elaborating strategies of selfheagngular or communat that
initiate new signs of identity, and innovative sites of collaboration, and contestation, in
the act of defining the idea of society itself. [...] Terms of cultural esxgagt, whether
antagonistic or affiliative, are produced performatively.

(Bhabha, 1994: 1-2)

The articulation of cultural differences, as Bhabha puts it, can be regarded as an in-between
space, a space of mediation which aims not merely at being a space of translation and/or
communication between subjectivities of different cultures, but mainly at being a space from
within which new (cultural) identity-formation elements and new (cultural) identities emerge
as a result of the performativity of such articulations.

In the early 2% century, the art museum is one of the foregrounds where the tensions of
a world system in transition are played out and (re)presented, where the confrontations be-
tween different narratives, subjectivities, identities, and cultures take centre stage, and where
the dichotomy between local and global is more frequently addressed in a dialogical way:
“[tlhe materal exchange of artefacts or collections, for example, is key to maintaining exhi-
bition programs. Although it is conducted globally, it unfolds and is recontextualised lo-
cally®*?"" (Rectanus, 2013: 382). The epistemological stances taken on by globalisation
ories and by post-colonialist criticism are very much applicable to the art museum field as
“the museum assumed an increasingly visible role in these processes of contestation and
exchange which reflected a blurring of cultural and social hierarchies identified with post-
modernity [...] and with its reconceptualization as ‘mass mediuiitd ( 383). As a heter-
otopia— capable of agglomerating and representing multiple cultural spaces and aints
as a place of negotiation, dialogue, and intertextuality, in tRec@dtury the art museum
became a material expression of Bhabha'sb&tween’ spaces. As such, the art museum
sought to further establish and increase the (analytical and bounding) links between the mul-
tiple local, national, regional, and international cultural realities. The understanding of spe-

cific cultural realities became possible only within the logics of a global cultural reality and

349 Regarding locagilobal art museum interactions and exchanges, as the CAM's formepdiferge Molder
has observed: taan early stage, | became aware of the asymmetry governing the inteaheiticuation of
art, which is always supplied by the strongest to the weakest in a hisiphiagal, political, and economic
sense. | sought to break free of this almost inexorable lawrardweral occasions | achieved this, although
I think that the asymmetry tends to remain. But this did not preveftomecarrying out successful collab-
orations with the Hara Museum, the Pompidou Centre, Tate Britain, Tate Saihethe Ludwig Forum,
amongst others. In any case, the movement of artists istadha@s/s much more fluid than the movement
of institutions (Molder, 2014: 194)

253



— READING HISTORY, WRITING ART, MAKING CULTURE: THE CAM’ S RHETORIC OFDIS)CONTINUITY

vicewersa, pushing the art museum’s role of local and cosmopolitan mediator into new
agency grounds.

Thus, the functioning of the art museum, as a technology of authority in cultural-mean-
ing-making via the processes of selecting, ordering, and classifying works, and con-
stru(ct)ing narratives of cultural realities based on their arrangement(s) (cf. Hooper-Green-
hill, 2000), underwent a transformation. The elaborate framework of globalisation and its
cultural dimensions and logics would become the operating background for the creation,
designing, and curating of all artistic and cultural activities developed by art museums in the
215 century. Not simply because of globalisation’sg@imeating reach into the individuals’
everyday lives, but more importantly, perhaps, because of its influence on the re-evaluation
of the past, present, and futth®of people, nations, and cultures, which, in itself, came to
restructure theories, narratives, and histories. Tracing the lines of culture would, therefore,
become an ever increasingly multi-modal and multi-mediated process. The following sec-
tions will help to illustrate in which ways that was the case for the CAM throughout the first

decade of the 2icentury.

350 Appadurai defines these moments and aspects of re-evaluation as characterististofodern globalised
society when saying that “fig past is now not a land to return to in a simple politics of menitohas
become a synchronic warehouse of cultural scenarios, a kind pdtanecentral casting, to which recourse
can be taken as appropriate, depending on the movie to be masteeribeo be enacted, the hostages to be
rescued. All this is par for the course, if you follow Jean Baudribbardean-Francgois Lyotard into a world
of signs wholly unmoored from their social signifiers (all the werkl Disneyland). But | would like to
suggest that the apparent increasing substitutability of whole penmtipostures for one another, in the
cultural styles of advanced capitalism, is tied to larger global forcesh\whice done much to show Amer-
icans that the past is usually another country. If your present is the# fas in much modernization theory
and in many self-satisfied tourist fantasies), and their future ispasir(as in the case of the Filipino virtu-
osos of American popular music), then your own past can be madeetar @s simply a normalized modality
of your present. Thus, although some anthropologists may contimatetrate their Others to temporal
spaces thathey do not themselves occupy [,.gost-industrial cultural productions have entered a post-
nostalgic phase” (Appadurai, 1996:-30).
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5.2.1. The CAM’s Education Department as artistic and cultural mediator

Globalisation in the ZAcentury came to significantly change the ways in which art museums
conduct their collecting and displaying practi®&sbut above all, it changed the ways in
which the art museum (re)presented itself befoed communicated with the different
publics. The aforementioned fast-paced development of a network society (v. Castells,
2003a[1996]) and its consequent transnational and multicultural configuration (v. Appadu-
rai, 1996; Bhabha, 1994; Canclini, 200&] to “shifts in the production of culture and social
meaning” (Rectanus, 2013: 385), thus altering the “definitions of the museum itself and how
and where it [was] situated within the complex map of globalizatidmd.j. The art mu-
seum’s modernist role as transmitter of a grand narrative about art and culture was radically
challenged by the multi-narrative approach of postmodern thought which in turn was
strengthened by globalisation’s development with(in) the fogfovalidity and significance
of a multiple-voices and multiple-interpretations (cf. Hooper-Greenhill, 2004) appiroach
the making of art and of its cultural meaning. Within that context, the art museum had to
“respond to increasingly diverse publics aminmunities who seem[ed] to redefine the mu-
seum’s ‘usevalue’ in terms of a differentiated spectrum of functions and museum experi-
ences, which [...] involve[d] aesthetic engagement, entertainment, [and] criticism [...]”
(Rectanus, 2013: 385). An essentialiyabelement in the art museum’s response to the new
global and postmodern framework(s) was the Education Department (ED).

Amongst other relevant categorisations, in th& &intury the EDs of art museums can
be regarded as artistic and cultural mediators insofar as they function as intermediaries be-
tween art, the art museum, the collection, the exhibitions, the artists, the artworks, and the
public. The origins and development of what is currently designated as the Education De-
partments or the Learning Departments of museums can be traced back tbaetasf>?,

but it was in the late 20and early 2% centuries that the EDs of museusand in particular

351 As will be discussed in section 5.2.3. and in chapter 6.

352 The first museum to be considered to have an ‘Education Departmentiasvas a 19century museum
in London then-called South Kensington Mused@n entire quarter composed of several buildings which
later gave rise to the Victoria & Albert Museum, the Science Museum, and thelNdistory Museum-
directed by Henry Cole who, at the time was already developing several aspitdjects and experiments
in the field of art education for the publics (cf. Hein, 2000), v. alsb &ual Drouget, 2004; Hooper-Green-
hill, 1992; 1994; 2000; Mauricio, 2014.
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of art museums gained the status and significance they hold t&dafs has been discussed
throughout the previous chapters, the role of cultural institutions at large, and that of art
museums in particular, underwent structural changes in the second half of thenfdry.

In a process which Hooper-Greenhill has summarised as the postmodern world challenge to
modernist authority (cf. Hooper-Greenhill, 2004), art museums have morphed into increas-
ingly dialogical spaces, becoming also increasingly aware of the fact that “[i]ssues of narra-
tive and voice lead to questions of the construction of knowledge, and the relationship be-
tween knowledge construction and powebid.: 564). With the development and consoli-
dation of postmodern thought and of globalisation dynamics and paradigms, the art museum
realised the importance of acknowledging and giving a voice to the development of new
narratives as well as the importance of responding to differentiated audienaésd (cf.

within an expanding cosmopolitan context. The CAl and the ACARTE had been the organ-
isms responsible for establishirgven if many times indirectly the relationship between

the CAM as a whole (art museum and art centre) and the publics (v. section 4.2.). As they
both came to an end, the CAM created its own Sector de Educacdo e Animacédo Artistica
(SEAA) [Education and Artistic Animation Department] in 2002 (cf. Ribeiro, 2007; FCG,
2008).

For the CAM’s Director at the time, “[t]he creation of an educational department which
would assure a set of activities regarding the collection and the temporary exhibitions, as
well as devise specific programmes for the young and for the special needs audiences, was
a primary directive” (Molder, 2014: 193). The SEAA sprung from a restructuration of the
FCG and of the CANP# which led to a full reorganisation of the CAhs it had been the

353y, Barriga and Silva, 2007; Bennett, 1999; Dierking, 1996;Falk and DierkB®p; 2000; Gunther, 1999;
Hein, 1999; Hooper-Greenhill, 1999; 1999a; 1999b; 1999c; 19%¥™Mfet 1999f, MacDonald, 1999; Mar-
tinho, 2007; Moffat and Woolard, 1999; Padro, 2005; Silva, 200@862@007; 2008; Taylor, 1988.

35441n 2001, the Modern Art Centre José de Azeredo Perdigdo (CAMJAP) undeawerganic restructuring
that brought with it the end of some services and the creatiothefs. Thusly, the CAI, a structure created
in the 1980s following the spiritf the ‘Education through Art’ movementiortugal, was fully reformulated
and integrated in the new Educational Sector of the CAMJAP. In a certgjrthisarestructuring allowed
for the creation of an educational space that bears a direct relation withigbam and that is founded upon
contemporary museum education premises. The CAI functioned awaisty, in a separate building, and
was never established as a space geared towards the interpretation and expfdreti@AMJIAP’scollec-
tion. The creation of the CAMJA® Education Sectotook on, from the very start, the task of acting as a
space for working directly with the collection as well as with the temporduipions’ (Silva, 2006: 114).
“The issues associated to the education and development of new publics hawerfolong time, been a
priority for the CAMJAP. Increasing the number of visitors, difgisg their provenances, and seeing their
average age brought down, can all be considered as some of the main goalsofajarity of museums.
The CAM has not sidestepped this model. To that effect, it has developgdampme set of initiatives in
the field of art education and art promotion. These actions have been day@toicent years, generating
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nucleus of museum education activities for/at the GA&hd to its full integration into the

CAM structure; and which led as well to the reshaping of a guided tours progizime
plemented in the second half of the 90s which focused on the CAM’s permanent and tem-
porary exhibitions (cf. FCG, 2008). The purpose of introducing a structured ED belonging
fully to the CAM was to establish a greater connection between the CAM’s activities and its
publics, generating greater awareness of/about the first and building/engagingeavgrea

riety of the latter. According to the SEAA’s coordindtr Susana Gomes da Siva the

newly fashioned ED’s aim was, from the very beginning, to “create spaces for the permanent
and continuous negotiation of meaning8” The SEAA was designed to take part of the
“ampler movement of renovation andireention of the education departments’ role as
spaces for the constructing and sharing of knowledges which has been taking place in the
international museological panorama since the last decades ofttberQry” (bid.: 249).

The activities developed by the SEAA would, thus, be oriented by the following guidelines,

goals, and objectives:

- To promote and interpret Modern and Contemporary Art (based on Ah’${Ccol-
lection and exhibitions), from a plural-voices and intercultural petispeintegrating
it into the [the discussions regarding the] challenges and issues of VisuakGuitur
its role in contemporary society;

- To develop a diversified and transversal programme, basedcoticaconstructivist
educational perspective capable of promoting the intersection of appre@achesad-
ings as well as capable of contributing to the widening of accessibilities;

a progressive level of solidity and arising a growing adheréncg[The] Board of Administration took a
series of decisions leaning towards not only formalising but r@isdorcing these guidelines. Given the
aforementioned framework, the Education Department that has novciesged is already an unavoidable
reference in the Portuguese musetontext” (FCG, 2002: 57; Martinho, 2007: 30).He creation of the
CAMJAP’s Education Department toghtace in the same year as some other changes in the institution,
resulting in a reshapinof the Foundation’s organgtructure[...] In 2002 the ACARTHcreated in 1984),

the Design Department, and the CAl were extinguished. Some of the hesoances who belonged to the
CAl structure- a space for innovative intervention within the scope of artistic pedagoliyral education,

and social integration were, then, integrated into the CAMJAP’s new Education Department” (Maytinh
2007: 30).

355 That guided tours programme was devised and coordinated by Rui Séswhp®r and Deputy Director
of the CAM between 1994 and 1998) and by Ana Vasconcelos (curdtaobection manager at the CAM)
and one of its main goals was to provide thematic and guided visits fermanent and temporary exhibi-
tions to the adult public in general as well as to high school teachersutsenere, for the most part,
conducted by M.A. students of the Art History Department of the Newelhity of Lisbon (cf. FCG, 2008).

3%6The CAM's ED was founed in July 2002 under the joint coordination of Leonor Nazar&asdna Gomes
da Silva, who became the sole coordinator from July 2005 on{&frd=CG, 2008).

357 Susana Gomes da Silva (1970-) holds a M.A. in Museum Studies amebhasl as coordinator of the
SEAA since its foundation in 2002. She works in the field of museuroa¢ida as a conference keynote
speaker, as an author of several educational projects, as well as an educatiessildpal trainer, and as
guest professor in several universities and other educational institutions.

358 Information retrieved from informal interviews conducted in March 2899 February 2014.
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- To construct spaces of reflection, dialogue, and debate springing from Moderarand C
temporary Art and its associated fields of study;
- To construct a space for the reflection, fostering, and debate of Museum Education and
its contribution to the current educational practices within the museum context.
(Silva, 2006a: 166).

The SEAA’s main purpose was, therefore, to be “a powerful ally in the construction of
spaces of negotiation as well as in the construction of meanings, allowing for the [CAM] to
gain greater relevance within its societal context” fbwtnote 358). As was discussed
throughout chapter 4., in the mid-1980s the CAM and the ACARTE had constru(ct)ed and
had constituted an exhibitionary complex of unparalleled relevance and significance in Lis-
bon, as they continuously made available (re)new(ed) knowledges regarding modernity and
Portuguese modernisms, while simultaneously introducing the public to national and inter-
national postmodern cosmopolitan art and culture. The CAI had introduced the Portuguese
general public to concepts of artistic education and artistic fruition which were not very
widespread or even usual in Lisbon, and which were not part of the cultural habits of the
majority of Portuguese people. The SEAA, however, came at a moment in time when the
cultural habits (and expectations) of Portuguese people were already quite different, and at
a period when the artistic and cultural offer in the city had expanded exponentially (v. section
5.1.2.). The SEAA was, thus, clearly not meant to recreate the work carried out by the
ACARTE or the CAl, but rather to pick it up where it had been left off, i.e., to deaeldp
extend on the CAl's work regarding art museum education (based on the works from the
CAM's collection and exhibitions), as well as to take on the ACARTE’s role as a space for
the creation of symbolic situations and for the (continuous) formation of diversified publics
in different ways. The SEAA’s work would, thus, focus on reiterating the CAM’s place in
Lisbon’s culturalscape as a space for the understanding of cultural identity formation and of
cultural meaning-making within a postmodern, globalised, multicultural context. According
to Susana Gomes da Silva, the SEAA

conceives of Art as a cultural concept which integrates both the set ofcaptiistiuc-
tions and manifestations which characterise it and the system that classifieashem.
such, [the SEAA] reinforces the “importance of perceiving ‘art’ apeesentation of
meanings” (Hernandez, 2000: 129) within a specific cultural, historicalalseo-
nomic, political, and symbolic context, seeking to promote an informed and situated
perspective allowing for a reading of artistic (and museological!) chje¢heir multi-
ple dimensions and discursive and symbolic spheres.

(Silva, 2006a: 166).
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Furthermore, the SEAA’s coordinator considers that the work that art museums’ EDs de-
velop based on works of art is fundamental for “reflecting on and debating the key [concep-
tual and symbolical] issues of nowadays’ world, namely its visual and material cultures as
constructors of identity discourses and practices based on which individuals build and shape
their reference universesb{d.).

Composed by a multidisciplinary tedit) the SEAA has developed a varied educational
programme with an array of different(ly targeted) activities, from thematic, didactic, and
pedagogic guided tours tailored to all types of pubfifcso courses, workshops, publica-
tions, and other kinds of events such as performing arts shows, conferences, and debates
with renowned specialists, and talks with the artists, as well as national and international
partnership projects with cultural and teaching institutions (v. Silva, 2006; Ribeiro, 2007;
FCG, 2008; and FCG annual reports 2008-2013). In doing so, the SEAA intervened in the
field of museum education in multifaceted ways: through the artistic education of the general
public; through the training of teachers and other educational agents as well as through the
offering of activities aiming at the professional development of museum workers; and
through the editing and publishing of didactic and pedagogical material (cf. Martinho, 2007;
Silva, 2006a). By creating spaces and opportunities for all different kinds of pubdios to
gage with and interpret the CAM’s collection and exhibitions, and by offering the pogsibilit
to “all who participate in & activities to develop critical thinking processes and a critical
conscience regarding the societies which generate the creative potential that museums then
make available” (Ribeiro, 2007: 364), the SEAA presented itself as a “vital space of/for
communicéon, construction, creativity, and engagement” (FCG, 2008: 250).

Even though the SEAA had a major role in restructuring, increasing, and solidifying the
relationship between the CAM and the publics in th& &htury, having turned into a key
element infor the cultural communication of the CAM's collection and exhibitions, the
SEAA'’s overall role was not circumscribed to its actions regarding the CAM’s art. Carrying

on the FCG’s commitment to artistic, cultural, and educational development, and following

359The SEAA’s team is composed of permanent staff as well as internseafahte workers that bring to the
SEAA'’s projects ararray of perspectives and experiences in different fields, from art hit@arts, his-
tory, and museum education, to sociology, anthropology, bipkumpjal work, tourism, etc..

360 Currently the different overarching categories of public (as defiyethe Descobrir Gulbenkian Pro-
gramme for Education for Culture and Science) are: children and ysatiaénted into different age groups
from O to 18 years old), adults, families, schools and othempgrprofessors, and students and/or profes-
sionals of culture-, art-, and tourism-related fields.
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the steps that the CAM, the CAI, and the ACARTE had taken towards the fulfilment of that
commitment, the SEAA made it its mission to “affirm itself and the CAM as a ‘national
landmark’ in promoting museum education as a specialised training and edudagiozia
opment field essential to the life of museums and other cultural institutions” (Martinho,
2007: 31-32). The implementation of this mission was attested by the publication of several
research articles on the topic by members of the SEAA*@aas well as by the many
certified workshops, courses, and programitfeseated specifically for the training and/or
professional development of museum EDs’ professionals and/or students of museum studies,
cultural management, cultural communication, and other field-related topics. In doing so,
the SEAA contributed to the further establishment of the CAM as a crucial element in the
ongoing reshaping of Lisbon’s culturalscape. By fostering the enhancement of educational

programmes within artistic and cultural institutions, the SEAA contributed to the

vitality and transforming potential of societies [which] is measured (amonigst ot

things) by their creative capacity [...], not only patent in the espyas and products

of artistic creativity, but also in the diversity of platforms andcepavhich foster the

creative and critical thinking that those same societies are capable of genarati

maintaining.

(Silva, 2008: 15).

The SEAA brought forth a structured notion of how cultural institutions are responsible for
generating and portraying the creative vitality of the communities surrounding them, and of
how they have a highly significant role in constru(ct)ing the representations and cultural
identities of those same communities (bfd.). According to Gomes da Silva, cultural in-
stitutions have those responsibilities and play those roles because they “have the ability to
generate, foster, and reflect the ongoing diversity, creative potential, dynamism, and trans-

formation which are characteristic of the development and evolution of socidiids”Y5).

361y, Barriga, 2007; Barriga & Silva, 2007; Barrigaal, 2008; Canavarro, 2007; Silva, n.d.; 2006; 2006a;
2007; 2008.

362 A few examples of courses dedicated to museum education issues2in Zédining course in Artistic
Education; 2003- Education and Visual Culture: the Challenges of Contemporaneity;-2084igning and
Organising Exhibitions and Catalogues; 2608useology and Museum Education: Education Departments
as Meeting Grounds; 2006 Education Departments within the Culture; 269Education Department:
Building Meeting Grounds and Communicational Spaces; 2009 - GulbenkigraRrmeEducation for Cul-
ture Workshops - Education and Museums: Designing Creative Spademfogue and Learning Part 1:
from Theory to Practice, Part 2: from Practice to Theory; 20l uiseum Education Beyond the Publies!
Creative Strategies to Motivate Teams and Exponentiate Competences.
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Silva also highlights the significance of the transition that has been occurring from a
framework of Information and Network Society to one of Knowledge, Learning, and Crea-
tivity Society (v. Silva, 2008) where “the increasing association between creativity and
knowledge reinforces the importance and the transversal nature of creative thinking in the
integral development of dividuals” (Silva, 2008: 15). In a somewhat similar process to the
one analysed in Bourdieu and Darbel’s 1868mour de I'Art, les musées d’art et leur pub-
lic regarding the difference between the democratisation of access to culture and the democ-
ratisation of cultural consumptiéf, the changing frameworks of societal structuration are
leading to a paradigm shift in the individuals’ (expected) development; ¢hgokk and
Information Society model, which is based on granting the individuals broad range and broad
band access to information, is slowly giving way to the Knowledge, Learning, and Creativity
Society model which is based on “a reinforcement of the ichda and collective responsi-
bility in the use of that information, fostering an active, critic, and wide participatory attitude
of the individuals and the communities within the existing spaces and manifestations of cul-
tural identity representationil(d.: 15-16). Thus, and as Gomes da Silva states, the pro-
cesses of construction and participation become the focus of societal dynamics, and given
that EDs “inhabit [precisely] those intermediary connection spaces [...] between institutions
and individuals, between the ideas of the creators/producers and the ideas of the enjoy-
ers/consumers'ilfid.: 16), they turn into artistic-cultural-creative intermediaries (some steps
beyond Bourdieu’s conceif), responsible for what Bhabha designates as the articulation

of cultural differences (cf. Bhabha, 1994). As spaces that contribute to the individuals’, the

363V, subchapter 3.1.

364 As David Hesmondhalgh has observed: “Cultural intermediaries’ is one ofdkeconfusing terms in the
cultural industries lexicon. It has been widely used in recent delimtesaanging relations between culture
and society (for example, Featherstone, 1991), but also in studies oflcuidwstry organizations (such as
Negus, 1992, 2002; Nixon, 1997) and cultural policy (O’'Cang604). Its use derives from the discussion
of the new petite bourgeoisie and the new beaisie in Pierre BourdieuBistinction (1984). For Bourdieu,
at the core of the new petite bourgeoisi@ new social class with distinctive tastes and cultural practices
are ‘all the occpations involving presentation and representation (sales, marketing, adgeptigific rela-
tions, fashion, decoration and &woth) and [...] all the institutions providing symbolic goods and services
(1984: 359). This is important in understanding the developmehéafultural industries not only because
the expansion of the cultural industries feeds the expansion of thé$ dass, which has its own distinctive
cultural practices, but also because this class constitutes a major nencaudr certain cultural texts.
Bourdieu seems to have intended the terew'rtulturalintermediaries” to refer to particular type of new
petite bourgeoisie profession associated with cultural commentding imass media: ‘the most typical of
whom are the producers of cultural programmes oraii¥ radio or the critics of “quality” newspapers and
magazines and all the writer-journalists and journalisters’ (1984: 325). Presumably, the ‘old’ audal
intermediaries were those who acted as critics and experts on serious, legitimaieiouhe pre-mass
media age. Both new and old cultural intermediaries, | assume, are thushegsaade they ‘mediate’ be-
tween producers and consumers” (Hesmondhalgh, 2007: 66)
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communities’, and society’s participation in the debate over cultural identity formation, and
as entities which foster progressive and creative form(at)s of inter- and multicultural articu-
lations, EDs “play [and fulfil] a crucial social and educational role in contemporary society”
(Silva, 2008: 15).

With the SEAA’s creation, the CAM devised a structured way of addressing the need to
establish a greater and more engaging relationship with increasingly diversified publics b
fostering artistic education as well as the creation of ever more inclusive spaces for the de-
bate and discussion of cultural meaning-making and cultural identity-formation elements.
Through its pluri-vocal (exploring and critically analysing art via different perspectives, con
texts, and narratives) and multi-modal (symbolic, iconic, and en&¥Siapproach, the
SEAA came to expand the significance of artistic and cultural education in the understanding

of postmodernist cosmopolitan thinking:

[tlhe role of education departments is not that of mere translation and explasfation
messages, concepts, or experiences already present in the cultural programming of mu-
seums, but rather that of building shared networks of meanings, areas wtiads-the
viduals, the objects, and the ideas meet, and where meanings about the world around us
are shaped and negotiated.

(Silva, 2008: 17).

As such, the SEAA can be considered as an expression of the CAM'’s refledtjmerfon

mance of a postmodernist stance inasmuch as it presents itself as a space of dialogue and
debate, a space for the constru(ct)ing of meanings and of the individual’s learning possibil-
ities. The following section will address another expression @fGAM’s postmodernist

turn by analysing the first guide to the collection published in tRedtury.

365 Joseph Suina describes the different modes in the following way: “in le@xpegiences [...] the symbolic
mode almost always takes the written form [...]; the iconic mode invoiegyery’ or the use of represen-
tations of the actual through physical models, films and other meandlie.¢nactive mode is learning
through the use of awghtic items, events, ideas and people [...]; museums are incrediblyiticiconic
and enactive learning opportunities” (Suina, 2004: 106).
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In 2004 the CAM published its new Guide to the Collection of the Modern Art Centre José
de Azeredo Perdigdo, the first Guide of the CAM'’s collection in tifec&htury (v. fig.
5.37.).Guides to museums’ halls, exhibitions, or art collections are, in Mieke Bal's words,
an “official selfreflective product, the condensation of [a museum’s] efforts ateyaié-
sentation” (Bal, 1992: 589). The CAM’s 2004 Guide to the Collection can beliEas a
self-reflective product whichk as it illustrates the CAM’s politics and poetics of collecting,
studying, and researching Portuguesé @&éntury art- (re)presents one of the CAM’s main
identity markers. Published the year after the CAM commemorated'itar@lversary, the
Guide presents an organisation which is simultaneously postmodern in its self-awareness as
a key element “within the museum’s overall narrative machinery” (Bennett, 1998[1995]:
180), and “backtelling® (ibid.: 181) in a didactic and pedagogical way. As a publication
on a section of an art collection, the 2004 Guide, in its selecting and discussing of specific
artists and artworks, traced the lines of Portugue$ec@0tury artistic culture in one of the
ways it was perceived by the CAM at the beginning of tifec2htury.

As a guide to the collectionand not a guide to the permanent exhibii6a the 2004
Guide’s purpose and format were different from those of the previous Hfid&ile the
1983 Guide to the Museum of the CAM sought to provide the public at large with a sche-
matic conventional periodisation of Portuguese modern art historiography (v. section 4.1.1.
and footnote 220 and the 1985 Guide to the CAM aimed at serving as “a guiding tool for
the visitor who wals through the different areas of the Museum” (Sommer Ribeiro, 1985b:
10) (v. section 4.1.3.), the 2004 Guide to the Collection “emerged from the need of present-
ing the CAMJAP collection to the public more completely and wi&&ly (Nazaré, 2004:
7). With a collection ranging close to six thousand works of art (in 2004), fulfilling that need
would require selecting the artists and artworks which best helped describe and delineate the

collection, as well as the CAM’s collecting and research guidelines ditidgpd o that end,

366 Bennett retrieves Thomas Huxley’s description of one of Voltaire’s charactéasig— to “propose the
neologism[...] “backteller” —as the best way of describing the procedures of ‘the retrospective prophet’
[Zadig]” (Bennett, 1998[1995]178.

367 The aforementioned and discussed 2001 leaflet fulfilled that role (v. s&cti@n).

368\/. subchapter 4.1., and sections 4.1.1. and 4.1.3.

369 Especially when compared to a short booklet tiPedueno Roteiro da Colecgdo de Arte do Centro de Arte
Moderna José de Azeredo Perdig@mall Guide to the Art Collection of the Modern Art Centre José de
Azeredo Perdigao] that was published by the CAM in 1996.
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“139 artists, considered representative of the collection, [were] incorporated into this book”
(Nazaré, 2004: 7), which included the reproduciidof 165 pieces, and was divided into
five sections: “During Modernism”, “Artists of the 40s and 50s”, “From the ruptures of the
60s onwards”, “The most recent years”, and “Encounters”. Each artist’émrgccompa-

nied by a text which “establish[es] the artist’s biographical journey and represent[s] an in-
terpretative, and at times critical,derstanding of the [artist’'s] workil(id.), as well as by

an image of one (very occasionally two) artwork(s) by the artist, and by a “seleitlive
ography and a note regarding the number of works [which represent the artist] in the collec-
tion” (ibid.). Aside from the foreword, the organisation of this Guide includes a text which
very briefly “trace[s] the history of how the collection was formedid() and at the end of

the Guide one finds “a compared chronology of important events within and beyond th
artistic world of the 20 century [...] provid[ing] a better historical understanding of the
artists featured in the guidebookbif.).

The 2004 Guide illustrates the CAM’s wish of presenting its collection of modern and
contemporary Portuguese art within a postmodern framework which re-evaluates the past
and the present and consequently restructures theories and narratives that are vital for an
understanding of contemporary inter- and multicultural systems and dynamics. Even though
the 2004 Guide follows a postmodern epistemological stance and, therefore, introduces a
composition that contains less sectiona less fragmented art history with a greater
acknowledgement of the fluidity of art movements throughout tHec2@tury— than the
1985 Guide, it, nevertheless, divides and agglomerates artists and respective works into four
chronological and historical categories. As such, it “bestows a socially coded visibility on
the various pasts it organizes [...] [as] linked chains of events [...] whichg@resgorward
to the present point [...] from where these connected sequences are made retrospectively
intelligible” (Bennett 1998[1995]: 180). By establishing a predominantly diachronic order
for the presentation of the collection in book format and through the action of selecting spe-
cific artists and artworks to represent it, the CAM “focused on a particular sequence within

the museum’s overall narrative machinemgid.), i.e., it structured an overall ‘backtelling’

370 Reproductions vary depending on the works of art; there are integrabatial reproductions either of the
entirety of the pieces or of details/still-frames.
871 within each section artists are ordered alphabetically by their last ntistie/aame.
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organisation of its art collection, a narrative itinerary where each of those four chapters be-
longs “within a longer story, pressing towards an end point which is simultaneously the point
at which the next chapter commencabid.: 181).

The first chapter, “During Modernism”, brings togeth& drtists and 21 artwork®
representative of the First and Second Portuguese Modernisms (v. figs. 5.38 to 5.43.). A
brief introduction to the chapter highlights Amadeo and Almada as the leading figures of the
First Modernism, making particular reference Amadeo’s protagonist and iconic role
within the collection due to “his modernism, cosmopolitanism, and experimental daring”
(Nazaré, 2004: 10). The text mentions the humourist art of the 1920s by Antonio Soares,
Jorge Barradas, and Stuart de Carvalhais, referring in particular to the social criticism and
socially interventionist character of several covers of humourist magazines which contrib-
uted “to the abundance and popularity of an artistic production that would not have been
economically viable on othenedia” {bid.). The Second Modernism (1930s and 40s) is very
shortly described as being “considered less daring and innovative, in relative terms [to the
First Modernism] despite the [ongoing] influence of the turn of the century ruptibis}, (
and Mario Eloy and Eduardo Viana are put forward as the representative names. In order to
situate certain names such as Abel Manta or Canto da Maia within the Modernisms group,
the introductory text makes a reference to the fact that during the same period of time as the
modernist expression was taking root and expanding in Portugal, “artistic practices closely
related to the naturalist tradition, and [distanced] from the avant-garde, maintained [consid-
erably large] public acceptancebi@.) (v. section 4.1.1.).

The second chapter, “Artists of the 40s and 50s”, presents 19 artists and 20 works of
artt”® and “circumscribes a precise temporal definition from the emerging oReatism
to Surrealism, and Abstractionismbid.: 7) where names such as Julio Pomar, Fernando
Lanhas, Mario Cesariny Anténio Dacosta, Fernando Lemos, and Nadir Afonso stand out (v.
figs. 5.44. 10 5.49.). The surrealist movement in Portugal was prolific in drawings, paintings,
and sculptures, as is evidenced by the CAM’s collection. Giveéattists showed a growing
tendency, during this period, to conduct “[s]cientific research, at times esoteric, on geometry
and on the effects [regarding] optical perceptiobit(: 52), geometrical and lyrical abstrac-

tionisms, as well as photography, developed considerably.

872 Amadeo de Souza-Cardoso and José de Almada Negreiros are each repogdemted their works.
373 Mario Cesariny is represented by two pieces.
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The third chapter, “From the ruptures of the 60s onwards”, is the largest chapter, with
63 artist entries and 66 artwofk$ “establish[ing] the multidirectional panorama of artists
whose languages refreshed and definitively renovated the national artistic context in the 60s,
70s, and 80s"ilgid.: 7) (v. figs. 5.50. to 5.59.). This chapter gathers artists whose “careers
spanned three or four decades of the Portuguese artistic panorama and many who continue
working to date” ipid.: 94), including some household names who were recipients of FCG
grants to study, do research, and work abroad in the 60s and 70s (v. section 2.1.1.). As a
result of those artists’ incursions throughout Europe and the U.S.A., as well as of the
(post)revolutionary (counter)cultures which were characteristic of the 1970s in Lisbon, the
CAM collection nowadays includes examples of the visual and “plastic arts [that] teegan
reflect the liberty, diversity, and individual research that had become possite]. (
Names like Lourdes Castro, Helena Almeida, Alvaro Lapa, Angelo de Sousa, Fernando
Calhau, or Julido Sarmento “launched the foundations for the uncompromised diversity that
would follow” (ibid.) in the renewal of painting, sculpture, photography, and video.

Thefourth, and last chronological chapter, “The most recent years”, includ@s&e-
ists who emerged during the 90s and who are part of the colleatimh? 228), with names
such as Gil Heitor Corteséo, Alexandre Estrela, Catarina Leitdo, Jodo Onofre, Jodo Pedro
Vale, or Susanne Themlitz (v. figs. 5.60. to 5.66.). This selection of artists whose work
started to surface and be noticed during the last decade of'tree@iry is characterised
by a “questioning of the collective devices closely linked dbtipal, cultural, and media
awareness, or [...] by a critical relationship with those spheibgf.); However, and as
evidence of the legacy left by artists and themes from the 60s, 70s, and 80s, “[t|here are [...]
latent archetypes that are maintained and poetic intentions that find new breathing space in
photography, video, drawing, and painting [and where] [t]he artistic world and the conditions
of reception once again become issues pertaining to works oitedit).(

The fifth, and final, chapter, “Encounters”, is the only thematic section, bringing to-
gether 10 foreigtf® artists and 11 works of &ff. It focuses on international artists whose

influence on Portuguese artists was quite known and visible “during the first half of'the 20

374 Ant6nio Areal, Alberto Carneiro, and Julidio Sarmento are each represeriteal figces.

375 And the same number of artworks.

376 Maria Helena Vieira da Silva, who was born in Portugal and who baddRiese nationality and French
citizenship, is included in this group.

377 Robert Delaunay is represented by two pieces.
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century: the Delaunays with Almada and Ama#éh Léger and Bissiére as Vieira da
Silva’s teachers, George Grosz as a recognisable reference to Mario Eloy, and Candido
Portinari’s influence on Julio Pomarib{d.: 288). Even though this last thematic group has

a relatively small numerical representation when compared to other clusters of international
art in the CAM'’s collectio®’®, its significance as a portrayal of the fluidity of co-relations

and connections between the Portuguese modernisms and its international counterparts is
highly relevant for an understanding of Portuguese art from the first half of theeatury.

Despite the individual presentation of the selected artists and artworks, the 2004 Guide
content ordering and organisation in chapters, which mainly followed historical-chronologic
categories, presents the reader with the possibility of following a “continuous evolutionary
narrative [...] judged to be essential to the museum’s pedagogic mission” (Bennett,
1998[1995]: 184). Each of the five chapters consists of a somewhat heterogeneous range of
artists and artworks which were deemed evocative and depictive of the different four
timeframes and the final thematic-frame, as well as deemed the most suited in the composing
of an overall image of the CAM'’s collectiar 20" century Portuguese art. It is not the case
with all of the artworks select& that compose this guidebook, but many of them “belong
to the period to which they refer and are portrayed as active [artistic] forces within that pe-
riod, [thus] serv[ingboth as a part of [art] history and as its representatidnig’); As such,
the chapters are devised to be exemplificative of the periods they refer to, with the artists
and respective bodies of work chosen functioning as the key elements for a relatively elab-
orate account of those periods regarding the development of Portuguese art and of the Por-
tuguese (visual and plastic) artistic panorama. The comparative chronology at the end of the
guidebook summarises the main events of the cefftuproviding further elements for the

understanding of the relationships established between bodies of work and/or artists of the

378V, footnote 157 in section 3.2.1., and v. section 4.1.1..

379 Such as the cluster of British art in the collection; a specific publication enconptesitifferent clusters
of international art in the CAM’s collection was planned at the.time

380 For example, some works of art chosen to represent a few artists wdietinclided in the “From the
ruptures of the 60s onward” chapter (focusing mainly in the 69,af@ 80s) are actually pieces made in the
21st century like#D.B. Self Portrait(2002) by Daniel BlaufuksDuring Sleep(2002) byRui Chafes, or
Untitled (2001) by Rui Sanches.

381 The 2004 Guide comprehended many of the most significant anamekexents of the 20century (from
1901 to 2003), grouping them in decades (1901-1920 are presegétier), and dividing the events into
the following categories: Politics/Economy, Society, Science/Technology, Theordticagfit, Interna-
tional Art, Portuguese Art, and In the CAMJAP collection (representeddpiotwo works of art from the
respective decade belonging to the collection).
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same period as well as for the understanding of the (evolutionary) connections that exist
between the different periods.

As two differentformats of displaying and narrating the CAM'’s collection, the 2004
Guide and the 2001 permanent exhibition leaflet (v. section 5.1.3.) are both central elements
of what Bennett describes as the art museum’s narrative machinery, which means they can
directly or indirectly be complementary to an understanding of the collection and, therefore,
to an understanding of the CAM’s role. The 2001 permanent exhibition (and respective leaf-
let) proposed a reading of the collection in a dynamics of intertextuality and dialogue be
tween artworks from the first and the second half of tHec2ditury, and between artworks
from the Portuguese, British, French, and Armenian clusters of the collection. The 2004
Guide, on the other hand, focused on gathering information about the Portuguese artists and
their bodies of work so as to present a quasi-evolutionary art historiograph¥ c&2iry
Portuguese art. One aspect both the 2001 exhibition and the 2004 Guide have in common,
however, is the preponderance of artists and works belonging to the 1960s cawilds
the chapters “From the ruptures of the 60s onwards” and “The most recent years” making
up for almost three quarters of the total entries of the 2004 Guidech “highlight[s] the
permanent care taken to constanéigew the collection” (Nazaré, 2004: 7). This aspect also
reveals a background work of permanent re-evaluation of the collection as a cultural mean-
ing-making element and as a mechanism which allows for (re)tracings of cultural theories
and narratives within an art history framework as well as within a continuously transforming
societal framework.

The (rejpresentation of the CAM'’s collection in the 2004 Guide to the Collection fol-
lowed criteria for the artists and artworks selection as well as criteria for their categorisation
into groups which was demonstrative of the CAM’s postmodernist turn insofar as it con-
veyed much more multi-directional and pluri-vocal ways of seeing the collection. One last
example of the CAM’s reflection on/ performance of a posenodtance will be the anal-
ysis of one of the commemorative moments of the FCG'sahiversary: an exhibition
organised by the CAM featuring the attempt of a repositioning of Amadeo de Souza-Car-

doso’s avangarde modernist work within a contemporary postmodern art historiography.
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Centro de Arte Moderna
José de Azeredo Perdigéo

Rateiro dacolecpan

Figure 5.37. - Guide to the Collectior
CAMJAP (2004) (cover)

Figure 5.38. -Portrait of Tagarro  Figure 5.39. -Untitled (Femi-
and Waldemar da Costé&Barah nine Figure), Jorge Barradas,
Affonso, 1929 1923

Figure 541. -Untitled (Ladies at ~ Figure 5.42. -Self-Portrait
the Café Table)Christiano Cruz, Ofélia Marques, 1936
1919

Figure 540. -Stored is the cof-
fee for anyone willing to pay
Stuart de Carvalhais, 1927

Figure 5.43. -Natacha
Anténio Soares, c. 1928
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Figure 545. -Untitled (Portrait of Costa Martins
included in the series Lisbon Sad and Happy
City), Victor Palla, 1959

Figure 5.47. -Odalisque a I'Esclave

Figure 5.46. -Abduction in a populated land- Julio Pomar, 1969

scapeAnténio Pedro, 1947

. L ' Figure 5.49. -Hand in 196
Figure 5.48. -Party Afternoon Julio, 1925 'au ! 0

Cruzeiro Seixas, 1960
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Figure 5.51. -#D.B. Self Portrait
Daniel Blaufuks, 2002

Figure 552. -Projected Shadowf Christa Maatr, Figure 5.53. -During Sleep Rui Chafes, 2002

Figure 5.54. -The Lisbon Streets

Ana Hatherly, 1977 Figure 5.55. -Roger, Ana Jotta, 1995
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¥

Figure 5.58. -Tales on Dirty
Realism (Careful)
Julido Sarmento, 1987

Figure 5.57. -Untitled,
Sérgio Pombo, 1973

Figure 5.56. -Dressing Table
Ana Vieira, 1973

Figure 5.59. -Fernando Pessoa - HeteronynCosta Pinheiro, 1978
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Figure 5.60. -Untitled, Figure 5.61. -Smog #17
Barbara Assis Pacheco, 2001 (from the Corridors series), Nuno Cera, 2000

Figure 5.62. -Untitled (Demonstration) Figure 5.33.'-;hedRest2igosgilence I
0é Sendas,

Gil Heitor Cortesao, 2004

Figure 5.65. -Are You Safe When You Are
Dreaming Jodo Pedro Vale, 2001

Figure 5.64. -Untitled (drawing from the Harm-
less and Loners series), Susanne Themlitz, 200
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5.2.3. Avant-garde dialoguesold tales and new tellings in international art history

Postmodern cultural thought and the (tugging) forces of globalisation have demonstrated
that the narration of historyand, in this case, the telling of art history in particelaan be
constantly and continuously subjected to alterations via the introduction of new theories,
new research results, as well as via differently (in)formed perspectives brought by new in-
formation and/or new epistemological stances. The exhibitioadeo de Souza-Cardoso
Didlogo de VanguardapAmadeo de Souza-Cardos@d\vant-garde Dialogugswhich was
organised by the CAM as part of the commemorations of the FC&'arBversary- would
come to be an example of that. This exhibition was a moment of cultural-cartography-mak-
ing in single exhibition form&% which reconfiguredertain narratives as it “aimed at estab-
lishing a reencounter between theuvreof Amadeo and theeuvresof contemporary for-
eign artists, both within and outside of his circle of friendships, through works of art which
are revealing of the experimentairss and complicities of that time” (FCG, 2006: 6). Func-
tioning as a way of reframing and restating Amadeo’s work within the realm of international
modernisms and avant-garde movements, the exhibition attempted to change the (im)muta-
ble configuration of iternational art history by demonstrating that “Amadeo was a protago-
nist of that first moment of ‘artistic globalisation™ (Freitas, 2006:8).

The exhibition was held at the temporary display galleries of the FCG HQ building be-
tween November 152006 and January 2007, gathering 260 works of ar190 paintings
and drawings by Amadeo and 70 other pieces (paintings, drawings, and sculptures) by 39
international artist§®—and displaying “artists and movements of rupture which definitively
altered the remsentation canons in western aibid.: 6). The exhibition’sernissageook
place on November ¥4 precisely 119 years after Amadeo’s birth; 2006 was also tHe 100

anniversary of Amadeo’s relocation to Paris and the 50 years anniversary of Fraiiga’s re

%82 An exhibition which was, nevertheless, accompanied by an exhibitialogae (v. FCG, 2006b), as well
as by tworaisonnécatalogues published after the exhibition (v. FCG, 2007; FCG, 2008a).

383 Albert Gleizes, Alexander Archipenko, Alexandra Exter, Alexej Jawlenskyedeo Modigliani, André
Derain, August Macke, Constantin Brancusi, Fernand Léger, Franz Marc, Gabrigkr MGino Severini,
Hermen Anglada, Camarasa, lvan Klioune, lvan Puni, Jean Metzinger, JuafaGirisir Malévitch, Liubov
Popova, Lyonel Feininger, Manuel Ortiz de Zarate, Marcel Duchamp, MariannekiVeiadja Ou-
daltsova, Natalia Gontcharova, Olga Rozanova, Oskar Kokoschka, OssipeZdditim Freundlich, Pablo
Picasso, Robert Delaunay, Sonia Delaunay, Takanobu, Tsunenobu Kaké&mdrerto Boccioni, Vera Pes-
tel, Vladimir Tatlin, William Wauer, as well as two other Portuguese artists: Almagdeelios and Eduardo
Viana.
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covery and historiographic presentation of Amade&svrein Portugal (cfibid.) (v. sec-
tion 4.1.1., footnote 211). The exhibition was divided between two differently shaped and
positioned galleries which granted the curators an opportunity to carry out distinct displaying

methodologies:

[tihe amplitude of the main gallery allowed for an exploration of theilityobnd cir-

cular direction found in Amadeo’s work. In that open and unrestrained sjgalcave

displayed the series which best trigger a visual logics of continuity aiuth,vdt the

same time, allow for an overall impression of the tracing of multipbssang, diagonal,

or simply straightforward lines of sight as elastic as possible.lj. the lower floor

gallery the more autonomous nuclei are displayed, some of them being of a more ex-

perimental character or of less sequential expression.

(ibid.: 7).

Even though Amadeo’s work is the main focus of the exhibition, this was not a retrospective
or anthological displaying of the CAM’s collection of Amadeo&uvre The question of
how Amadeo’s work was displayed, and within what exhibition context, is a critical one, as
“the political significance of the representational frameworks museums employ” (Bennett,
1998[1995]: 126) bears great congential meaning to the works’ interpretations.

The main point of the exhibition was made apparent by its nAwvent-garde Dia-
logues conveying notions of intertextuality and of plastic and visual co-relations between
the set of works on display (v. fig. 5.67.). The idea for the organisation éivt@-garde
Dialoguesexhibition came from a need to communicate-theng researched and studied
further understanding of “Amadeo’s relationship with the international artistic milieu”
(FCG, 2006: 7) of higme, seeking to “rethink [higeuvrewithin the context of its closest
artistic ‘families’ (ibid.). As was discussed throughout section 4.1.1., Amadeo’s life in Paris
put him into direct contact with artists who would turn out to be some of the most relevant
names of European $Gentury art, some of whom would become very close friends of
Amaded®:. The exhibition would highlight the points of contact betweenoi@vresof
Amadeo and those of his French, Italian, German, Ukrainian, and Russian friends, demon-
strating Amadeo’s personal take on the impressionist, cubist, and futurist movements, as
well as his work of reinterpretation of German expressionism and Russian cubist-futurism
(v. Cardoso, 2006; Marcadé, 2006; von Waldegg, 2006). It is worth mentioning again that it

was also during his stay in Paris that he established working and personal relationships with

384 For example: Robert and Sonia Delaunay, Amedeo Modigi@onstantin Brancu"iAlexander Archi-
penko, and Otto Freundlich (v. Alfaro, 2007; FCG, 2006; Freitas, 2007; 2008a; 2008b).
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a few very influential international art gallery owners and prom&tetselping Amadeo to

create a network of spaces in France, England, Germany, Russia, and the U.S.A. where his
work was exhibited. The exhibition sought, thus, to “reposition Amadeo in theBatis-

Moscow artistic axis” (Freitas, 2006: 8), as well as to affirm his position in the narrative of
the 1910s international art histdtyough the confirmation of Amadeo’s international exhi-
bition path. As such, “the exhibition situates Amadeo at the centre of the international artistic
dynamics, [and] fully immersed within an avagdrde context” (FCG, 2006: 8).

The exercise developed by the exhibitieaiming at showcasing Amadeo’s work not
within the Portuguese First Modernism cont&dbut within the context of the international
modernisms of his time makes clear how the art museum’s work of contextualisation and
(re)framing is crucial in perceiving and figuring out the mechanisms used to constru(ct)e art
history narratives. Bennett's useful comparison analysis sheds some light on the process at
hand:

[a]ll of the developed theories of language available to us are in agredgrapart
from a few special classes, individual signifiers have no intrinsic erénmlt meaning.
Rather, they derive their meaning from their relations to the other signifith which
they are combined, in particular circumstances, to form an utterance. This hag-the ob
ous consequence that the same signifiers may give rise to different nsedepending
on the modes of their combination and the contexts of their use.
That this is true of museum artefacts is amply confirmed by those circuesstianc
which changes in the systems of classification governing museum displays have led t
a radical transformation in the signifying function of identical artefacts.

(Bennett, 1995[1998]: 147).

Such was the case of the exhibition discussed throughout this s8gstiguroposing a plas-

tic dialogue with other [international] artists of his period who also lived in Paris at a time
when the artistic borders were very permeable” (FCG, 2006: 8), the CAM sought to trans-
form the signifying function of Amadeo®euvrewithin the general(ising) international art
history discourse. As a means to attempt a re-telling of international art histoeypost-
modern context the Avant-garde Dialoguesxhibition sought also to demonstrate that the
“existing [art] historical discases and their associated social and ideological affiliattons

their pastpresent alignments” (Wright, 1984: 512) are never permanently and immutably

385 Such as Herwarth Walden, owner of the art gall®ey Sturmin Berlin; Wilhelm Niemeyer, director of the
Hamburger KunstgewerbeschuteHamburg (cf. FCG, 2006); and Walter Pach, one of the chief ogganis
of the Armory Show in New York, Boston, and Chicago (vtieedt.1.1., footnotes 207 and 208).

38 As was the case in the permanent exhibitions of the collection held @AMebetween 1983 and 1997.
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established and can undergo structural and/or epistemological ctanfass, even though
“cultural artefacts and works of art are multiply-coded and open to diverse and contested
interpretations [...], the works and their reception are structured and channelled through the
context(s) of display or mediation” (Rectanus, 2013: 383). In the case at haardb# said
that the works and their reception were reorganised and repositioned into their original for-
mat of interconnection and cont#€t as the exhibition reformulates that specific European
1910s artistic miliew- in order to reframe a locakuvreinto and within its initial/ original
multicultural and globalised framework.

TheAvant-garde Dialoguesxhibition also figuratively (and literally) addressed the is-
sue of the artistic and cultural global-local interactions and dialogues and its consequent re-
framings and re-contextualisations of national and international art history. This exhibition
was a cultural evefft® which featured the collaboration of several museums around the
world, as well as several private collectors (cf. FCG, 2006), to ensure the gathering of the
required works of art for display. That factor, supported by the knowledge of the thematic(s)
of the exhibition, demonstrates that the interaction between globalisation and the art museum
is perhaps best enacted, realised, and understood by/in the organisation of international(ly
informed) exhibitions as they

reveal an interplay and recontextualisation of the global within the lachl[fheir]
contents and the aesthetics of their presentation relatesgriimlic exchangesf cul-
turewhich globalise. [...] How curators and museums ‘translate’ culture intota |
context [and vice-versa] is a pivotal dimension anacessin mediating exhibitions.
These tensions, in turn, relate to the broatisjuncturesof global flow among eth-
noscapes, technoscapes, financescapes, mediascapes, and ideoscapes which character-
ise globalisation (Appadurai 1996) and are played out through the museumimew
plication in each of these ‘scapes’.
(Rectanus, 2013: 383).

387 However, and regarding the specific case at hand, the chief curatoaldelé&meitas said she “considered
it to be very difficult to change the constructed and consecrated internatidmat@mn puzzle and try to re-
place Amadeo within it: he is a piece of the puzzle that does not find its placesééeais Portuguese,
because he dies young, because up until the 1950s no one talkhieh@nd when he reappears there are
resistances as if there was no space to placatii(freitas, 20068).

388 Besides the organic influences coming from the aforementioned fripsdahd artistic collaborations
which left a mark on the artist@euvre the points of interconnection and contact come also from the fact
that many of Amad®@s international exhibitions, namely the ones in Paris, Berlin, Mosblaw York,
Boston, and Chicago, displayed artworks by many of the artistssesgied at thAvant-garde Dialogues
exhibition.

389 The exhibition welcomed a record total of 100117 visitors, and thedgsif the exhibition lasted through-
out the dawn as thousands of people attended the FCG galleries on that day.
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As an institution which does ntdarrange [its] displays so as to simulate the organisation of
the world [...] outside the museum walls” (Bennett, 1998[1995]: 126), but rather so as to
guestion it, the CAM takes part of the ongoing redefinition of those tensions, disjunctures,

and boundaries. As Whitehead pinpoints, in art museums

[tlhe mapping process is constitutive of the history of art ibakting object and
knowledge relations, establishing (and sometimes challenging, moving andgjolici
boundaries and mobilising chronologies to create different regimes of intaguretat
[...][Clardinal stories of art [are] told by the art museum [..s}eries of artworks [and]
artworlds, stories of products [and] processes. [...] Art museums, as discugsegg e
in the cartographical activity of arranging material in physicagrpretive and episte-
mological space. This brings with it the elective responsibilitgréaluce a map [...]
which provides users with opportunities to develop metacognitively in twdeake
sense of the map, appreciate its emphases and recognise its sileness, its giternal
structures and rules, and ultimately to be personally empowered to encampass/-
erse new geographies of knowledge”

(Whitehead, 2012: 48-49).

The concept of (re-thinking) modernism as an aesthetic marker of postmodersswas

also done by thAvant-garde Dialoguesxhibition— can be considered such a geography of
knowledge as it encompasses the debate regarding the issues pertaining to a postmodernism
of resistance and to a postmodernism of reaction. The exhibition aimed at reformulating the
narrative of international art history by (re)incorporating a puzzle-piece which, abeit ¢
stitutive— and rather demonstrativeof the development of international art movements at
the time, had never made it to the final grand puzzle composition precisely due to the lack
of manoeuvrability and of course-correction within the strictly delineated modern art histo-
riography. In a postmodern context, one of multicultural and transnational understandings
and comprehensions, to attempt an exercise of self-reflexivity within the art historiograph-
ical (and ergo museological) milieu, so as to take part in the rewriting of national and inter-

national modernisms, was mandatory.

This chapter addressed the international debate regarding the (kinds of) transitions ex-
istent between modernity and postmodernity and examined different moments of the CAM’s
reaction to/ performance of those transitions to and embodiments of postmodernity. The fol-

lowing chapter will focus on the final period (20201 3) of the analysis of the CAM’s ac-
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tivities, reviewing the third Director's work on-engaging the art museum/art centre dia-
logue by rereading the collection in publication format, by establishing varied links between
the temporary exhibitions and the collection, and finally by the ways chosen in celebrating

the CAM’s 30" anniversary.

Figure 5. 66. - View of the exhibitionAvant-garde Dialogues
FCG's Temporary Exhibitions Gallery, 2006
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6. REFRAMING ART AND CULTURE THROUGH THE CAM’s
COLLECTION AND BEYOND






6.1. RE-SHIFTING THE PARADIGM OF THE ART MUSEUM /ART CENTRE DIALOGUE

In orthodox managerial terms of reference, it is up to directors, boards, and marsgallevels

to decide on the balance between these forces [institutionalization, deiosttization, and rein-

stitutionalization], one that ensures the growth (or at least survival) ah#tgution by enabling a

comforting degree of continuity, while inviting in calibrated doses of dignupivhich is then in-
corporated into a narrative of reinvigoration, adaptation, and regrowth. All of this wouldbe e

to manage if the social locus of the museum and the pattern of change in soeieg atdre rela-

tively constant. But they are not; they are becoming less so, everywhere
(Smith, 2012: 86).

The very first years of the second decade of tiéc&htury would bring with them yet
another moment of significant (re)shaping and (trans)formation of the CAM’s image and
identity. In the final period of time that will be addressed and analysed (2010-2013) regard-
ing the CAM’s ongoing history and development, a new directorship took office seeking to
restructure and solidify the CAM’s place within the national artistic infrastructure as well as
its role within Lisbon’s culturalscape. But in order to further understand the relevance of and
the meanings behind the (re)new(ed) strategies and activities set in motion by the new Di-
rector’s exhibitions’ programme and curatorship, it is necessary tibydoek at how the
CAM was perceived by art critics and curators by the mid-to-late-2000s, as well as briefly
readdress some of the postmodern transformations of societal organisation at large and their
consequences in/for the location of the art museum within those rapidly changing patterns
(cf. ibid.).

In 2007, Anténio Pinto Ribeiro presented a somewhat-diret not inaccurate diag-
nosis of the CAM’s thefturrent situation by stating that it had been “removing itself from
the international circuit of contemporary art and that its actions in the field of international
coproduction-the most effective way of integrating the group of museums which determine
the revision of art history was practically null” (Ribeiro, 2007: 365). This fact, alongside
the lack of innovation in the format of the annual exhibitions’ programme, the lack of finan-
cial resources available for the acquisition of new works of art for the collection, and the

lack of defining guidelines in the collecting politics, led to the CAKdyambolical devalu-
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ation” (ibid.) within Lisbon’s culturalscape. Pinto Ribeiro highlighted the two main criti-
cisms which had been directed at the CAM throughout its existence, and which, without

proper historical contextualisation, might seem contradictory:

The first criticism has to do with the lack of attention paid to conteanporational and
international creation, and which has been put in the following manner: “AgnNiat
seum was inaugurated [...], [d]esignated as CAM, its politics, initstetényears®,
have almost always been of mistrust and suspicion regarding contemporaneity” [Pin-
haranda, 2004: 268]. The second one concerns the difficulty of fulfilling a cultural pro-
gramme: “Meanwhile, as the CAM is rediredt&diinto the strict terrain of contempo-
rary art (or into one of the segments of nowadays’ art), a hiatus was created which sep-
arates us from modernity and its revisions, and which restricts the [CAMipredhip
with wider segments of the public” [Pomar, 2005: online].

(Ribeiro, 2007: 365).

These criticisms of too much or not enough focus on contemporaneity and on contemporary
art derived (amongst other reasons) from, as Pinto Ribeiro observed, the CAM’s lack of
sufficient funds and human resources, which could have allowed for both Directors to have
“established more ambitious programmes at cultural and critical levkid’)( However,

these criticisms can also be read as an encapsulated and epitomised way of expressing the
outcomes of the CAM’s mission(s) and goals, of its histbontexts, and of its circum-
stantial frameworks, as they have been described so far.

The multiplicity of roles the CAM had to/ proposed to play within Lisbon’s culturalspace
since 1983 were not at all times easily compatible or even fully feasible. As has been ana-
lysed throughout the previous chapters, the CAM was designed to house a collection of mod-
ern art and to work as an art centre fostering contemporary creation and experimentation.
Due to the historical contexts described in chapters 2., 3., and 4., the CAM had to present a
mission statement and a set of goals which condensed the roles of a modern artmuseum
displaying the most representative (and for a long time the sole) collectioH cEatury
Portuguese art accessible to the publand of an art centre responsible for bringing the
Portuguese public up to speed on international postmodern cosmopolitan artistic produc-
tions. As was discussed previously, the CAM had to fulfil both roles in a short-circuited
fashion— to recapture Sousa Sas®expression as it needed to make untold Portuguese

modernisms known, while simultaneously contributing to the formation of (European and

3% Corresponding to the period of time when the CAM was directeb®§ Sommer Ribeiro.
391 The directorship of Jorge Molder is here implied.
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globalised) Portuguese postmodernisms. The different circumstantial frameworks as de-
scribed in chapters 3., 4., and 5., led to a fluctuating oscillation between those roles of art
museum and art centremodels of cultural infrastructures which in the lat& 20d early

21% centuries were considered by many artists, art critics, and curators as antagonistic and
incompatiblé®2 As such, the CAM’s major contributions to the transformation and devel-
opment of Lisbon’s culturalscapedringing about the existence of the country’s first mod-

ern art museum and its first art centrand their short-circuited (un)fulfilment at different
stages of the CAM’s, the city’s, and the country’s development, very easily elicited the
aforementioned (simultaneously opposite and complementary) criticisms.

The CAM was criticised for not paying enough attention to contemporary production
during its first decade of existeneat a time when the ACARTE was at the pinnacle of its
creation, production, and displaying activiti€s- and after 20 years of existence it was
criticised for paying too much attention to contemporaneity and not presenting sustained
connections to modernity and modernisms. Put plainly, the CAM was criticised for not func-
tioning fully as an art centre and it was criticised for not functioning fully as an art museum.
However, it can be argued that the CAM’s point from skeat was always to function as
both and never fully as just one or just the other. And the degree of success of this kind of
endeavour from an institution such as the CAM will always be the target of varying opinions.
Nevertheless, in his 2007 text on the CAM, Pinto Ribeiro presented the following closing

remarks:

the main [cultural] programming purpose of [the CAM’s] creationhich was to es-
tablish the existence of a cultural centre that would surpass the fielscapd of a
museum- was continuously compromised ever since the passing away of Madalena
Perdigao; first due to the full integration of the ACARTE as a departmeim GGAM-
JAP3% and, later on, as a result of its extinci$hh That which was the great asset of
the Modern Art Centre, which allowed for and generated the permeation of Icultura

392 pintoRibeiro observed that “the model of a cultural centre is nowadays beingggtiestion within the
contemporary cultural infrastructures’ panorama” (Ribeiro, 2008).3%evertheless, there are examples of
215 century museological infrastructures which have (more or less successfutiigned the white-cube
ascetic aura of the post-WW!II modern museum with the informalityrarti-purposefulness of the 60s and
70s-model art centre; two examples are the Tate Modern in London @0@@he MoMA in New York
after its latest re-opening (2004), v. Grande, 2009; Smith, 2012.

393 Even though the ACARTE was not an integral component or departriihe CAM, its collaboration with
and contribution to the CAM’s overall activities was quite impactful; and, as was alscsdiegtthroughout
chapter 4., the CAM and the ACARTE together were responsible for timatfon of a (once again short-
circuited) postmodern exhibitionary complex in the city of Lisborséetion 4.1.2. and subchapter 4.2.).

3% Which happened due to an accentuated decline in the levels of progudiomthe number of attending-
public ever since 1994 (v. section 4.2.3.; Ribeiro, 2007; 2014).

3%V, section 5.2.1..
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genres, which was a cultural forum, and which presented itself as ao§paperimen-
tation and creativity, is gone. The CAMJAP’s initial and fundamental rdasexist is,
nowadays, restrained and limited, with the CAMJAP currently being nothing but a col-
lection of 20" and 2% centuries’ Portuguese art. [...] [l]t is necessary to find a new
model that will live up to the expectations of what a cultural infuattire with the
characteristics of this one can offer to Lisbon.

(Ribeiro, 2007: 366).

Pinto Ribeiro, thus, called for a reformulation of the CAM’s art centre model. After nearly

25 years of (re)shaping Lisbon’s culturalscape throughout several different contexts which,
as has been discussed, prompted and/or elicited multiple and varied programming responses,
the CAM required a reshaping of its own. As Pinto Ribeiro suggested, the CAM should start
by defining a cultural programme “capable of reconciling [...] new aspects of camtaiyp
creationwith the CAM’s collection and its future dynamic#3ifl.). The change in Directors

in 2009 would bring about methodological and strategic modifications aiming precisely at
renewing the CAM’s relationship with contemporaneity and creating a greater iivierac
dynamics between the CAM'’s collection and contemporary production.

In April 2009 Isabel Carld8® began her role as the CAM’s Directdr During the first
months of her directorship the CAM underwent some spatial restructurings which came to
transform several areas of the entrance hallway, of the cafeteria, of one of thd externa
tryways, and even of the exhibition sp&éeThese small interventions allowed the visitors
to “come into contact with works of art from the moment they walked into the CAMIas w

as to walk along the space facing less architectural barriers and other interferences [...];

3% |sabel Carlos (1962-) holds“Begree in Philosophy and a Master's Degree in Media Stuffied] has
been an art critic since 1991. Prominent among the roles she has held/iauge & Adviser on Exhibitions
for Lisbon 94— European Capital of Culture, co-founder and sub-directoreofrt$titute of Contemporary
Art, Ministry of Culture (1996-2001). Within this latter capacity, agather duties inherent to the post,
she organised the Portuguese exhibitions at the Venice Biennial in 200t &#&b Paulo Biennials in 1996
and 1998. Isabel Carlos has also served as member of the Venice Bienyn(aD03), Artistic Director of
the Sydney Biennial (2004), curator of the Pavilion of Portugal at the VBigéoaial (2005) and curator of
the 9th Sharjah Biennial, United Arab Emirates (20Q0BLG, 2015: website)

397|sabel Carlos’s programming of the CAM’s activitigstes from January 2010 (cf. Carlos, 2014) to August
2016.

398 “Between April 2009 and January 2010, the year when the progeahahl had orgased began, a series
of small, almost imperceptible, changes were put in place with the airalohgnthe CAM’s spaces more
appealing to the visitor and also more appropriate for a museamoddrn and contemporary art. The re-
ception counter was moved from the middle of the foyer to a spot besidattiance; the glass door of the
cafeteria overlooking the foyer and the adjacent stone wall were coveréul tinenfoyer into an exhibition
space; the door that separated the foyer from the first room in ttralqeart of the building was removed,;
and the neighbouring room, which served as a meeting room, tegsaited into the exhibition area. [...] A
stone bench identical to those in the main exhibition hall was placeedrethe temporary exhibitions
gallery and the multipurpose room as a way of catering espettidlipse participating in educational activ-
ities, while integrating and respecting the surrounding architectural lang{@apds, 2014: 22-228).

286



Re-shifting the paradig of the art museum/art centre dialogr [l

alterations to which the public responded positively” (Carlos, 2014: 228). It is fitting that, in

a 2014 text written for a publication celebrating the CAM’$ aAniversary, Carlos decided

to highlight these changes in the visitors’ experiencing of the space, since a change in the

experiencing of the CAM and a change of the CAM as a museological experience is what

Carlos would propose and aim at. Even though there were stark differences between the

directorships of Sommer Ribeiro and Moldenamely at the level of content but also re-

garding some methodological approaches (v. chapters 4. andite)fact that Molder had

acted as deputy director generated a certain sense of fluid continuity. Carlos, however, came

from outside of the FCG framework at a time when there was an acute awareness of the

importance of developing increasingly sustained and comprehensive local-global cultural

and artistic relationships, and, as a result, introduced more apparent and meaningful changes.
As an art centre and as a museum of modern and contemporary art housed in a building

with limited space, “the CAM has strived to be a place of balance” (Carlos, 2014: 227) be-

tween those two definitions, given that it cannot (and never could) fully and permanently

showcase its collectié? while simultaneously displaying temporary exhibitions of other

works and artists (cfbid.). At a theoretical level, Carlos’s directorship did, howeverthhig

light one of the aspects of that duality, as confirmed by the Director’'s 2014 text where she

states that the

organisation of the programme and the curatorship [...] have sought to fulfihiiesC
mission: to be a place where artists showcase theirafitbiological exhibitions [...]
and, simultaneously, to be a space which fosters the encounter between the publics and
the most relevant contemporary artistic productiowithout geographic or thematic
limitations— thus sparking new dialogues and questions about reality, while striking a
balance between [the exhibition of] national and international artisfs[T]he mu-
seum must also work as a laboratory, as a space for experimentatiplatés where
creative workers can carry out their activities. [...] [Flurthermore, it. should raise
people’s awareness about how we should engage with a set of issues, be they economic,
social, political, or merely artistic.

(Carlos, 2014: 227).

Nevertheless, and in spite of the focus on the renewal of the CAM'& iasag space for the
exhibition of contemporary production, Carlos’s directorship would not neglect nor disre-
gard the (re)presentation of the collectiort would, in fact, become the foreground for a

new approach, one where the collection was constantly and continuously invited to relate

399 By 2014 the CAM'’s cbection comprehended over ten thousand works of art.
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directly (explicitly or implicitly) with the themes, concepts, media, and/or formats of the
temporary exhibitions, as will be discussed in subchapter 6.2..

In order to coherently and effectively balance the art centre and the art museum missions
and goals, the CAM’s programme would come to contemplate more contemporary art which
did not derive directly from the innovations of'26entury western modernisfi$and it
would come to include more non-traditional artistic mediums, displaying increasingly more
art using new and digital media (cf. Smith, 2012), doing so without disregarding the CAM’s
own collection and its history. In fact, and as the CAM’s Trustee, ad?africio Gouveia
(v. footnote 312 argued, “it is also the CAM’s mission to develop and renew its collection,
to which end the CAM must establish an attentive and informed closeness with contempo-
rary creation, [...] [and] its respective international dialogue requirements [...] and interdis-
ciplinary nature” (Gouve, 2010: 5). In her foreword text, included in a publication which
signalled the beginning of the new directorship, the CAM’s Trustee added to this notion the
importance and relevance that contemporary art museums have nowadays as “meaningful
institutionsof urban life, [...] as meeting places, spaces of gathering and inclugoh’).(

As such, balancing the double act of art museum and art centre meant providing the publics
with more than artistic output, it meant providing a space where national and international,
modern and contemporary art using traditional and new media can function as means of
“grappling with the challenges of contemporaneity” (Smith, 2012: 72).

Within a postmodern context, one where globalisation dynamics of multiculturalism and
transnationalism increasingly require the ability to articulate cultural differences (cf. Bha-
bha, 1994), Carlos’s inteational experience (v. footnote 396) would be highly significant.

According to Portuguese sociologists Carlos Fortuna and Augusto Santos Silva,

the emergence of a global culturelespite the weight of its homogenising tendency
widens the field of opportunities and of cultural diversity, thus fosgehie constitution
of a cosmopolitan condition as well as the technical competence ottitiudes’ pro-
fessionalg®Y. [...] Cultural homogenisation would eliminate tteson d’étreof cos-
mopolitans and third cultures’ professionals whose existence is based on [@sdlserv

400 By including more contemporary artists from Southeast Asia and Odgavaleong A., 2011; Narelle
Jubelin, 2013), South America (Doris Salcedo, Beatriz Milhazes, Rosangela, Ré12), the Middle-East
(Lida Abdul, 2013), and North Africa (Nadia Kaabi-Linke, 2014).

4011n 1963, Useeret al.had already used the term ‘third culture’ to describe behaviour, patterns created,
shared, and learned by [people] of different societies who are in the pofaesating their societies, or
sections thereof, to each other; [categorising it as being] not merelyualraccommodation or amalgama-
tion of two separate, parallel cultures, but the birth of something neav as behaviour, lifestyles, world
views, etc., are concerrnie@Useem et al., 1963: 169-170). According to Featherstone, there has been an
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purpose of] conserving cultural diversity and singularity. Thus, and inversely, the terri-
torialised condition of local cultures exists only as long as those cultures estahlish rel
tionships with the global culture and with cosmopolitan intermediatiasthier words,

a tacit and engaged relationship of mutual survival is established betweeypobism
tans and locals, set by the limits of cultural homogenisation and by the risk of diversity

extinction.
(Fortuna and Silva, 2001: 437).

Art museums’ curators and artistic directors with international careers are some of the most
prominent third cultures’ professionals to operate on the urban sphere, working as cosmo-
politan, transnational, and intercultural agents whedé&sign the cultural global system
map, specifically that of contemporary art” (Grande, 2009: 469). As suchinfeeuentions

in the museological field tend to reflect their views on the cultural postmodernity and artistic
globalisation frameworks, delineating programmes “with the intention of designing a new
order of historical memories, [and] of proposing neveda for collecting” (Groys, 2008:

40). Consequently, by the beginning of the 2010s, the artistic, cultural, and social impact of
postmodern cosmopolitanism and its paradigms (as described above by Fortuna and Silva),
were already a(n apparently sine qua non) condition of the lives of contemporary art muse-
ums as places with “the status of an event in the process of happening” (Smith, 2012: 69).
Within the CAM’s early 2010s context, that process of happening was very much connected
with a re-enforcement ahe CAM’s role of fostering, endorsing, and supporting artistic
production, as well as with a relocation of the CAM’s exhibition programme within contem-
poraneity (v. subchapter 6.2.), and a repositioning of the CAM’s museological experience
vis-a-visits gace within Lisbon’s culturalscape (v. subchapter 6.3.).

Since 2011, the CAM'’s actions in the field of promoting artistic production have incor-
porated several activities that, through different formats, have sought to explore the possi-
bilities of creating new art, establishing new events, and designing new exhibition®base
a logics of multifaceted inter-exchanges. The CAM has been responsible for organgsing

maintaining four artistic residencies in Berlin, London, New York, and Sao Paulo, which

increasingly “greater densification of cultural exchanges and experiesidels contribute to the intensifi-
cation of transnational encounters and meetings. [...] The intensificdtibnse flows makes the resolution
of intercultural communication-related problems indispensable. In soreg itésads to the development of
‘third cultures’ which have a mediating function [...]. [Within that contena@ny professionals of the artistic
and cultural fields] become familiarised with a certain number of natiofftares, contributing to the de-
velopment of these ‘third cultures’, and even, in some caseg livitheir midst” (Featherstone, 1997:-88
89).
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foster the artistic research and production skilidlowing also for a greater level of inter-
nationalisation- of Portuguese artists (cf. Carlos, 2014). In 2013 alone, the CAM funded
“46 projects, which allowed for Portuguese artists’ works to be present in exhibitions at the
Bronx Museum of the Arts in New York, at the Kunsthalle in Basel, and at the Biennales of
Istanbul, S&o Tomé e Principe, and Congoid(: 230). The organisation of a programme

for international curators to come to Portugal, granting them the opportunity to experience
the contemporary Portuguese artistic sceneilfad.), was another important mechanism
developed by the CAM in its role of endorsing and fostering the internationalisation of con-
temporary Portuguese production. The CAM allowed for that “direct and intensive contact
[...] [which] included visits to the artists’ studios, to the main art galleries, and to artistic
institutions” (bid.), as it perceived such a contact to be “a crucial instrument for the creation
of a dialogue between international artistic agents and Portuguese artists, as well as a contri-
bution to the dissemination of their works abroatid;). The CAM also suppted “struc-

tures of artistic programming, production, and promotion within the field of contemporary
art in Portugal” ipid.).

The activities and programmes put into action by the CAM during the early 2010s, and
the (re)new(ed) programming and curatorial approaches and methodologies implemented by
the new directorship came to solidify the CAM’s place not only within Lisbon’s culturals-
cape (as will be further discussed in the following two subchapters), but also within the city’s
and the nation’s art infrastructure and exhibitionary complex. This new cycle of the CAM’s
life would bring to focus the need for a more frequent and in-depth dialogue with cosmopol-
itan contemporaneity as a way of ensuring a continued and profuse rediscovery of the
CAM’s collection, and as a way of allowing for a renewed spatial and contingent experience
of the CAM by the public. The following subchapter will discuss examples of how the
CAM'’s new programme of temporary exhibitions established an ongoing dialogue between
international ontemporary creation and the CAM'’s collection via the communication of

multiple curatorial visions and the establishment of several critical narratives.
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6.2. REINVENTING WAYS OF SEEING THE COLLECTION

THEMES, CONCEPTS, AND MEDIA

Collections should, hopefully, express a personality of their own, whibeadlbwing renewed
readings and multiple curatorial visions.
(Gouveia, 2010: 5).

From 2010 onwards, there would be variegated ways of showing and telling the collection
from the familiar thematic temporary exhibitiéfsand the collection guide (with new takes

and morphologies), to the newly introduced accessibility of digital versions of the collec-
tion’s artworks online on the CAM’s website, and thenteoduction of guided tours to the
CAM'’s renovated storage faciliti&. As has been previously discussed, the kind of frame-
work — chronological, diachronic, synchronic, conceptual, thematicaised when dis-
playing a collection of artworks, partly determines and conditions the readings that can arise
from a given exhibition. In the exhibitions addressed and analysed so far, the interpretive
frames provided- both by the display itself and by the textual material made ava#able
usually presented somewhat self-contained narratives, inasmuch as, most often, the exhibi-
tions did not establish direct connections with other exhibitions on display at the same time.
The new directorship would bring a different methodology, one where the displays of the
collection would establish a direct link with some of the temporary exhibitions. These new
exhibition form(at)s, along with the aforementioned new website contents, the new guided
tours to the depots, and the new guide to the collection, would come to “propose (im)material
interfaces which closely relate[d] [the CAM] with the contemporary,[imply[ing] new
discursive tendencies and new visual regimes” (Semedo, 2010: 63).

The emergence of a global culture and of a postmodern cosmopolitan condition (v. Ap-
padurai, 1996; Bhabha, 1994; Canclini, 2003; Sousa, 2001; Fortuna and Silva 2001) steadily
contributed to a reconfiguration of theoretical and critical models regarding the representa-
tion of plurality and difference, and of multiculturalism and inter-culturalism, which, in turn,

led to a transformation of the museological space, from one of static representations of

492 During Molder’s directorshighe thematic temporary exhibitions of works from the CAM’s collection,
although quite less frequent, were already part of the exhibitions’ prowak few examplesRelative
DensityandHumour and lllustration in the CAMJARCollection in 2006;Self-Portraits of the Collectign
in 1999;British Drawings in the CAMJAP’s Collectipm 1996;Drawings of the Body in the CAM's Col-
lection, in 1995-1996.

403V, initial mission statement discussed in subchapter 4.1..
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memory and of the past to one of ongoing questionings of contemporaneity and of the con-
temporary perceptions of history and of the present. According to Museum Studies scholar

Alice Semedo,

that represented a shift from aasthetigparadigm to aepresentationaparadigm. By
performing crucial functions as vital centres within several nesyenkd by associating
different elements, ideas, people, types of interactions, etc., museums adopt also new
roles; they re-invent themselves as platform-spaces and frontier-syfaresdifferent
systems of representation meet. As such, these become museums of fluid-spaces
constant movementof cultural practices and meanings.

(Semedo, 2010: 67).

The continuous changes in the systems of representdtit@ir politics and poetics, as well
as their semiotics have transformed the kinds of mediations that art museums perform: the
art museum is now a site of exhibition of contemporaneity and cosmopolitaraémhat
is “in the process of happening” (Smith, 2012: 6¥)stead of a “repository of a collection
[...], a place that held history in stasis, presenting it as a stilled panoramag). Such a
paradigm shift does not imply overlooking or disregarding history, memory, aesthetics, or
form; on the contrary, it requires the creation of an exhibition environment where history,
memory, aesthetics, and form can be worked as constitutive elements (of the works of art
and of the exhibition as a whole) as well as moulded “on the level aéxdpftamework,
background, or of a new theoretical interpretation” (Groys, 2008: 40). This brief (re)intro-
duction to the issue of the role of art museums and the issue of which different representa-
tional systems are best suited for a museum of modern and contemporary art that is also an
art centre brings the discussion back to how the CAM’s new programme would present ways
of seeing the collection through postmodern cosmopolitan spectacles.

Engaging the CAM'’s collection of localised modern and contemparamwith interna-
tional contemporary production would be one of the main tools used as a means of relocating
the CAM within cosmopolitanism and contemporaneity. As Carlos put it: “the tone was set:
creation and collection” (Carlos, 2014: 228). In 201® tamporary exhibitions took place
in the CAM'’s spaces between January and April that were an example of the kind of con-
nections the CAM proposed to establish between (contemporary) creation and the collection:
Jane & Louise Wilsor Tempo Suspengdane & Louise Wilsor- Suspended Time] and
Abstrac¢éo e Figura Humana na Coleccédo de Arte Britanica do (Addtraction and the
Human Figure in the CAM's British Art Collectionfuspended Tim&as (up until then)

the largest anthological exhibition by British artists and twin sisters, Jane and Louise Wilson,
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presenting video, film, sculpture, and photography works from 1993 to 2009 (cf. Carlos,
2010). Occupying many of the CAM’s spaces (entrance hall, qputpose room, first ex-
hibition room, second exhibition rodf{, and main gallery), the exhibition included “a se-
ries of five sculptures made specifically for the CAM’s space, which play[ed] with the ar-
chitecture of the building; rulers that measure[d] and punctuate[d] the several exhibition
spaces, and a suspeddsculpture inspired in Rodchenkabid.), as well as the workin-
folding the Aryan Paper@009), “which combines stills from Stanley Kubrick’s arciitf

with images from the Hornsey Town Halib(d.). The exhibition’s opening text provided a

framework for engaging with and interpreting the display in stating that by

[w]orking with historical memory, Jane and Louise Wilsoo&uvrereclaims empty
places, unclaimed evacuated areas, or lost and abandoned spaces, a journey which is
one of psychological time as much as one of archaeology of places and experiences,
carrying us into a suspended time. A time suspended between s WWII to
nowadays-, suspended between narrativefsom the cinematographic to the everyday
—, suspended between artistic referererem Rodchenko to Kubrick.

(FCG, 2010a: 6).

In those suspended times, the British artists (re)create, (re)fashion, and (trans)form built
spaces, archives, mechanical movement, and the human figure into and out of abstraction (v.
figs. 6.1. to 6.10.), thus giving the motto to the aforementioned temporary exhibition of
works from the collectiom\bstraction and the Human Figure in the CAM’s British Art Col-
lectiort “[ijn the half-floor upper gallery, arranged in an open-plan layout, pieces from the
British collection were displayed one of the identity lines of the CAM’s collectionfe-
cusing on the themes of abstraction and the human figure present in the works of the Wilson
sisters” (Carlos, 2014: 228). This exhibition gathered 80 works aéprésentative of the
“main nuclei of artists and artworks which integrated the [CAM’s] collection at the time of
its most consolidated acquisition period, between 1959 and 1965” (FCG, 2010a: 7), thus

404 After the construction work, the designatimfsome of the CAM'’s spaces were changed fonmer hall
was designated as first room or room A, and a former meeting wdtich was converted to an exhibition
space (mainly for the display of video or film works) was designated asdsezom or room B.

405 “Commissioned by the Animate Projects and the British Film Institute in oodiabn with the Stanley
Kubrick Archives, University of the Arts London, and designdot@ response to the materials in Kubrick's
archives [...], “Unfolding the Aryan Paper& as much about the Kubrick film (a film about the Holocaust)
that never came to be, as it is a portrait of the actress Johanna ter SteegekTegins with footage of
Johanna made in 1993 by Stanley Kubrick, it kepstitle of Kubrick’s film, andfeatures recordings of
Johanna made by the artists [Jane and Louise Wilson] fifteen yearsdeteating the images of the original
shooting (Santos, 2010: website).
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establishing an added parallelism between mii&tury British aff® and contemporary
British artistic production (v. figs. 6.11. to 6.13.). The tone of the new programme was set
by these two temporary exhibitions, where the desired dialogue and intertextuality between
works of art was brought to the exhibition level through the interconnection of curatorial
visions and the design of new critical narratives. As such, the CAM was (re)shaped into a
space where its art centre characteristias site of experimentation for artists and of display
(and ongoing questionings) of contemporaneignd its art museum qualitiesof collect-

ing, studying, and exhibiting valuable and acknowledged works efcild engage, com-
municate, and form complementary and coherent discourses. Consequently, it can be argued
thatthe new exhibitions’ programme sought to reclaim the CAM’s role as modulator of an
exhibitionary complex in/for the city of Lisbon.

Other examples which confirm that “the organic, ifgermeable dialogue between
works from the collection and works and artists shown as part of the programme of tempo-
rary exhibitions [was] one of the guidelines of the new approach” (Carlos, 2014: 228) were
the following exhibitionsAna Vieira— Muros de AbrigdAna Vieira— Shelter Walls] and
Casa Comum Obras da Coleccdo do CAMommon House Works from the CAM Col-
lection] between January and March 2011, exploringtopesof ‘house*®’ through the
themes of safety, returning home, as well as self- and world-building and perception (v. figs.
6.14. t0 6.21.)Doris Salcedo - Plegaria Mud®oris Salcede- Silent Prayer] anBaisagem
na Coleccédo do CANLandscape in the CAM’s Collection] between November 2011 and

406 “Seven areas are orgaeisaccording to different thematic approaches: British constructivitichwde-
veloped around the referential figure of Victor Pasmore; the landscape absisatid St. Ives, a city in
Cornwall where Barbara Hepworth, Ben Nicholson, and Naum Gabo nowed 939, giving origin to a
community of artists who left a lasting mark on British art of the-p@s; Pop (Popular Art), in the various
possibilities of incorporation of mass visual culture and in thpgwals for a merging of the abstract lan-
guage with the figurative on@p (Optical Art), working on the sophisticated perception issues of the rela-
tionship between emitter and receiver; the London group Situation, inteiretedformulation of an urban
abstraction with a strong physical quality, bearing a relation to architectureharidjuration of artists
connected to the School of London, jointly presented with painting bygyBanottish artists who, in the
1980s, became known as the “Glasgow Renaissance”. Finally, oneds=isbrings together the work of
more recent artists, such as Craigie Horsfield or Antony Gormley piaties from the 1990s by artists such
as Richard Hamiltor a crucial reference from the first generation of Brif&p—, or by the duo Gilbert &
George— whose work left an indelible mark on British art from the 19708avds” (Vasconcelos, 2010:
website).

407“Home is the place where we channel the more unconsciousl@ementary wishes of protection, warmth,
recognition, refuge, and even affective, aesthetic, sensorial, and cegmigntive. In it we live pursuant to
the scale of a small world, according to the varied dimensions in/to Wiacshelters and questions us;
ideally, it allows us the sleep and the intimacy, the fantasy, the privae apddhe moulding of the “open-
ing” to the exterior. Home is related taridy and food, as to architecture, to construction and landscape, to
the interior and to the threshold, to individual and to collective aggregation. Genglgqin it the funda-
mental archetypes of the constitution of the humaneselfeunited” (Nazar&011:10).
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January 2012, exploring the contrasting concepts and formats of natural and artificial land-
scapes, of how natural landscapes are represented and consequently (trans)formed, and the
myriad symbolic meanings that can lurk behind their artistic (re)presentation and éf&ation
(v. figs. 6.22. to 6.25.)Josef Albers na América Pintura sobre Pape]Josef Albers in
America— Painting on Paper] arf®oubar com os Olhos” -A Colec¢do do CAM em relacao

com Josef AlberisSteal with the Eyes” Fhe CAM’s Collection in relation to Josef Albers],
between May and July 2012, exploring Josef Albers’s work in the U.S.A. after hsuohg

ied and taught at the Bauhaus, and works from the CAM'’s collection “which relate to the
formal and chromatic experiments carried out by Josef Albers in the United Stdtes”
(Vasconcelos, 2012: website), (v. figs. 6.26. to 6.31.); and finsllyytadas— Entre/Be-
tween[Muntadas- Entre/Between] anBntre Espacos Colec¢cdo do CAM 1968-201Re-

tween Spaces The CAM's Collection 196&011], exploring the utilisation of new media

4% Carlos described Salcedo’s work in the following manner: “The sculpture pegraphy of life can be an
excellent synthesis of the work the artist has been developing throughdtasttthree decades [...] and now,
in Silent Prayethat expression is fully incarnated, it becomes a living body[T]hEe object as an evidence,
a trace of the existence of a body that is no longer there, of an actid ma witness, of acts of exclusion,
and of the relentless passage of time. [n.Bllent Prayerone finds sets of tables stacked on top of each
other, as an inverted image of themselves: one table touching and ketflmoit and the other one turned
upside down, legs turned upwards; they have the dimension ofs;dftinare, literally and concretely, con-
tainers of life, because in them plants are growing. Weeds that havplaeed, that get light and nurture,
that are irrigated with water regularly so that they may grow and stay aeds that, with any carelessness
or suddermovement can be damaged, or that, if left to oblivion and neglesikdyither and die. [...] It
raises our awareness to the fact that with our presence, with ourlgostyadow stopping the flow of light
—, with our breath, sigh, our desire to smell or touch theémcheck if they are really rea] we may affect
those weeds, make them vulnerable” (Carlos, 2011: 5). “A landscajveaigs a ‘picturalisation’ of nature:
a representatiosur natureand its duple, i.e., a double representation. The gaze of the subjecteates
the landscape is necessarily a subjective gaze of power, that chooses, foopseghat it sees. It is a
guestioning gaze directed at nature, simultaneously comprehensive and sedegtize, which generates
meanings [...]" (FCG2011a: 6).

409« Albers is one of the mythical figures of the Bauhaus, the schodhichvine was linked as a student and
teacher between 1920 and 1933, the year when it was shut datve Wgzis. Following the closure of the
school, Albers and his wife Anni, who was also an artist and teachee &auhaus, went to the United
States after being invited to set up the art department at Black Mountain CollegeoVéd¢o the USA
liberated the artist, “allowing him to become a real painter”, in the wortfeafxhibition’s curator Michael
Semff. Albers allowed himself to be inspired by America's unspaitire and by the pre-Columbian archi-
tecture, sculpture, and textile art of Mexico, which he visited for the fingtith 1935 and which led him to
use radiant and wilful plays of colour such as had never prédyibesn seen in modern European pairiting
(CAM, 2012: website): A group of works from th€AM'’s collection was selected which relate to the formal
and chromatic experiments carried out by Josef Albers in the United Sthtgs, he had arrived in 1933,
during his famous long-te study Homage to the Square. Albers’ visual thought wbakk a profound
effect on various North American artistic tendencies, such as Op Art, harg&dgag, minimalism and,
in general terms, all conceptual art. Though his influence was not dirackimowledged in the case of the
artists exhibited here (with the exception of Artur Rosa and Fernaaitta\d, various parallels can be es-
tablished which include the British abstractionists of the early 1268s represented in the collection, who
were deeply motivated by the North American abstraction exhibited at teertitondori (Vasconcelos,
2012: website).
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in art from the late 1960s onwafdsand how new media formats altered the relationship
between art, artists, and art musetihév. figs. 6.32. to 6.35.). The curatorial exercises
conducted under the new temporary exhibitions’ programme allowed, thus, for “[w]orks
from the collection [to be] exhibited in format or thematic dialogue with these artists and
their respective artistic worlds, thus contributing not only to provide a context for their
works, but also to spark new interpretations regarding the collection” (Carlos, 2014: 228).
The CAM’s new programme +equated the collection in other ways in the early 2010s,
as has been previously referred to: by renovating the storage spaces and reaiithg
guided tour&'? to parts of the collection not on display; by making digital versions of the
artworks from the collection accessible onfifeand also by registering an increase in the
number of “loans of works [from the collection] to prestigious national and international
exhibitions™4 (Carlos, 2010a: 8), thus reflecting the significance of the CAM'’s collecting,
researching, and exhibiting politics and practiteespite the importance of these multi-
ple and diverse ways of showing and (re)presenting the collection, there was one other for-
mat of reconsidering and thinking the CAM'’s collection that was highly representative of

some of the new approaches, and which signalled the change in Directors: the publishing of

410 “The exhibitionBetween Spacepresented in the CAM main gallery, brings together more than twenty
works from its collection, all produced between the late 1960s and 30aihtures, photographs, installa-
tions, paintings, and videos suggest the presence of an indeterminatiefined space, a gapbetween
the lines, planes, margins, bodies, territoriespaces between that leave open the possibility for actions,
happenings, narratives, affirming themselves as spaces for pasgblential encounters, which sometimes
can be deceptive, or inconclusif€AM, 2012a: website).

411“Also noteworthy is the entire occupation of gallery 01 with a rasalywn installation[Antoni Munta-
das’s]Exhibition (1987), a remarkable work in which the institutional critique, theurigd means, and the
reflection on the very museological mechanisms themselves is takenetdrame of refinement and of
communicational efficacy some of the characteristics that run through all of the artist's oeuvAdV(C
2012b: website).

41240 2013 the storage facilities were expandwhich not only allowed the artworks to be better organised
and new pieces added, but also meant that they could be open to the@pubdinthly guided visits, led by
the team of curators. This allowed contact with the “hidden” side of the mugseaimore comprehensive
yet intimate way, as well as raising awareness of the museum’s consewatloand the handling of the
various materials that make up the collection” (Carlos, 2014: 230).

4134M11t is worth noting that from May 18, 2010, the CAM made its collection accessible through its website
and search queries, and that visitors have gradually increased; toddy if20@&lcomes about 500 daily
users” (Carlos, 2014£29).

444aAn example of this is the intensive travelling of the works of Bietaunaycouple, of Gorky, Vieira da
Silva, Paula Rego, Julido Sarmento, Helena Almeida, or Pedro Cabrita Reis” (2atias 8).

41541t is indisputable that we can only love what we know. Wider disseiomaind study of the collection
due to its almost universal accessibility mean that the conservation andhesedcof the CAM is trans-
forming it into a real national collection. This allows for the possibilftamwanging exhibitions in other
institutions, so that [the CAM’s] collecting activities go beyahd limits of its physical location and build-
ing” (Carlos, 2014229).
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the book100 Works from the CAM Collectigw. fig. 6.36.). This publication, which gath-
ered a selection of one hundred works from the collection demonstrated its primary intention
and purpose very clearly: “[t]his book shows that the CAM is involved in continuously re-
thinking the works and artists of its collection, presenting them from new angles. [;]
[a]ccordingly, this book is the result of revisiting the CAM’s histo(@arlos, 2010a: 7).
The book- published roughly nine months after the new Director took office and in the same
year as her exhibitions’ programme for the CAM startedhs, thus, not only a moment of
taking stock of the collection and accounting for its evolution in historical terms, but also a
way of putting forward a new mulgerspective presentation of the CAM’s collection. As
such, this publication served the dual purpose of highlighting the importance that the collec-
tion would come to have in thewalirectorship’s programme and curatorial vision, demon-
strating, nevertheless, that the collection’s status was not one of immutability. The book,
thus, allowed for one of the collection’s main roles to be brought forward: to potentiate the
CAM’s ability of “looking inwards in a critical and innovative manner” (Carlos, 2010a: 7).
The choosing processand the selection criteriabehind putting together this group of
artworks, meant to construct and construe yet another (re)presentation of the CAM’s collec-
tion, is telling of the kind of curatorial perspectives which would come to fruition in the

(previously discussed) interaction between temporary exhibitions and the collection:

The selection of the one hundred artworks was not based on artistic movements or on
historical periods but on works of art we consider importdnat are containers of
worlds[...]. The choice of one hundred representative pieces of the CAM’s collection
was quite complex but this does not mean that it should be considered finak On th
contrary, it isintended to open up new possibilities of reading the artworks and the
collection providing the public with a guide like a short film made up aftiple im-
ages and a sequence of works that creates unexpected relationshipke dialtgues,
but also abysses between them.

(Carlos, 2010a: 7; italics highlight added).

The selection is not meant to be seen as final, and neither are any of the multiple readings
that have been and are continuously done of any one work, exhibition, or group of works
and exhibitions. The point seems, thus, to establish the CAM and its collection as a solid
platform-space meant not only to allow, but to potentiate different connections and links to

be made, as well as to enable constant further discussions to be had. Since the publication
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assembled texts by 25 different auti&ftsvho, from their individual professional perspec-
tives, elaborated on the works of art selected (and occasionally on their authors’ lives), it
provides very heterogeneous narratives on the different pieces and artists. It is also worth
mentioning that fourteen out of the twenty-five authors were under forty years old at the time
of the book’s publication seven of whom were born in the 70s and seven of whom were
born in the 80s- which albwed for a “refresh[ing of] the historiographic discourse with
different interpretations and approacheabid.: 8).

Unlike the previous publication of this serthe 2004 Guide to the Collection (v. section
5.2.2.) which focused on representative artists (not necessarily on specific works) and in
which the artists were grouped into time-periods meant to delineate a sense of the artistic
environment of the respective erasin this publication the order is chronological not so
much with the intent of gathering artworks into coherent/ cohesive groups, but rather to ac-
centuate (possible) differences. According to Carlos, the point of the chronological ordering
of the book was to “enable us to see, for example, how in the same year completelytdiffer
languaes and movements, even opposite to each other, may coiast ) (v. figs. 6.37.
to 6.46.). Aside from this (re)new(ed) perspective, the book was also intended to highlight
the organic quality of the collection, as a “result of many chances anohgseeand prob-
ably even more missed encounteibid.:8), and as a reflection of the FCG’s and the CAM’s
paths as common (and for a long time almost sole) denominators of the fields of art and
culture in Lisbon. With this legacy as initiators, fosterers, and providers of innovation, cre-
ation, and development, in mind, Carlos states the importance of remembering “how the
FCG operated during many years as a haven for the creators and their works and for the
public as the only place where they could come auntact with contemporary arib{d.).

It is that legacy and the role played by the CAM as game-changer and paradigm-shifter of
Lisbon’s culturalscape that led the new Director to believe that “the programming of tempo-
rary exhibitions, as well as the permanent exhibition with its vast collection, has ia-be re
vented in a continuing process and permanent challeigé’) (

The early 2010s programme aimed at (re)fulfilling the CAM’s mission and primary role
as a space for the exhibition of different and innovating things, as a place for the interaction
between contemporary experimentation and modernisms’ histories, as &ospheengo-

ing dialogue between varied understandings of art and their respective world-views. The

416 Collaborators of the CAM and of the FCG, curators, art historians, etc.
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motto of “one vision, among many other possible visioitst() would once again come to

fruition in the exhibition and related events organised to catelthe CAM’s 3t anniver-

sary. In its revisiting of the CAM’s history, of its collection, and of its eventfulrgsk,o

Signo de Amadee Um Século de ArtgJnder the Sign of Amadee A Century of Art]—

the exhibition, the opening events, the performance season, and the conference programmes
—would explore (the history of) the very role (and responsibilities) of art, artists, art collec-
tions, and art museums as creators, makers, and displayers of (in)finite possibilities for the

constru(ct)ing of meanings, narratives, and significance.

Figure 6.1. -Measure Obsolescerg dane&Louise Wilson, 2010
On display at the CAM’s main gallery during the exhibition Suspended Timé Jan-Apr 2010

Figure 6.2. - View of the exhibitiorSuspended Timémain gallery)
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Figure 6.4. -Oddments Room | (Camping Figure 6.5. - Oddments Room VI (My Life in Four
amongst Cannibals)Jane&Louise Wilson, 2008 Continents) Jane&Louise Wilson, 2009
On display at the CAM during the exhibition On display at the CAM during the exhibition
Suspended Timé Jan-Apr 2010 Suspended Timé Jan-Apr 2010

Figure 6.6. -Hypnotic Suggestion 505 Figure 6.7. -Hypnotic Suggestion 505
Jane&Louise Wilson, 1993 (still frame) Jane&Louise Wilson, 1993 (still frame)
On display at the CAM during the exhibition On display at the CAM during the exhibition
Suspended Timé Jan-Apr 2010 Suspended Timé Jan-Apr 2010
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Figure 6.9. - View of the exhibitionSuspended

Time (main gallery)

Figure 6.10. - View of the exhibitionSuspended  Figure 6.11. - View of the exhibitionAbstraction

Time (main gallery)

Figure 6.12. -Summershot
Antony Donaldson, 1963
On display at the CAM during the exhibition
Abstractionand Human Figure in the CAM's
British Art Collection

and Human Figure in the CAM's British Art Col-

lection (top half-f
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Figure 6.13. -The Lonely Surfer
Richard Smith, 1963
On display at the CAM during the exhibition
Abstraction and Human Figure in the CAM's
British Art Collection
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Figure 6.14. -Product Displacement Figure 6.15. -série Habitar Pedro Gomes, 1996
|I|pa César, 2002

b

Figure 6.16. -Vita Brevis Figure 6.17. -New York TOM, 1950
Maria Beatriz, 2000-2001

\ w

CHAVE 130 1O TAL

Figure 6.19. -As ChavesAna Vieira, 2008

Figure 6.20. -Ambiente - Sala de Jantar
Ana Vieira, 1971

Figure 6.21. -Sem Titulg Ana Vieira, 1973
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Figure 6.22. - View of the exhibitionPlegaria
Muda: the CAM's main gallery

Figure 6.23. -Plegaria Muda Doris Salcedo,
2008-2010 (detail)

il

Figure 6.25. -Un jardin a ma fagon
Gabriela Albergaria, 2006
On display at the CAM during the exhibition
Landscape in the CAM’s collection

Figure 6.24. -Vue sur la Campagne
Francis Smith, n.d.
On display at the CAM during the exhibition
Landscape in the CAM'’s collection
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Figure 6.26. -Study for Tautonym
Josef Albers, 1944
Figure 6.27. -Color Study for Homage to the
Square Josef Albers, n.d.

Figure 6.28. -Variant/Adobe .
Josef Albers, c. 1947 Figure 6.29. -Homenagem a Josef Albers

Artur Rosa, 1972

Figure 6.30. -Song Victor Vasarely, 1970 Figure 6.31. -Pintura, Angelo de Sousa, 1974/7¢
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Figure 6.33. -The limousine project
Antoni Muntadas, 1990

Figure 6.32. -Arte Vida, Antoni Muntadas, 1974

A

Figure 6.34. -Théatre des Opérations Figure 6.35. -Sem Titulo #335
Didier Faustino, 2007 Fernando Calhau, 2002
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DA COLECCAQ,

100 OBRAS
DO CAM

Figure 6. 36. -100 Works from the CAM Collectior2010 (cover)

Figure 6.38. -Cadavre exquisFernandoAzevedo,
Anténio Pedro, Marcelino Vespeira,

Figure 6.37. -Marie-Héléne Antonio Domingues, Jodo Moniz Pereira, 1948
Arpad Szenes, 1948
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Figure 6.40. -Love Wall Peter Blake, 1961
Figure 6.39. -032-6Q Fernando Lanhas, 1960
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Figure 6.41. -In the Café Lourdes Castro, 1964 Figure 6.42. -Metamorphosis
Bridget Riley, 1964

Figure 6.44. -School - Classroom
Mark Wallinger, 1990

Figure 6.43. -O Tempo - Passado e Presente
Paula Rego, 1990

Figure 6.45. -Photograph of the series "O Pe-

Fi .46. -Sem Titulg Rui Sanches2000
queno Mundo", Jorge Molder, 2000 lgure 6.46. -Se 9 ?
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6.3. REVISITING A CENTURY OF ART AND 30YEARS OF CULTURE IN THE CAM

The CAM will be signalling its thirty years of existence, a time duringhwibhas provided invalu-
able services to Portuguese art and culture.
(Duarte, 2013).

In the exhibition, as well as in all of the activities which accompany it, tleukation between
body, action, and movement is continuously suggested as a transformative force that éorerge
within 20" century culture, spreads throughout its different artistic expressions, afxdeiso con-

nect and give meaning to the artistic activities of the recent past and of teatpresile simulta-
neously projecting the future. With this set of operations, the CAlftnans those relations into a
plural party. It would not make sense any other way.
(Martins, 2013).

The CAM’s 30" anniversary would be marked by a six-month long celebration of its exist-
ence, its different roles, and its accomplishments in the artistic and cultural fields in the city
of Lisbon. The exhibition and all of the related events addressed and analysed the CAM'’s
infrastructure as a site of emplacement, representation, and difference. The commemorations
revisited and revised the kind of material, social, and conceptual spaces and strategies the
CAM set in motion 30 years before and how it managed them throughout its three decades
of existence. The exhibition and other events also underscored the CAM as heterotopia and
document of/ for the artistic and cultural developments which took plata national level

and also abroadin the past 30 years. The CAM and the ACARTE’s paraesgifting role

in the 1980s was under the spotlight, as were their functions of collector and (back then
necessarily didactic) displayer on the one hand, and of producer and experimenter on the
other. The CAM’s (postmodern) place in the skedrtuited cosmopolitan urban tissue of

the late-80s and 90s in Portugal was also under scrutiny; as were the ways in which the CAM
perceived and understood the roles of the avant-gardes of the daner@ry, and the
manners in which it worked and creatively dealt witR 2&ntury globalisation’s heteroge-
neous multicultural intertextusikes and dialogues. The CAM’s B@nniversary commem-
orations were a halfear long opportunity to take stock of the CAM'’s inmesrkings, of

how it (re)presented modernity and modernisms, and of how it helped in the constru(ct)ing

of contemporaneity, thus designing artistic and cultural historiographies. The analysis and
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discussion of the exhibitiobnder the Sign of AmadeoA Century of Arfand its related
multiple events) will provide the opportunity to come full circle within the exploration of
the CAM’s role in the (re)shaping of Lisbon’s culturalscape, given that the exhibition and
events themselves (implicitly or explicitly) purport that very same narrative.

The exhibition occupied all of the CAM’s spaces (cafeteria included) and displayed over
350works of art belonging to the CAM’s collection. Aside from being the first time that the
whole building housed an exhibition comprised solely of artworks belonging to the collec-
tion, Under the Sign of AmadeoA Century of Artvas also the first time thatearly the
entirety of the Amadeo de Souza-Cardoso collection [was] on disdiag out of a total of
198 artworks from the collection [were] exhibitedvith only a few small drawings being
left out of the show” (FCG, 2013a: 8). As has been amply discussed, Amadeo “was the
Portuguese painter whose work heralded the advent of modernism and formed one of the
early cornerstones of the CAM collection” (Carlos, 2013: 8). Throughout the CAM’s 30 year
history, Amadeo’s avargardistoeuvrehas allowed for the constru(ct)ing of an increasingly
detailed and interconnected historiography of national and international modern art, enabling
also several intertextual readings of modern and contemporary art (v. sections 4.1.1., 4.1.3.,
5.1.3. and 5.2.3.). Since the commemorative exhibition aimed at establishing a century-long
dialogue between modernity and postmodernity, as well as between heritage and contempo-
raneity, it was only fitting that theeuvreand (perhaps even mainly) the figure of Amadeo
—as the collectiors main avant-gardist set the tone (and the title) of the exhibition.

In this light— and bearing in mind the CAM's historical roles, its initial mission state-
ment and objectives, its multi-layered and multi-direction development, as well as its overa
aim of building a space for the interaction between the avant-gardes (in their broaskest se
and the publie- the exhibition was designed around a few key ideas: the idea of the human
body in action and of performative acts in contemporaneity, and the idea of stage and theat-
rical performance in modernity (cf. CAM, 2013). The layout of the exhibition was described
by the CAM’s therDirector as follows:

Under the Sign of Amadeo: A Century of dectupies the entirety of the space available

in the CAM’s building but contains only around five per cent of theectiin, taking
visitors on a voyage through the'2@entury. It is a voyage with pre-defined ports: in
the main gallery, particular attention is paid to the representation bbthein action

and to works classified as performance [v. figs. 6.47. to 6.56.], one of the most disrup-
tive and significant languages to have evolved in the transition between moderd art
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contemporary aft™; in the first room, the dialogue between British and Portuguese art,
one of the characteristic features of this collection, is presented Wittus.on pop art
[v. figs. 6.57., 6.58.]; in gallery 1, we see the outstanding masterpieces ofl ¢t @o)
which offer a summary of the period between the start of the@@tury and the present
day*¥|v. figs. 6.59. to 6.63.]; in the multipurpose room, the film and video collection
can be seen; in the temporary exhibitions room, the stage and the theatpoesanted
in the context of modernif}}®; and in gallery 01, the visitors can see the work of the
great modernist Amadeo [v. figs. 6.64. to 6.71.].

(Carlos, 2013: 8).

As such, the exhibition was organised not only to allow for an overview of the collection
and the underlying guidelines which oriented the CAM’s collecting politidsut-also to

enable a review of one of the main running threads of the CAM’s exhibiting practices, con-
sequently granting the opportunity for a further understanditiggogCAM’s work as a mu-

seum of modern and contemporary art. By electing performance as one of the thematic focus
points around which the commemorative display was organised, the CAM paid homage to
the different dynamics it embodiedand strived to accomplishthroughout the previous

thirty years, i.e., it brought to the foreground the essence of a schism that gave a different
life to the artistic and cultural fields, a schism of which the CAM is simultaneously an ex-
ample and a negation.

As a genre whose genesis is embedded in the avant-garde movements, performance art
was one of the most notorious and explicit forms of “attack [to] artistic institution[s as it]
guestion[ed] the traditional concept of the work of art, defending the right of art to be rein-
tegrated into a vital praxis [...], into a praxis of life and the everyday” (Carlos, 2013: 10).
The CAM chose to commemorate its"38nniversary by highlighting a form of art that,
aside from questioning the traditional concept of the work of art, strongly and acutely put
into question the function and purpose of conventional artistic institutions such as the art
museum. It is precisely performance’s questioning and parasiigfiing nature along with
its formal and conceptual characteristics that mirrorGA&1’s own critical standing and

performative actuation within the artistic and cultural fields:

417 Comprised of contemporary works of art from the 1960s t0.2010

418%1n gallery 1, a selection of masterpieces of the CaAbbllection provide a synopsis of modern and con-
temporary art, from the historical avant-gardes of futurism and cubisough neorealism and surrealism,
followed by the neo-avant-gardes, up until the more recent years, aptherinaried artistic media of paint-
ing, drawing, sculpturegnd photography” (CAM, 2013: website).

419 Comprised of modern works of art, dating up to 1968.
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performance put art in an uncomfortable place [...] [and, originallyyricpmfortable
spaces-the streets, rundown spaces, informal 8f®s where performer and spectator
were in an uncomfortable situation: with no stage, scenery, or seats totberndehey

were mutually exposed to each other.
(Carlos, 2013: 10).

This dual exposing and mutual engagement in the relationship between art and public was
at the core of what the CAM aimed at fostering when it first opened to the public in 1983: a
cultural-meaning-making correlational interactivity between artistic heritage, artistic pro-
duction, the institution, and the public. By highlighting the role of performance in concep-
tualising and creating opportunities for that change in the relationship between art and public
to be operated, the CAM was, in fact, celebrating its role as a successful performer of that
transformation in Lisbon, as has been discussed throughout the previous chapters. As Carlos
put it:

From the point of view of communication, performance establishes a new relationship

between the emitter and the receiver that demands the latter’s paditipaii [Pler-

formance makes a degree of involvement necessary: the emitter and the reeeiver ar

involved on the same plane. In other words, performance obliges speaalefse

themselves as users [...].
(Carlos, 2013: 10).

Such were the CAM’s initial purposes and goals: to go (and be) beyond tiieriedcand
conventional aura of the modern model of art museum (v. subchapter 2.2. and sections 3.1.2.
and 3.1.3.); to engage the public with modern and contemporary art and vice-versa in a lev-
elled communication playing field (v. subchapter 3.2. and chapter 4.); to function as a space
for creation, experimentation, and for intercultural, intertextual, and intergenerational dia-
logue.

The intent of the 30 anniversary celebration serving as a moment for the (re)viewing
and the (re)producing of the CAM’sumial functions and foundational activities was con-
firmed by the formats and contents of the other commemorative events organised in parallel

with the exhibition:

In celebrating the CAM’s 3Danniversary, besides showing the collection, we were also
driven by a desire to examine the space of the museum, nowadays, as a lalzoratory,
space of creation and risk, by commissioning Rodrigo Oliveira (Sintra, &ad&)arlos

No (Lisbon, 1967) to produce new works for the facade of the buitelifg. figs. 6.72.,

420y, subchapter 3.2. and particularly section 3.2.2..
421*The [CAM’s] building facade will be ‘dressed to the partwelcome the visitors, displaying an interven-
tion [...] of great colour effect, commissioned specifically for the occa3iitled Sem Degraus a Sombra
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6.73.] and for the entrance W&fl [v. figs. 6.74., 6.75.], respectively, and by organising
a performance cycf&® taking place between October and December [2013], opening
with a pioneering figure in this genre, Alberto Pimenta (Porto, 1937), and closhng wit
Isabel Carvalho (Porto, 1977), who is currently working in an artisiideesy in Berlin
with the help of a grant from the Calouste Gulbenkian Foundation.

(Carlos, 2013: 8).

The commissioning of new works and the production of a performance $€agmak of
and to the CAM’s pioneering work as an art centre which sought to be a “catalyst, not just
for new publics, but mainly for new questionings and reflections” (Carlos, 2014: 230). These
activities— commissioning works with a specific artistic and cultural purpose and producing
a performance cycle that presented the works of artists from different generations and con-
ceptual backgroundsbrought to the foreground the ACARTE's role and responsibility in
successfully introducing new artworkddifferent and innovative artworksto the Lisbon
citizenry. The CAM’s role in reshaping Lisbon’s culturalscape was also much accomplished
due to the ACARTE's activities and initiatives and, thus, a celebration of their transforma-
tive influence was mandatory. The parallel, symbiotic, and conjoined existence of the
ACARTE and of the CAM potentiated the CAM'’s role far beyond that of a space which
exhibits modern and contemporary art; it furthered it to the realm of a space where art
created, performed, a spaceemh art’'s meanings and functions in contemporary society are
debated and discussed.

It was also with the purpose of celebrating these roles that two different conference pro-
grammes were organised involving other research, education, and cultural institutions as
well as prominent national and international personalities. The first was an international con-

ference programme spanning the whole month of November regarding Amadeo de Souza-

[No Steps in the Shade], it is made up of several colourful panels wlaciye colours when handled by the
public” (FCG, 2013a: 7).

422“Inside the [CAM’s] building, another work commissioned specificallytfe exhbition will be in the spot
light. Of a more political content [...], and titlégluroblood this work brings to the foreground the existence
of the European blood stock market, an unknown market fot pezple, where different values are at-
tributed to blood depending on tHenor’s nationality. The stock valuage presented in a digital screen just
like all other commodity stock market values arealilgudisplayed” (FCG, 2018 7).

423 17.10.2013- Alberto Pimenta- tudo nadaeverything nothing]; 24.10.2013 Pedro Tudela- Transpa-
rente/OpacdTransparent/Opaque]; 31.10.202Ramiro Guerreire- Homégrafo[Homograph]; 7.11.2013
— Joana Bastos Oscar [Oscar]; 14.11.2013- Musa Paradisiaca (Eduardo Guerra and Miguel Ferr&o);
21.11.2013- Martinha Maia— Small Matter 28.11.2013- Isabel Carvalho. For further information v.
http://www.publico.pt/culturaipsilon/jornal/um-cao-a-passear-entre-os-gsiali-amadeo-e-uma-perfor-
mance-27288268

4244[E]nabling a majping of the language of national performafcg” (Carlos, 2014: 230).
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Cardoso’euvreand related topics, and which gathered the most recent research and inves-
tigation works in the historiography of art, “bringing together several werndwned ex-

perts to reflect on art between the two world wars with special focus on peripheral modern-
isms, namely the Portuguese and Scandinavian exarffSlCG, 2013a: 9). The second

— the event which signalled the end of theder the Sign of AmadeeA Century of Art
exhibition as well as the end of the commemorations of the CAM'siBAiversary- was a
national conference title@ CAM na Cultura Portuguesa dos Anos[88e CAM and the

80s Portuguese Cultufé}, which gathered curators, researchers, architects, and artists,
bringing to the foreground the urban and artistic contexts within which the CAM emerged
and which it came to reshape. As the organiser of the event, Nuno Grande, put it,dhe aim
this conference was to celebrate the CAM'¥ 3@niversary by “discussing the [CAM’s]
building, the ACARTE, and other (post)ymodernnesses which Lisbon already misses”
(Grande, 2014: website). In short, the confeeshcycle —much like the commemorative
event as a whole, having foregrounded the CAM'’s histories and contaixied at discuss-

ing modernisms and modernities, postmodernisms and postmodernities: elements and issues
based on and around which the CAM developed its identity, its work, and its activities; be-

coming, thus, an icon of the (postymodern reshaping of Lisbon’s culturalscape.

This chapter reviewed and analysed the ways in which the CAM presented its renewed
identity in the early years of the second decade of tFlec@dtury, via a reconfigured ap-
proach to the collection and to the purposes of temporary exhibitions, as well as via the

format chosen for the commemoration of the CAM'{' 2Dniversary. The following and

425 Conference programmest ession- Topic: Photography- Speakers: Jorge Ribalta (Museo Reina Sofia,
Spain)— The Strand symptom. A Modernist diseas®d Blake Stimson (University of Illinois, U.S.A:)
Photographic Communisn2™ session- Topic: Modernism and the Avant-gardeSpeakers: Annika Oh-
rner (Soédertdrn University, SwedenNordic artists and some early avant-garde spaaesl Maria Helena
de Freitas (Calouste Gulbenkian Foundatieifhe Critique Misfortune of Amadeo de Souza-Carp@%o
session- Topic: War— Speakers: Patricia Leighten (Duke University, U.S-AVJodernism, Antimilitarism
and War and Joana Cunha Leal (IHAFCSH/UNL)—Amadeo de Souza-Cardoso and the Mrsession
— Topic: Philosophy- Speakers: Mark Antliff (Duke University, U.S.A-)Henri Bergson and the Parisian
Avant-Garde: Subjectivity and the Road to Abstragteomd Maria Filomena Molder (IF£ FCSH/UNL)—
Art and pessimism (in the copying and illustration of La Iégendeih-Bilien I'hospitalier ofFlaubert by
Amadeo)

426 The conference programme included two topics: in the moiforige postmodern: between the Fragil and
the ACARTEwvas discussed by curators, gallerists, and researchers; in the afteestierMartin’s CAM:
between the Hangar and the Musewas discussed by architects, curators, and an artist.
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last chapter, the conclusipoaside from briefly overviewing the CAM'’s role in the city of
Lisbon from 1983 to 2013, will address the CAM'’s final metamorphosis ¢2018) and

propose a few parameters of action.

Figure 6.47. - View of the exhibitionUnder the Figure 6.48. - View of the exhibitionUnder the
Sign of Amadec A Century of Art(main gallery)  Sign of Amaleo - A Century of Ar(main gallery)

Figure 6.50. - View of the exhibitionUnder the
Figure 6.49. - View of the exhibitionUnder the  Sign of Amadeo A Century of Art(main gallery)
Sign of Amadec A Century of Art(main gallery)

Figure 6.51. - View of the exhibitionUnder the ~ Figure 6.52. - View of the exhibitionUnder the
Sign of Amadeo - A Century of Afmain gallery) Sign of Amadeo - A Century of Amain gallery)
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Figure 6.53. - View of the exhibitionUnder the ~ Figure 6.54. - View of the exhibitionUnder the
Sign of Amadeo - A Century of Aifmain gallery) _ Sign of Amadeo - A Century of Aifmain gallery)

Figure 6.55. - View of the exhibitionUnder the Figure 6.56. - View of the exhibitionUnder the
Sign of Amadeo A Century of Art(main gallery) Sign of Amadec A Century of Art(main gallery)

= a1

Figure 6.57. - View of the exhibitionUnder the ~ Figure 6.58. - View of the exhibitionUnder the
Sign of Amadeo - A Century of Afffirst gallery) ~ Sign of Amadeo - A Century of Alffirst gallery)
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: Figure 6.61. - View of the exhibitionUnder the
1 Sign of Amadec A Century of Art(top half-floor

Figure 6.60. - View of the exhibitionUnder the gallery)
Sign of Amadec A Century of Art(top half-floor
gallery)

Figure 6.63. - View of the exhibitionUnder the
Figure 6.62. - View of the exhibitionUnder the  Sign of Amadec A Century of Art(top half-floor
Sign of Amadec A Century of Art(top half-floor gallery)
gallery)
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Figure 6.65. - View of the exhibitionUnder the
Sign of Amadeo - A Century of Afbottom half-
floor gallery)

Figure 6.64. - View of the exhibitionUnder the
Sign of Amadeo - A Century of Afbottom half-
floor gallery)

Figure 6.67. - View of the exhibitionUnder the

Figure 6.66. - View of the exhibitionUnder the  sjgn of Amadeo - A Century of Agbottom half-
Sign of Amadeo - A Century of Abottom half- floor gallery)

floor gallery)
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