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«A Liberdade e a Europa: uma construção de to-
dos» / “Freedom and Europe: a construction of all”



David Sassoli
President of the European Parliament

PREFACE



Throughout the first half of 2021, Portugal will hold the rotating presidency of the Council of the European Union. 
The last time Portugal held the Presidency was in 2007, when the Lisbon Treaty was signed. This was a historic 
moment for the EU: Member States acknowledged that deeper integration was needed to ensure that the Union 
could function effectively and fulfil its role in the world. As Mark Twain once said, “history doesn’t repeat, but it 
often rhymes.” We can hardly contradict him, as this new Portuguese Presidency begins yet again at a defining 
moment for our Union. 

Europe, just like the rest of the world, is facing its greatest health crisis in a century. Hundreds of thousands of EU 
citizens have already died due to COVID-19, while others have had no other choice than comply with unprecedented 
restrictions on their daily lives to stop the spread of the virus. In the face of this enormous challenge, Europe has 
stood up. The European institutions and its Member States recognised that the only way to address the scale of 
the immediate crisis and its devastating economic consequences was to work together.  We must now show that 
we have the political courage to rebuild an EU stronger than it was, while putting the economy back on the path 
to recovery and growth. As in 2007, the Portuguese Presidency will be key to making this happen. It will place the 
social dimension at the very core of European recovery.

Europe’s greatest strength lies in its diversity. The European Parliament welcomes and celebrates the cultural 
uniqueness of each Member State. Portugal has a particularly rich and varied history, reflecting the constant flow 
of different civilizations which crossed the Mediterranean or travelled from around Europe during the last three 
millennia. These multicultural roots have provided the country with a fascinating and deep culture, built upon a 
myriad of different influences from Europe, Africa, and America. 

This variety is reflected in the exhibition displayed here today, with items from the European Parliament’s  
Collection of Contemporary Art. The selected pieces cover an interesting variety of artists and genres, offering an 
insight into the main characteristics of Portugal’s contemporary art. Many of these pieces date back to the eighties 
– the decade when this nation became a member of the European Union.  

Among these pieces from our collection, some definitely stand out. We could mention the two beautiful works on 
paper by Helena Almeida, one of the most international Portuguese artists; the large-scale painting by Eduardo 
Batarda; monochrome minimalism by the renowned Ângelo de Sousa; the large-scale canvas by Vítor Pomar; and 
representative work by the multi-disciplinary artist Julião Sarmento. In sculpture, Rui Chafes, Rui Sanches and 
José de Guimarães also present excellent pieces that show their most unique and personal style in the eighties 
and nineties.
Besides artworks from the European Parliament Contemporary Art Collection, I am pleased to present a remarkable 
ensemble of art pieces from the Portuguese State Contemporary Art Collection. It includes work by authors such as 
Fernando Calhau, Lourdes Castro, Jorge Martins, Pedro Calapez, Paula Rego or Joaquim Rodrigo.

I would like to thank the Portuguese authorities for their effort and cooperation in bringing this exhibition to life. I 
look forward to working with the Presidency at this vital moment for our continent. 

I wish you a pleasant and stimulating visit.

David Sassoli
President of the European Parliament



Professor Karol Karski
Chair of the Artistic Committee,  
Quaestor of the European Parliament

PREFACE



The European Parliament Contemporary Art Collection numbers around 500 items in total, a corpus remarkable for its 
aesthetic and cultural diversity. There are works of art here by artists from every one of the countries that make up 
the European Union, bestowing on the entire collection a unique and special character that sets it apart within the 
contemporary art collecting scene.

The Portuguese selection of artworks in the European Parliament Contemporary Art Collection is rather attractive because 
of the international renown of the artists, including several important names who marked the evolution of contemporary 
art during the second half of the 20th century. 

This section features a group of artists who were born in the thirties and forties of the last century, as is the case of Helena 
Almeida, Eduardo Batarda, Ángelo de Sousa, Jorge Martins, Vítor Pomar, António Sena, José de Guimarães and Julião 
Sarmento. Artists from the immediately following generation include Rui Chafes, Rui Sanches and Pedro Proença. They 
are all represented in the collection with mature and splendid works produced in the eighties and nineties. 

The new democratic order brought about by the Carnation Revolution of April 25, 1974, meant for Portuguese society 
a cultural phenomenon that would further develop in the 1980s, as was the emergence and quick recognition of a new 
generation of visual artists with a remarkable capacity to affirm their work and a dynamic social presence. During that 
decade, the Modern Art Centre (Centro de Arte Moderna) of the Calouste Gulbenkian Foundation was inaugurated, the 
art market was revitalized and the Portuguese government established a patronage legislation in order to help young 
artists finance their projects.

Among the artists represented in this exhibition, we may highlight the works by Ângelo de Sousa, who explored geometric 
abstraction and achieved a rather personal formal and chromatic synthesis; Julião Sarmento, a multimedia artist and 
painter who began his career with video and installation; Eduardo Batarda, whose paintings often resemble enigmatic 
linear networks; Pedro Proença, whose drawings incorporate references from the Baroque Era; or Jorge Martins with his 
constant and original research in the field of drawing. 

Indeed, all the selected works of art, both from the European Parliament Contemporary Art Collection and from the 
Portuguese State Contemporary Art Collection, testify their creators’ outstanding artistic talent and capacity for creating 
visual poetry.

Professor Karol Karski
Chair of the Artistic Committee, Quaestor of the European Parliament



PREFACE
Graça Fonseca
Minister for Culture 



The Exhibition ‘A Liberdade e a Europa: uma construção de todos’ / ‘Freedom and Europe: a construction of all’ organised by 
the Task Force for the Portuguese Presidency of the Council of the European Union in the first semester of 2021 together 
with the Curator of the State Collection of Contemporary Art, seeks to establish a dialogue between two important art 
collections — the Collection of Contemporary Art of the Portuguese State and the Art Collection of the European Parliament. 

It is thus through geographical and symbolic European spaces that Portuguese contemporary art addresses every visitor of 
the European Parliament, one of the European legislative bodies dedicated to political debate and the discussion of ideas. 

The title of the exhibition guided the selection of exhibits, alluding as it to two overarching values of the European project: 
the idea of freedom (whether of expression, movement or the freedom to affirm human dignity) and the idea of a Europe 
based on the primacy of these values. As a result, to defend the value of freedom is also to defend Europe itself — a project 
for which all of us are responsible, both now and in the future.

Maria Helena Vieira da Silva, Paula Rego, Lourdes Castro, Nikias Skapinakis, Joaquim Rodrigo, Julião Sarmento and Helena 
Almeida are some of the artists showcased in our exhibition, with most of them having lived and promoted an idea of 
Europe, be it during the various stages of their artistic development (associated with cities such as Paris, London, Rome 
or Berlin), or through the raising of an awareness of the physical and cultural proximity of the peoples that make up the 
mosaic that is Europe. 

Their works, dating for the most part from the 1960s, 70s and 80s, are a reflection of this careful understanding of the value of 
freedom in building a Europe that frames and helps shape our future. This is one of the reasons why the selection of artists that 
we can now see on the walls of the European Parliament constitutes a tribute to those who were not able to enjoy a modern 
Europe and the values which underpin it, but who nevertheless continued to believe in a freer and more equitable future.

Whatever the times, styles and tastes, art is unique in terms of the cultural heritage it represents, and so it is both symbolic 
and enriching to be able to see these collections and these contemporary Portuguese artists in dialogue, taking freedom and 
Europe as their motto, two ideas developed jointly and in close dialogue. This reminds us that, across borders and cultures, 
times and customs, we share a great history, but more than that, we share a desire which goes beyond the ephemeral, and 
hence plan against the most valuable of testimonies — that of art — being forgotten and falling into oblivion. Art, and 
this is to a certain extent true of culture as a whole, is a permanent expression of the fact that we are free and that we are 
here, and it is this which always made, makes and will continue to make us human. Thank you to all those who made these 
dialogues possible and opened them to visitors.

Graça Fonseca
Minister for Culture



INTRODUCTION
Portuguese contemporary art from two collections

It is a privilege to introduce A Liberdade ea Europa: uma con-strução de todos (Freedom and Europe: a construction of all) – an 
exhibition that offers an attractive combination of artworks from two institutional collections: the European Parliament 
Contemporary Art Collection and the Coleção de Arte Contemporânea do Estado. The thematic line of this proposal revolves 
around the central idea of freedom, conceived as a task and responsibility shared by all the countries that make up the European 
Union. The letters of the word freedom (Liberdade) hang from the branches of a tree in Vieira da Silva’s painting of the same name, 
while Enlevo from Miss Europe – by Nikias Skapinakis – evokes in pop humour the mythical kidnapping of the Phoenician princess.

Undoubtedly, the Portuguese section of the European Parliament Art Collection features several works of great interest, crafted in 
the 1980’s and 1990’s by some of the most important Portuguese artists of the last fifty years. We could highlight three significant 
contributions of this artistic ensemble to the Collection: diverse modalities of abstract art; a strong and distinctive presence of 
drawing in both work on paper and some of the paintings on canvas; and the remarkable symbolic and metaphysical character 
of the three sculptures. 

Eduardo Batarda is one of the most renowned artists in Portugal. His painting - Minou (1987) - is an enigmatic and inextricable 
network of lines that form a complex mosaic. A sort of encrypted painting, based on a meticulous line drawing that acquires the 
formal qualities of a constellation or a mysterious topographical chart. Meanwhile, the premeditated density of superimposed 
layers, criss-crossed with unintelligible signs and writing that suggest a kind of palimpsest, is particularly prominent in António 
Sena’s body of work, - Blurt (1986-1987) -, which is akin to the graphic universe of North American painter Cy Twombly. 

With her two works on paper - Untitled (1989) -, Helena Almeida proposes a vision that goes beyond mere painting: a white 
monochrome, contaminated with adhered organic matter. These delicate works have a great poetic impact and achieve beauty 
with a bare minimum of materials. The use of ink and horsehair glued in random places across the paper makes the white rough 
and impure in appearance. Works by Jorge Martins develop those aspects of premeditated “contamination” and ambiguity by 
means of an imperfect geometric pattern with irregular and blurred edges. Martins has been another fundamental name in 
Portuguese visual arts over the last forty years. The author of a constant and personal research in the field of drawing, which was 
granted a dedicated exhibition at Centre Georges Pompidou, Paris, in the late seventies. 

Untitled (1984) by Ângelo César Cardoso de Sousa requires us to look hard to perceive the outlines of a twin-gabled house through 
the red colour used on the whole painting. This large structure becomes a subtly-concealed sketch in a field of colour; a symbol 
of everything that is familiar and welcoming to us. Such symbol is also featured in Joana Rêgo’s - Dwelling Places (2004) -, in a 
linear and schematic form.



Other interrelated aspects that can be detected in several pieces of this selection are primitivism, archaeology and the magnetism of the unknown: 
An attraction that leads to a process of exploration followed by hybridization of non-European cultural sources (African, American, Asian) 

Venus africana (1990) by José de Guimarães constitutes a mixed work. It combines a totem with a zoomorphic face that combines a Greco-Roman 
cultural reference – the goddess of love – with an African canon. A synthesis, not devoid of humour, between two radically different artistic and 
spiritual conceptions. On the other hand, the “fictional archeology” by Rui Chafes represented in the mysterious sculpture - Um sono profundo, 
1988 - places us in the midst of a dream-like search for ancient artefacts that never existed (in this case, and as the artist himself has pointed 
out, possibly one used for burials). 

The twin sculptures - Seraphita (1989) - by Rui Sanches face each other as if they were flanking the access to an invisible door. They delve into 
the theme of hybridization and miscegenation through the literary reference announced in the title: the homonymous Balzac’s novel and the 
myth of the androgyne. Likewise, the drawing by Pedro Proença - Daisy (1988) - which explicitly represents a hybrid being, is a magnificent 
example of the author’s meticulous and surrealistic Chinese ink drawings. It sees figures from classical mythology fused with musical and visual 
references from the culture of the Baroque period. 

We celebrate this opportunity to bring together such an extraordinary set of works by top-notch artists, most of whom are true legends of 
Portuguese and international art.
 

DG Communication
Civil Society Outreach Unit



INTRODUCTION
Europe, artistic freedom and its specific sociability

Instinctive, reflexive, positional or legislative, the concept of human freedom is at the very heart of modern European 
thinking, and has been at least since the Enlightenment. In terms of its philosophical, political and social dimensions, 
the full-throated and responsible exercise of freedom translates the emancipation of the human being into the 
rational use of free will and, despite the faltering and circuitous path that has led to the consolidation of that freedom, 
constitutes an essential standard or emblem in the context of contemporary Europe. And just as in 1955, in the post-
war context, Jean Monnet declared: ‘Making Europe is making peace’, the ‘European dream’ realised today also requires 
that we defend freedom every day as a value intrinsic to its cultural identity. The resulting set of values drives a 
complex, multifaceted project for which we are all responsible on the basis of the commitment to peace underpinning 
the creation of the European Union and the associated idea of a community of States. To that end, the commitment 
of artists in building the value of freedom should be emphasised here as one of the most sustained and subliminally 
influential contributions, finding a balance between individual will and the collective life of societies.

In truth, the last two centuries have seen art achieve critical importance in the ethical expression of human freedom. 
Since the romantic period, with the exponential affirmation of individual creativity, and recognition of the value of the 
idiosyncratic nature of that creativity, art has been projected, slowly but gradually, as a field open to the development 
of all freedoms, based on its specific contributions and unyielding differentiation. This is a process that has come into 
conflict with the conventions of artistic education and its ideas of value based on technical, moral and expressive 
standardisation. If, since then, every artist has been given space to assert a freedom that has made modern art into 
one of the grand stages for fostering awareness in practical terms, ultimately embodied in every work and exhibition, 
this has reflected a force of expression of experimentalism and boldness essential to the social progress that Europe 
represents. Each work is different from the others, and each artist presents distinct ethical values and aesthetic and 
conceptual propositions that are necessarily different, thus promoting a profound sense of human plurality and its 
infinite possible meanings. 

At the same time, a work of art also exists as a factor for human interaction or communication, in the interchange of 
thoughts and feelings triggered between human beings who are open to this relational effect of sociability. It should 
be noted, as has been argued by the French curator Nicolas Bourriaud, that ‘art has always been a relation to some 
extent. It has, in other words, always been a factor in sociability and has always been the basis for a dialogue’, and while 
the artistic image embodies the virtual aspect of its power of connection between creator, work and viewer, the truth 
is that, unlike television or even literature, which relate to the sense of a private experience – and while even cinema 
or theatre, despite bringing people together as a collective process, only allow room for discussion after the show has 
ended – ‘art (practices derived from painting and sculpture and displayed in the form of an exhibition) proves to be 
an especially appropriate expression of this civilization of proximity, in that it reaffirms relational space’, because it is 



always presented in the public space of architecture, from the public square to the gallery, allowing it to produce ‘empathy and sharing, and 
generate links’1. Indeed, according to Bourriaud, ‘at an exhibition, in contrast, there is always the possibility of an immediate – in both senses 
of the term – discussion, even when the forms on show are inert [in paintings, sculptures or objects]: I see, comment and move around in one 
space-time. Art is a site that produces a specific sociability’, thus developing the meaning and a deeper understanding of the work of art as a 
‘social interstitium’2. 

At heart, art will perhaps be merely one specific aspect of knowledge or aesthetic or cognitive expression in society and, as such, will promote 
above all, in this dialogue, an individual transformation in the viewer. We could therefore argue, in line with the thinking of Jacques Rancière, 
that art does not directly transform the destinies of society and its political behaviour, but rather only the level of sensory and intellectual 
experience of each of the observers. In this way, however, a work of art will tend to be reflected in the worldview and in the everyday actions of 
the viewer, as a sort of widening or extension of his or her critical sense, as the meanings of art and life become increasingly complex, preparing 
that viewer, for example, for more conscious citizenship involvement3. 

A work of art must therefore be the expression or experience of the principle of freedom, because only in that way will it be able to address 
all of the various kinds of dogmas and stereotypes and fulfil one of its most worthy functions, promoting increased sensitivity and awareness 
in each of us in our relationships with others (both individual and collective). On that point, let us look at the words of Brian Holmes: ‘in a 
time saturated by the media and advertising, the aesthetic dimension has become a key area of social interaction’4. It is this ‘interaction’, this 
‘relational dimension’ and ‘specific sociability’, that the contemporary art present here will subtly attempt to bring to life. It should be noted that 
the institutional or informal areas that promote art represent a symbol of legitimation where exhibitions represent the principal framework 
for exchange in the political economy of art, and where the meaning is constructed, maintained and sometimes even deconstructed. In part 
spectacle, social and historic event or structural device, exhibitions – especially those on contemporary art – establish and nurture the cultural 
meanings of art. For that reason, let us not forget that exhibitions also foster the creation of moments of discussion and public debate, in 
interaction with the artistic propositions made but also with the different readings generated in that context. This is always reflected in the 
individual assimilation by each of the observers of the meanings flowing through the space. On the other hand, the contemporary works of 
art by Portuguese artists that can be viewed in this exhibition at the European Parliament all ultimately represent a possibility to recognise 
and embrace the exercise of freedom, both the ethical freedom that has led the artists to their particular modes of artistic affirmation and 
the freedom of interpretation of each of the casual observers (although that latter freedom is in part conditioned by the constraints imposed 
by the curatorial choices). But using a series of 20 works, 10 taken from the collection of the European Parliament and the other 10 from the 
Contemporary Art Collection of the Portuguese State, the curator has created an aesthetic, reflexive and emotional ensemble with a grandeur 
that is specifically the result of the freedom that defines how we act in the European space in which we live. In this way, we can observe how 
the freedom of each of us always involves the freedom of all of us, requiring that we defend it every day but also that we use it in a manner that 
is conscious, conscientious and responsible. Only by doing so can we continue to build a Europe of values that is free and inclusive.

David Santos
Curator, Contemporary Art Collection of the Portuguese State
1Nicolas Bourriaud, Esthétique relationnelle (1998), 3rd ed. Paris, Les presses du réel, 2001. p. 47
2Idem, p. 48.
3See Jacques Rancière, O espectador emancipado (2008) (Portuguese translator: José Miranda Justo). Lisbon, Orfeu Negro, 2010. 
4Brian Holmes, ‘A arte e o cidadão paradoxal’, in Às Artes, Cidadãos. Porto, Museu de Arte Contemporânea de Serralves, 2010, p. 83.





Contemporary Art Collection of 
the European Parliament





Helena ALMEIDA (1934- 2018)

Eduardo BATARDA (1943)

Rui CHAFES (1966)

José DE GUIMARÃES (1939)

Ângelo César Cardoso de SOUSA (1938 - 2011)

Vítor POMAR (1949)

Pedro PROENÇA (1962)

Joana RÊGO (1970)

Rui SANCHES (1954)

Julião SARMENTO (1948)

António SENA (1941)



Helena Almeida’s work reflects the complex 
artistic multiplicity of the period during which 
it emerged. While she has experimented with 
photography, installation, performance, body art, 
video and drawing, she refuses to subscribe to any 
specific – and in her eyes limiting – appellation. 
Adopting the contrarian posture of many of her 
contemporaries, Almeida refutes all associations, 
affiliations and parallels attributed to her practice. 
Her constant presence in her own photographs 
do not make them self-portraits, her systematic 

use of a particular shade of blue does not refer 
to Klein, and although she has stated ‘My work 
is my body, my body is my work’, she is not a 
body artist. The two untitled works gifted to the 
European Parliament Contemporary Art Collection 
stand out from the rest of her corpus. Subtle and 
restrained, these work on paper define a place, 
highlight a none-descript area through the use 
of ink and hair that render what we are looking 
at fuzzy, different, unique, somewhere at the 
crossroads between public and intimate spaces.

1989
Ink and horse hair on paper
100 x 70 cm each
European Parliament Contemporary 
Art Collection

Helena ALMEIDA (1934- 2018)
Untitled
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Eduardo Batarda has layered his artistic propositions as if 
opacity was the sought-after aesthetic completion. After 
prematurely aborted medical studies, Batarda enrolled 
at the Fine Arts Academy in Lisbon (1963–1968) and 
would later undertake a three-year post-graduation at 
the Royal College of Art, London (1971–1974) thanks 
to a Calouste Gulbenkian Foundation scholarship. The 
artist immediacy adopted acrylic once it had become 
available in Portugal around 1965. With these colours, 
Batarda would paint complex panel-based compositions 
organised similarly to a comic-book page. Each panel 
would put forth a different theme, thus allowing for 
contrasting subjects and discourses to co-exists – and 
be levelled – in the same artwork. The influence of 
popular media and images was accentuated during his 
London postgraduates, as British Pop Art was recycling 
cut-out imagery in original and sometimes surreal 

ensembles. Batarda used this opportunity to perfect 
and expand his watercolour technique, saturating 
pigmentation to emulate the American comics he 
was drawing from. The 1980s saw the artist revert 
to acrylic colours, thickening the successive coats of 
paint in order to create a chromatic surface in its own 
right. On this surface, the artist would progressively 
come to paint and inscribe cryptic messages. Minou is 
representative of this period, the blue painting being 
an accumulation layers and coats (hence the gradating 
hues) that appears to have been subsequently etched 
or carved into what resembles deranged scribbles or 
otherworldly literature.

1987
Acrylic on canvas

200 x 160 cm
European Parliament Contemporary 

Art Collection

Eduardo BATARDA (1943)
Minou 
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1988
Painted Iron
32 x 208 cm 
European Parliament Contemporary 
Art Collection

Rui CHAFES (1966)
Um Sonho Profundo 

Nature and desire frequent each other in Rui 
Chafes’ corpus, one of Portugal’s eminent 
contemporary sculptors. The artist dedicated 
himself to the medium early on, studying 
sculpture at the Faculty of Fine Arts of the 
University of Lisbon (1984–1989), later 
furthering his training at the Kunstakademie 
Düsseldorf. Chafes elected iron as his material 
of choice, painting various colours, but chiefly 
black. Aesthetically, his sculpture prolongs 
the organic enquiries of modern pioneers 
such as Moore, Hepworth, Arp or Brancusi. 
Jellyfish, spiders, bacteria and prehistoric 

bodies populate his early work. The curve is 
the dominant form, accentuating the sense of 
wholeness privileged at the beginning of the 
century. The scale, often monumental, also 
emulates the natural setting Chafes favours. 
More recent works have taken a decidedly erotic 
turn, evoking the masks, chains, restraints and 
other appendages of BDSM sexual practices. Um 
Sono Profundo stems from the former practice. 
Halfway between a fossilised prehistoric 
aquatic creature and a musical instrument, 
the rigid structure looks almost alien.     
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1990
Wood, aluminium, polyster and celluloid

122 x 35 x 25 cm
European Parliament Contemporary 

Art Collection

José de Guimarães, inspired by his travels and 
the imperial past of his native Portugal, seeks 
to bridge the cultures of Africa and Europe. He 
studied art in parallel to his engineering degree 
at the Military Academy and Technical University 
in Lisbon (1957). His painting courses were 
insured by Teresa Sousa and Gil Teixeira Lopes 
before enrolling at the Cooperative Society of 
Portuguese Engravers. From 1961 and 1966 de 
Guimarães travelled around Europe, educating 
himself in European Art. The artist also spent 
seven years in Angola, a period during which 
he developed an interest in African art and 

ethnography.  His  ar t  incarnates the r ich 
cultural exchange between the two continents 
throughout the 20th century. Indeed, since the 
beginning of the century, African art has helped 
European creatives overcome the boundaries of 
mimetic depiction by simplifying their forms 
and structure – especially in sculpture. Venus 
Africana, as its title conveys, is a meeting of 
cultures: the Venus, timeless staple of occidental 
beauty, depicted using African motifs and palette 
in a successful cultural blend.

José DE GUIMARÃES (1939)
Venus Africana
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Ângelo César Cardoso de Sousa approached artistic 
evolution not unlike a scientist does an experiment: 
he sampled, tested, combined, studied reactions and 
ultimately developed what he deemed worthy. 
Moving to Porto from Portuguese Mozambique 
in 1955, he enrolled in the Academy of Fine Arts. 
A brilliant pupil he was put at the forefront of 
his generation and joined the ‘Os Quatro Vintes’ 
[‘The Four Twenties’] group alongside Armando 
Alves, Jorge Pinheiro and José Rodrigues. De 
Sousa’s research began by basing itself in reality 
and figuration before being stripped down to 
its most fundamental elements, throughout 

1984
Acrylic on canvas
200 x 170 cm 
European Parliament Contemporary 
Art Collection

Ângelo de SOUSA (1938 - 2011)
Untitled 

thousands of drawings. This minimal means 
to achieve maximum effects approach proving 
successful, de Sousa expanded the scale and 
prepared monumental sculpture, thus switching 
proportions and mediums. This flexibility is carried 
over, in the 1970s, into kinetic ribbon-based 
pieces. In the following decades, simplicity is 
radicalised, as this Untitled illustrates. A pure 
monochromatic painting, the slight chromatic 
variation and de Sousa’s subtle mirrored play on 
shading give a surprising amount of depth and 
texture to the canvas. 
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1983
Acrylic on canvas

193 x 195 cm 
European Parliament Contemporary

 Art Collection

Vítor POMAR (1949)
Untitled

Vítor Pomar is an artist of singular vision 
but diversified means of expression. He 
studied art the School of Fine Arts of Porto 
and Lisbon between 1966 and 1969, before 
embarking on various journeys that will 
nourish his understanding and practice of 
artistic expression. Expression is a key word 
here, as it has guided the Portuguese artist 
throughout his evolutions. When his personal 
vernacular was forming, Pomar favoured black 
and white abstract expressionist brushstroke-
based paintings. His embrace of Buddhism 
and its concepts – like many other artists of 

the period – perhaps explains the continuous 
emphasis on calligraphy adjacent strokes. In 
the latter part of his career, Pomar explored 
various mediums and techniques – but the 
conceptual crux of his work remained the same, 
providing his overall corpus with coherence 
and organic homogeneity. This contribution 
to the Collection is representative of these core 
elements; rhythmic brushstrokes sectioned by 
contrasting colours.
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Pedro Proença, who studied at the School of 
Fine Arts de Lisbon, is a rebellious figure who 
wanted to shake the artistic status quo of 1980s 
Portugal. To that end, he founded the ‘Movimento 
Homeostético’ in 1982, as a meta-critical attempt 
to revolutionise art itself. Hence the fundamental 
sense of parody Proença’s art communicates. 
His images appear as a repository of cultural 
sabotage – drawn with equal relish from western 
art history and Greek literature, from the East and 
the primitive. His imaginative setting is peopled 

1988
Chinese ink on paper
150 x 186 cm 
European Parliament Contemporary 
Art Collection

Pedro PROENÇA (1962)
Daisy 

with allegorical men and animals. Nevertheless, 
Proença’s allegories are not merely comedy. They 
also exist as a serious attempt to transform a 
difficult reality by the process of metamorphosis. 
His work – eclectic and symbolic – seems to take 
place in a delirium world. The resulting dream 
of sensual imagery represents an alternative 
reality, composed of layers of allegory, historical 
conceit and personal mythology. In that sense, 
some of his works exist in a similar sphere as 
caricature, from which it borrows certain motifs, 
as Daisy portrays.  
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2004
Acrylic on linen

150 x 150 cm
European Parliament Contemporary 

Art Collection

Joana Rêgo was granted a scholarship from 
Fundação Calouste Gulbenkian and Luso-American 
Development Foundation in 1998-1999, and later 
followed a Master in Painting at the San Francisco 
Art Institute, USA, 1999. Having studied in Porto 
and San Francisco, she admits that she could call 
herself a “professional painter” after returning from 
the United States. 
Rêgo has been constantly exploring the relationship 
between words and image in painting. She is 
interested in the content and meaning of the text, its 
ability to affect the painted picture by the plasticity 

of its application as well as in possible interpretations 
by the observer. Her work develops from a strong 
conceptual basis, undergoing innumerable formal 
and iconographic changes during the preparation 
process. She likes to use acrylics and sometimes 
silkscreen, which allows her to transfer onto canvas 
images from her own drawings.

Joana RÊGO (1970)
Dwelling Places
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1989
Bronze and wood base
43 x 92 cm each 
European Parliament Contemporary 
Art Collection

The call of art was such for Rui Sanches that he 
quit the third year of his degree in medicine to join 
Ar.Co – Centro de Arte e Comunicação Visual. His 
training there was unfortunately interrupted by 
unstable post-war times, leading to seek education 
and inspiration elsewhere, namely in London, at 
the Goldmiths’ College (1977–1980) and then at 
Yale University (1980–1982). These international 
experiences greatly benefited his inquisitive practice. 
He was in direct contact with the changes and 
developments of modernism as they were occurring. 
The fundamental interrogations of the period can still 
be found echoed in Sanches’s art to this day. His work 

Rui SANCHES (1954)
Seraphita

seems to refuse to be easily categorised. From 
wall sculptures to multi-material installations, 
the Portuguese artist has never ceased to push 
established boundaries. Seraphita sees to 
abstract figures – based on Sanches’ Orpheus 
from the same year – equipped with a pole 
mirror each other in a confrontational stance. It 
is unclear whether the scene is that of a battle 
or a dance, but the symmetry creates an invisible 
bridge between the figures, despite the distance 
that separates them. 
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Julião Sarmento espouses the interdisciplinary 
practice favoured by many contemporary artists. 
Having read painting and architecture at the 
Lisbon School of Fine Arts (1967–1974), he 
embarked on a prolific career exploring painting, 
drawing, sculpture, photography, film, video, 
performance, sound and site-specific installation. 
Regardless of the medium, Sarmento tends to 
use one of the main themes of modernity 
emergence – the fragment – to decline the 
(female) figure and the timeless subject that is 
desire. The 1980s mark a noticeable shift in his 
practice, embracing the postmodernist stance of 

1981
Acrylic on paper

295 x 266 cm
European Parliament Art Collection

Julião SARMENTO (1948)
Os prazeres da Alcamé 

a return to painting, as well as toning down the 
violence and sexual explicitness of his images 
considerably. Os prazeres da Alcamé’s riddle like 
visual structure leans into the aforementioned 
fragmented aesthetic. Curious and open to 
interpretation, this message is the viewer’s 
as much as it is the artist’s.

©
 E

U
 2

02
1



António Sena proceeded to an early career 
reorientation. Indeed, after enrolling at the 
Instituto Superior Técnico and the Faculty of 
Sciences of Lisbon, he abandons the scientific 
path to learn engraving at the Cooperative Society 
of Portuguese Engravers. Reassured in his choice 
by a couple of successful solo exhibitions, he 
moved to London in 1964 and studies at the St 
Martin’s College of Art (1965–1966), spending the 
following decade working in the English capital. 
Possessing Pop Art accents at its genesis, Sena’s 

1986-87
Oil on canvas
146 x 97 cm
European Parliament Contemporary 
Art Collection

António SENA (1941)
Blurt 

work has evolved towards conscious abstract 
chromatic experimentations that call onto 
semiotics and mathematics to create a complex 
vernacular of lines and symbols. Blurt, which 
illustrates this intimate language, has a timeless 
aura, like that of an excavated artefact featuring 
engravings or graffiti. 
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Portugal’s National Contemporary 
Art Collection





Pedro CALAPEZ (1953)

Fernando CALHAU (1948-2002)

Lourdes CASTRO (1930)

António CHARRUA (1925-2008)

Ilda DAVID (1955)

Jorge MARTINS (1940)

Paula REGO (1935)

Joaquim RODRIGO (1912)

Nikias SKAPINAKIS (1931-2020)

Maria Helena VIEIRA DA SILVA (1908-1992)



Pedro CALAPEZ (1953)
Untitled

In the 1980s, Pedro Calapez would, as in the 
example exhibited here, score lines into fresh 
layers of paint, creating the impression of a 
shape and planting narrative cues pointing to 
the basics of abstract painting. However, closer 
to the fore, his paintings reveal an inventiveness 
that marries, in equal parts, a painstaking and 
sustained chromatic mastery with the rhythm 
and expressive ambiguity of his presence, through 
the use of a material surface that has invariably 
been textured by the subtle stroke of the brush. 
Calapez’s smooth brushstrokes point to his very 
precise gestural economy at the level of the 
composition, yet are nevertheless generous in their 
engineering of a kinesthetic experience, achieving 
an immediate visual intensity centred around 

1988
Oil on canvas
250 x 174.5 cm [inv. SC 93]
Portugal’s National Contemporary 
Art Collection (held at the Fundação 
de Serralves)

the idea that, despite the interdisciplinary 
post-minimalist context, painting can create a 
powerful retinal experience, drawing the gaze 
into contemplation. By contrast, the colour 
palette used throughout Calapez’s work is a 
source of aesthetic pleasure which, through 
its unusual plasticity, evokes a genuine feeling 
and experience of beauty. The juxtaposition 
between these blocks of colour makes observing 
this work a sheer delight and, at the same time, 
an exercise in honest and keen contemplation.

©
Fi

lip
e 

Br
ag

a



Fernando CALHAU (1948-2002)
Untitled#3439

Decidedly conceptual in nature, Fernando Calhau’s 
first works, created at the end of the 1960s, 
mostly using elements from the disciplines of 
photography and painting, reveal a special serial 
pattern and an attention to detail that lend them 
to an analysis of visual purity as near-monochrome 
images. The repetition, the subtlety of chromatic 
nuance, and the exploration of slight variations 
in the image, from forms to themes, reveal the 
aesthetic consistency that made his work a 
reference on the Portuguese artistic scene from 
the 1970s to the end of the 1990s. As we can see 
in this piece, painting often stakes spatial claims by 

1972
Painting

110 x110 cm [inv. SC 65] 
Portugal’s National Contemporary Art 

Collection (held at the Fundação de 
Serralves)

drawing attention to the limits of the canvas at 
the vertices of its angles and, in this way, daring 
to interact with its supporting wall. Creating a 
link with his earlier conceptual practice through 
geometric and near-monochromatic abstraction, 
the artist engages in an act of unique formal 
purification, still inspired by minimalism and 
his strategy of stripping things right back, albeit 
without compromising on enticing and sensual 
visual effects.
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Lourdes CASTRO (1930)
Untitled

The materiality of Lourdes Castro’s artwork 
reveals a diaphanous subtlety, in terms of both 
its formal or volumetric aspect and its creativity 
and expressiveness as it explores a range of 
practical solutions from collages made of recycled 
objects in the 1960s to the poetic and aesthetic 
materialisation of the shadow – the cosmic profile 
with which the artist has always identified. The 
artist has explored her broad conception of the 
‘shadow’ through producing objects using a 
variety of sources, colours and materials, through 
installations or montages of an intimate nature, 
and through her Sombras Recortadas (shadow cut-
outs), Sombras Projectadas (shadows projected 
onto vertical walls or canvasses), oriental Teatros de 
Sombras (shadow puppets) and Sombras Deitadas 

1960s
Textile
275 x 218 cm [inv. SC 50]
Portugal’s National Contemporary Art 
Collection (held at the Fundação de 
Serralves)

(shadows lying down, extended across a sheet), 
in a singular project of creative reinvention that 
has defined her as an artist since the 1960s 
and 1970s. Working with embroidered sheets, 
exhibited horizontally on mattresses, giving 
them a rare evanescent quality, with Plexiglas, 
paper, plastic or fluorescent acrylic that has been 
painted or cut into, Lourdes Castro challenges 
the bi-dimensional notion of the frame, 
expanding its thickness and assigning it a visual 
three-dimensionality, thereby demonstrating 
the paradox behind the artistic debate of the 
time, caught between the objectification and 
dematerialisation of art, in a departure from 
earlier concerns with representation. The artist 
was only interested in representation in the 
most subtle sense, as a spectre on the verge of 
appearing – an infinitesimal mark in the vast 
expanse of time.
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António CHARRUA (1925-2008)
Anabasis with hat

Through the use of different forms and media 
(drawing, painting, printing, graphic arts, ceramics, 
tile art, stained glass, tapestry and sculpture), 
António Charrua developed a vocabulary that is 
decidedly abstract, yet in touch with the trends 
and issues associated with European and American 
expressionist painting. During the 1960s, his work 
essentially emerged from this crossroads, as a 
continued exploration of the dominant aesthetics 
on the international artistic scene, switching 
between informalism, formal abstraction and 
even pop art, in a pictorial exercise in which colour 
itself ultimately wields great seductive power, 

1971
Painting

Diameter 140 cm [inv. SC 480]
Portugal’s National Contemporary Art 

Collection (held at the Fundação de 
Serralves)

orchestrating a visual effect that stands out 
as highly original on the Portuguese painting 
scene. In the second half of the 1960s, the 
marking of contrasting colour blocks would add 
a vigour to his gestural abstraction that would 
continue to define his work in the years to come, 
as in this circular canvas, which is a celebration 
of the primary colours, which are an essential 
component of almost all his compositions.
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Ilda DAVID (1955)
Untitled

Ethereal and bordering on an expressivity where 
the human figure appears as a pictorial illusion, 
Ilda David’s paintings frequently depict archetypal 
– ambivalent yet ancestral – figures with an 
abstract presence. These figures are almost always 
projected onto material landscapes, yet appear 
as unconscious visions in a dreamlike state of 
freedom, where the poetry of the painting appears 
to call for the emancipation of original gesture, 
mankind’s very first form of communication. From 
the mid-1980s to the present day, the artist has 
never relented in her invaluable, unique aesthetic 

1986
Painting
140.5 x 240 cm [inv. SC 469]
Portugal’s National Contemporary Art 
Collection (held at the Fundação de 
Serralves)

quest, enshrining within each work the value 
of her idiosyncratic language and her singular 
persistence.
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Jorge MARTINS (1940)
Labyrinth

Viewed as a kind of dialectic obsession, at the 
threshold between drawing and painting, the work 
of Jorge Martins has, since the 1960s, explored the 
unfathomable depths of the ancestral mystery we 
call ‘light’. From representing its illusory effects 
to constantly devising clever ways to bring light 
into dialogue with or offset it against its antipode, 
shadow, and through his frequent use of a highly 
original trompe l’oeil technique, the artist reinvents 
space, objects, the image and pictorial projection, 
thereby confirming drawing’s intrinsic freedom, its 
real or virtual linearity, by inscribing on the surface 
of a canvas or piece of paper a poetic subtlety 

1984
Oil on canvas

232 x 162.6 cm [inv. SC 95]
Portugal’s National Contemporary Art 

Collection (held at the Fundação de 
Serralves)

which nevertheless, as in Labyrinth, sets out on 
an exploration of its typically abstract chromatic 
dimension.
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Paula REGO (1935)
Untitled

All issues concerning womanhood, in particular 
concerns about debunking stereotypes, find their 
natural expression in the work of Paula Rego. Her 
oil paintings, prints and drawings are characterised 
by their paradoxical representation of women, 
depicting their intrinsic strength (whether 
explicit or contained), and by the ambiguous 
status of the painted image, caught between 
classic academic formalism and the inventive 
modernism that drives it forward. In this way, 
Paula Rego’s oeuvre is among the richest in terms 
of its representation of the status of women and 
their place in contemporary society. Although 
critics almost invariably associate Rego with 
the figurative tradition of the School of London, 
a movement bequeathed by the likes of Frank 

1985
Acrylic on paper/canvas
113 cm x 77 cm [inv. SC 1578]
Portugal’s National Contemporary Art 
Collection (held at the Contemporary 
Art Centre of Coimbra)

Auerbach, Francis Bacon, Leon Kossoff and 
Lucien Freud, Paula Rego’s body of work has 
certainly been fundamentally shaped by her 
Portuguese background, by her childhood 
surrounded by women of humble origins. You 
need only contemplate a few of her pieces 
to get a (renewed) sense of their implicit or 
metonomical brutality. Her work offers us 
a return to the more powerful image of the 
constant interplay between good and bad, the 
reason behind her figures and the insinuations 
she makes about the patriarchal society.
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Joaquim RODRIGO (1912)
S. M. [Santa Maria]

After coming onto the art scene in the 1950s 
with his conception of modern painting as a 
semiological system, Joaquim Rodrigo then 
continued to combine two great sources of 
information: science and art. From that point on, 
the goal behind his creative endeavours was to 
try to understand geometric abstraction not as a 
vehicle for metaphysical transcendence, as with 
early Kandinsky or, similarly, with Mondrian or 
Malevich, but as a radical new operative concept, 
starting from the premise of an essential paradigm 
shift in the history of art. The ‘frame’ then comes to 
be viewed as a space for perceptive investigation, 
for a never-ending quest performed through 
compositional architecture for the bi-dimensional 
essence of the canvas, drawing, to that end, on 
strong contrasts in terms of shapes and light, with 
lines constantly juxtaposed with pure and organic 
shapes and complementary colours. However, 

1961
Painting

97.3 x 146 cm [inv. SC 475]
Portugal’s National Contemporary Art 

Collection (held at the Fundação de 
Serralves, on loan to the Portuguese 
National Museum of Contemporary 

Art – Museu do Chiado)

for Rodrigo, the 1960s were characterised by a 
marked transition, as he grew, first, increasingly 
fascinated by the importance of colour in a 
composition and, then, engaged in creating 
a symbolic vocabulary distinctive of artwork 
that blends political and social consciousness 
with personal memories through the use of 
ambiguous figurative and verbal signs, as in this 
piece S.M. [Santa Maria] – a cryptic depiction of 
political dissident Henrique Galvão’s hijacking of 
the Portuguese vessel Santa Maria in 1961, in a 
stunt designed to alert the international press 
to the isolationism and repression in Portugal 
under the Salazar regime, and also as in S.A. – 
Estação (of the same year) and Liberté, dated 
1963.
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Nikias SKAPINAKIS (1931-2020)
Abduction of Miss Europa

This modern-day telling of the myth of Europa only 
adds to the ambiguity surrounding her famous 
abduction by Zeus, disguised as a bull, when she 
was ensnared by the seductive smoothness of 
his white hide. The nudity of the woman and the 
animal symbolises their equality in nature and 
the lovers’ consent, which, in a departure from 
the classic narrative of the mythological tale, is 
the foundation of European diversity. Emerging in 
the 1950s, Nikias Skapinakis’ paintings approach 
the visual with an originality that focuses on the 
lyrical reconstruction of his surroundings (as in 
his views of Lisbon or the series Circus). At the 
end of this decade, he began experimenting 
with cut-out figures in starkly contrasting bold 
colours, as a precursor to the future pop art feel 

1973
Painting 
150 x 117 cm [inv. SC 495]
Portugal’s National Contemporary Art 
Collection (held at the Fundação de 
Serralves)

to his work. In the 1960s, Skapinakis’ paintings 
took on a meaningful singularity through their 
particular interpretation of the international pop 
art movement which incorporated elements 
of Portuguese culture, as can be seen in 
particular in his gallery of collective portraits 
from the 1960s and 1970s depicting some of 
the intellectuals who, in this period, had been 
prominent opponents of the Salazar regime. 
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Maria Helena VIEIRA DA SILVA (1908-1992)
Liberdade

This work, commissioned by the Secretary of 
State for Culture to mark the 10th anniversary 
of the Revolution of 25 April 1974, is deliberately 
allegorical; a tree, which renews itself and grows 
stronger with each cycle, is used to represent 
the link between nature’s vitality and the 
transformative notion of Liberdade (freedom). 
In this very simple yet highly poetic work, the 
tree emerges as a revitalising life force and, 
symbolically, is bearing new fruit in the form of the 
letters that make up the age-old word ‘liberdade’. 
For Vieira da Silva, this concept, which has been 
around as long as humanity itself, represented 

1984
Painting

130 x 76 cm [inv. SC 1026]
Portugal’s National Contemporary 

Art Collection (held at the Museu de 
Aveiro/Santa Joana)

the image of a country seeking to assert its 
democratic freedom. The mix of these letters/
fruits will yield a society that is more conscious 
of the value of freedom and of its crucial 
importance in building a Portugal with a future.
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Captions:
European Parliament Contemporary Art Collection: Civil Society Outreach Unit, Directorate-General for Communication of the 
European Parliament
Portugal’s National Contemporary Art Collection: David Santos, Curator of Portugal’s National Contemporary Art Collection 
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