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I would like to thank Pedro Moura
Carvalho for the full access to his
collection as well as for sharing
information which proved to be
fundamental for the present text.

2 __Anténio Pedro, Amazon-acrobat (rear view),
c.1952 (cat. 37)

among many other things. Some of his pieces in the
collection, dating from 1952 (or close to this date), are
some of the few testimonies in Portugal to what we
could call “three-dimensional Surrealism” or, atleast,
a possible path towards it. In the case of Amazon-
acrobat, the relationship with his pictorial work is
evident and unavoidable (fig. 2).

Albeit with a very different personality and work,
the other revelation is the already mentioned Victor
Palla, author with Costa Martins (1922-1996) of the
extraordinary photography book Lisboa, Cidade
Triste e Alegre (Lisbon, sad and happy city), first pub-
lished in Lisbon in 1959. For Palla, ceramics seems to
have constituted a place of experimentation, as irre-
sistible as all the others through which his imagina-
tion and creativity led him. The “discovery” of these
fired clay creations of his provides a broader under-
standing not only of the varied creative path of the
author but also of how, in 1950s and 1960s Portugal,
this cult of creative freedom meant an obvious con-
flict, intellectually at least, with the political, social
and cultural dictatorship which had been ruling the
country since the early 1930s.

Finally, there is no doubt that the Pedro Moura
Carvalho Collection allows for the inclusion in the
broader history of Portuguese artistic creation of an

author whose career is almost entirely built on ce-
ramics—and not on painting, sculpture, architecture
or photography, although at the beginning of his ca-
reer he also devoted himself to iron sculpture, ham-
mered copper and engraving. This artist is Luis
Ferreira da Silva (1928-2016). His work — which is
almost totally unknown outside the specific field of
ceramics and the region of Caldas da Rainha -reveals
plastic qualities which make it as central to ceramics
as, in general, to artistic creation in Portugal in the
second half of the twentieth century (fig. 3). In their
formally telluric and chromatically refined nature,
his pieces from the 1960s, which we are now getting
to know better, live in that field of fertile ambiguity
between form and function, representation and ab-
straction, monochrome and polychrome, two and
three-dimensional, small and large, and sometimes
take on an unexpected monumentality. This is one
of those rare cases in which the author, being only a
ceramicist, is above all a complete artist. Someone
whose exceptional creativity is revealed in earthen-
ware and stoneware and, in this way, produces in us
adouble awareness: the awareness that we are seeing
and touching pieces made of ceramicand, at the same
time, that we are discovering something which is,
after all, much more than fired and glazed clay. Isn’t
this, after all, one of the happiest experiences of a
collector?+

3 __ Luis Ferreira da Silva, Sculptural form, 1964 (cat. 136), in the exhibition Design at Sao Bento: Traits of Portuguese
Culture, at the Prime Minister’s Official Residence, Lisbon, 2021.Courtesy: © MUDE 2020 / Luisa Ferreira
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INTRODUCTION

Context
and background

With a few exceptions, twentieth-century applied
arts are traditionally neglected in Portugal. Interest-
ingly enough, three of such exceptions are in the field
of ceramics: glazed tiles, clay crafts and wares from
Caldas da Rainha, a city located about a hundred
kilometres north of Lisbon, are subjects that are well
studied and published. The opposite is true on what
concerns studio pottery, yet from the mid-1940s,
the field attracted a growing number of gifted ceram-
icists and many of the most important Portuguese
visual artists. Still, it remained practically unstudied.

A number of reasons explain the interest in the
three noted exceptions, elucidating, atleast partially,
the disregard for the subject of this book. Among
theseis the fact that, in Portugal, tiles are considered
to be a national art. This justifies the existence of the
Museu Nacional do Azulejo (national tile museum),
though a long overdue national ceramics museum
has yet to be established. Such attention to tiles is
entirely justifiable, for these square pieces of flat cer-
amicare ubiquitous in the country. Decorated manu-
ally or industrially, tiles animate the facades of
unpretentious buildings while reflecting sunlight
and thus conferring movement and colour to local
streets. They have become part of the Portuguese
landscape, lending character to the exterior but also
to the interiors of secular and religious buildings
since the Renaissance. Tiles were also employed by
artists, mainly painters, as a form of inexpensive and
lasting canvas, and they continue to be, though some
other artists also understand the full potential of
such a field to continuously push established bound-
aries. These boundaries in turn have attracted
scholars’ attention to this particular art form. Since a
number of books on twentieth-century tiles have
been published, they are only discussed here when
highly pertinent.

Portuguese exceptionalism in the field of ceramics
is also revealed by the deep enthusiasm that locals,

including authors and art historians, devote to clay
crafts. The most notable creations fall within figura-
do, a category that includes small clay figurines re-
producing both human and animal shapes, which
originally were humble toys intended for less privi-
leged children. Modelled and painted by hand, in
modest potteries across the country, such figurines
were initially made with leftover clay and fired in the
little spaces left vacant when firing utilitarian wares.
Such toys were sold at fairs, along with glazed and
unglazed terracotta bowls, jars and related crockery,
to bring some extra income into what were destitute
households in small and isolated villages. Because of
their intrinsic quality, originality and humour, by
the 1950s they caught the attention of cultured art-
ists and art galleries and eventually acquired urban
admirers. Doe (cat. 158) by Rosa Ramalho (1888-
1977), for instance, became a classic. Rendered as
pregnant, italso serves as a toothpick holder and has
a striking resemblance to its counterpart by Pablo
Picasso (1881-1973), made at Vallauris in 1950. By
then, Ramalho was 62 years old and had been mak-
ing such figures for decades. Of note is the fact that
figurado has also influenced local artists and cerami-
cists, who often worked in traditional potteries.

Other than tiles and clay crafts, the third category
of ceramics that deserves considerable attention are
wares from Caldas, as the city is often abbreviated. It
was there thatin the late nineteenth century and the
early decades of the last century, anumber of potter-
ies and small factories transformed what was then a
quiet village into the most important centre for cer-
amicartin the country. Many such wares were exhib-
ited in world fairs and are part of the collections
of major museums, including The Metropolitan
Museum of Art, New York, and the Victoria and
Albert Museum, London.

The earliest innovator there was a potter who
would become known simply as Mafra (1929-2005),
the name of the village where he was born. Original-
ly, he took inspiration from local, British and French
wares, notably those made after models by Bernard
Palissy (1510-1589), the Renaissance French master,
yethe also designed novel and more attractive forms
adding new glaze colours and, for the first time in the
region, marked his wares with his own name. Ma-
fra’s work captured the attention of King Consort

1__King Consort (Ferdinand II of Portugal
showing his own ceramics) by Rafael Bordalo
Pinheiro, in Album das Glérias (Lisbon, vol. 1,
no. 12, November 1880).

Ferdinand II (1816-1885), who, in 1870, made him
Supplier of the Royal Household. This German
prince of the Houses of Saxe-Coburg-Gotha married
Queen Maria II of Portugal (r. 1826-1828 and 1834~
1853) and became a major arts patron, known as the
Artist King (fig.1). The Pena Palace, in Sintra, the
earliest royal palace planned under the influence of
Romanticism, was the grandest of his many artistic
projects and where many of his rather accomplished
drawings and ceramics are kept. The latter were fired
at Mafra’s pottery at Caldas, small factories such as
Constancia and the industrial manufacturer Fibrica
de Loicade Sacavém (F.L. Sacavém), near Lisbon. The
king’s interestin ceramics is further witnessed in his
sponsoring of studio pottery by the Bohemian
Wenceslau Cifka (1811-1883), his “art adviser” and
one of the many foreigners who contributed to the
development of the field in Portugal. Ferdinand IT’s
keen eye for pottery was well known, for in 1880 he
was portrayed by one of the greatest Portuguese cer-
amicists, Rafael Bordalo Pinheiro (1846-1905),
holding a dish and seated next to a pot almost cer-
tainly painted by himself.

Bordalo Pinheiro is a unique case, since well over
a century after his death, his models are still being
reproduced and exported. Moreover, his name over-
lays all other ceramicists of the so-called Caldas
school. A number of factors contributed to this, in-
cluding his larger-than-life personality. Trying to
classify his ceramic production is complex, since
Bordalo Pinheiro was unusually eclectic, irreverent
and bold, both in technical and aesthetic terms. Most
of all, he was daring, creating highly original work in
avariety of styles, from Renaissance, Baroque, Nat-
uralism, Art Nouveau, Japonisme and Neo-Mudéjar,
among others. As early as 1916, a small museum
dedicated to his work opened in Lisbon, where, to
this day, many of his ceramics and other works are
displayed, including those by his son, Gustavo
(1867-1920), who adopted, albeit in a rather subtle
fashion, some artistic conventions of Art Nouveau
and Art Deco. Despite the difficult political and finan-
cial situation in the period that followed the estab-
lishment in Portugal of the Republican regime, in
1910, Gustavo and the family’s factory managed to
survive.

One of the characteristics of local studio pottery
is that more often than notitis difficult to date with
precision. The proverbial conservatism of the Por-
tuguese is partially responsible but does not fully
explain it. As one would expect, throughout the
twentieth century, many ceramicists were influ-
enced by a number of artistic movements, yet styles
and fashions pass and only on very few occasions
were they adopted with vehemence. Costa Mota So-
brinho (1877-1956), a sculptor who, after studying in
Paris, worked at Caldas in a different factory, was one
of the few who created, albeit during a brief period, a
more consistent corpus of Art Nouveau ceramics.
Among these is the highly original Knot vase, from
1912, of which only six are known, including two in
this collection (cats 5, 6). Thrown with two triangu-
lar handles ending in simple knots, the vase is both
complex and simple, capturing the fluidity of lines
that characterizes such artistic movement. Their
glazes, however, reveal influences of various regions.
One, in electric iridescent blue, reflects contempor-
ary trends in countries such as Austriaand Hungary,
but the other, in green, seems to be a rare attempt
to reproduce in the country some of extraordinary
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For more about its origins,

see Dias and Machado, A Cerdmica,
pp. 13-35.

Queirds, Cerdmica Portuguesa,

p. 141.

Ibid., p. 143. This and other quotes
in Portuguese have been translated
by the author unless otherwise
stated.

Caldas da Rainha:
the leading
ceramic centre

In Portugal

Atthe end of the nineteenth century, a series of ama-
teurs moved to what was then the small town of
Caldas da Rainha. With considerable imagination
and some financial resources, but also thanks to the
local potters’ know-how and excellence in and with
materials, they became renowned ceramicists in just
afew years. Although the so-called louga das Caldas,
or wares from Caldas, from earlier periods had de-
served specialists’ attention, much ambiguity per-
sists on their origins and various developmental
stages. Archaeological evidence revealed that fine
utilitarian crockery, of varied types, was being made
there from atleast the sixteenth century.! The earlier
productions, however, are beyond the scope of this
book. Many uncertainties remain, including about
the role that the somehow perplexing figure of Maria
dos Cacos, active from c. 1820 to 1853, played on its
later development, since almost nothing is known
about this pioneering woman.?

As one would expect, long before the arrival of
such amateurs, local potters had been making qual-
ity wares characterized by their fine forms and pro-
portions, and glazed mostly in green and honey
colours, which by then were already being sold
across the country. As in many other ceramic centres
in this period, much of this production, namely of
ewers, bowls, bottles, vases and suchlike, was essen-
tially anonymous and utilitarian. For better or for
worse, louga das Caldas is at present synonymous
with Rafael Bordalo Pinheiro, the artist who brought
them greater fame. In Portugal, this carries so much
weight that some of the most extraordinary work
made by the first great renovator of Caldas wares, the
above-mentioned Mafra, is often believed to be by
Bordalo Pinheiro himself. Moreover, the latter’s
name almost erased other praiseworthy names.
Some were included by José Queirds (1856-1920) in
his reference work Cerdmica Portuguesa (Portu-

guese ceramic), first published in 1907, assessing that
at that time “fourteen factories were active in that
village [Caldas da Rainha], employing a staff of three
hundred workers, including men, women and chil-
dren” .3 Among these was one founded by José Fran-
cisco de Sousa (1835-1907), in 1860, and a further
was established by Avelino Antbnio Soares Belo
(1872-1927), in 1899. Others would follow, some of
which were more specialized. Among the various
ceramicists working at Caldas who created a more
consistent corpus of original work was Francisco
Elias (1869-1937). He first worked under Rafael but
from 1916 established his own pottery. He and some
of his family members cultivated mainly the mini-
ature genre and made, mostly, religious images, both
regional and historical types. One of them, Eduardo
MafraElias (1880-1949), was also interested in liter-
ary personalities, such as Ramalho Ortigao (1836-—
1915), a writer and art historian who wrote about
local ceramics. His full-length portrait (fig. 1.1) is
only 7.5 centimetres tall, enough to fully capture the
writer’s pose and personality.

Thanks to the efforts of the local Museu da Cerdmi-
ca (museum of ceramics) and some authors, the work

1.1 __Eduardo Mafra Elias, Miniature of
Ramalho Ortigdo, 1920-1940, Caldas da Rainha,
clay, moulded and modelled, 7.5 x 1.8 x 1.7,

inv. no. A296

of some of these factories has been reasonably stud-
ied and published in catalogues that accompany ex-
hibitions organized by that same museum. Other
than the aforementioned work, that of Rafael’s son,
of the 2nd Viscount of Sacavém (1863-1928) and of
Costa Mota Sobrinho are just some that deserve par-
ticular attention.

Manuel Cipriano Gomes,
known as Mafra
(1829-1905):

the original innovator

Manuel Cipriano became known as “Mafra”, for this
was the name of the village, not far from Lisbon,
where he was born. The location is celebrated most-
ly for its vast eighteenth-century royal palace and
convent, butalso for the utilitarian crockery still be-
ing made in its neighbourhoods, namely at Sobreiro.
Following Mafra’s arrival in Caldas da Rainha, in
1853, the process of transforming a production emi-
nently utilitarian into something that incorporated
artistic trends began soon after.

After taking over Maria dos Cacos’s pottery, he
accelerated its modernization process. The produc-
tion of typical vessels was never interrupted, yet
new utilitarian wares were introduced, the palette of
colours was expanded and greater emphasis was put

1.2 __Mafra, Fish with reptiles and
butterfly, 18531870, Caldas da Rainha,
earthenware, moulded and modelled,
15.5 x 60 x 22, Joao Maria Ferreira
Collection, inv. no. CJMF_506, Caldas
daRainha. Courtesy: Margarida Aratjo;
Joao Maria Ferreira Collection

on their decoration, which often included elements
inrelief. Some of the inspiration came from the Eng-
lish company Minton, Hollins & Co., one of the most
renowned British factories during the Victorian
period, but also from France, where wares by the
Renaissance potter Bernard Palissy were fashionable
at the time and imitated across the country. Charles-
Jean Avisseau (1796-1861) and Joseph Landais (1800—
1883), who became established in the city of Tours,
and Victor Barbizet (c.1805-c.1870), who was work-
ingin Paris, are among the ceramicists who designed
wares inspired by Palissy’s. It was their work, more
common and widespread than the original six-
teenth-century wares, that inspired Mafra, yet he
did notsimply copy foreign models but rather intro-
duced many innovations. His animals, for example,
are more realistic when compared to their French
counterparts. They often rest in so-called musgado
grounds, reminiscent of real moss (musgo in Portu-
guese), obtained through the passage of fresh and
therefore more malleable clay through a sieve.4 Such
highly textured effects were mainly employed on
trays and plates. Quite extraordinary is a further cat-
egory of rather surreal ceramics indebted to the com-
positions of Giuseppe Arcimboldo (1527-1593), the
Italian painter known for his human-inspired por-
traits composed exclusively with fruits, vegetables,
flowers, fish or other animals. From these, Mafrare-
produced in three-dimensions and in real-life size,
reptiles and insects, which were applied to empha-
size the forms of, mainly, fish, creating compositions
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4 For more information on this
technique see Fernandes and
Rebelo, “Modos de fazer”, p. 143.
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2.5 __ Two views of Jorge Barradas’s second exhibition of his ceramic work, held in 1948 at S.N.I., Lisbon,
where the Old shepherd (cat. 22) is on display in the more prominent area. Photograph: Col. Estadio Mario Novais,
FCG - Biblioteca de Arte e Arquivos

ornaments and of clear Surrealist flavour appears in
profile.

That same year, 1950, Barradas admitted that he
liked to “work smiling”,+ which explains, at least
partially, why his ceramic production is, in general
terms, characterized by graceful and decorative solu-
tions. Among the many artworks which bear witness
to such a predisposition are several heads of women,
some of which have fruits and flowers semi-hidden
in their hair, and two tall figures of women. The lat-
ter (fig. 2.6) were made in 1959 for the Estufa Fria
Garden in Lisbon and now stand at the entrance of
Pimenta Palace, the main branch of the Museu de Lis-
boa.# Both are almost two metres high, which is per
se an achievement anywhere, something that Barra-
dasacknowledged in his inscriptions on both sculp-
tures stating that he “invented” them.

He also collaborated in many important projects
promoted by the regime, including in the above-men-
tioned international exhibitions and a number of
prominent buildings of the period. In the capital, he
authored ceramic panels in the Humanities Faculty
(1957) of the University of Lisbon, the Institute for
Hygiene and Tropical Medicine (1958) and the Na-
tional Library (1963).

A large ceramic panel for the main library (1955) of
the University of Coimbra, the facade (1956, de-
stroyed) of the Portuguese tourism office in Paris, a
fountain and panels of tiles (1959) at the former Por-
tuguese embassy in Rio de Janeiro, and tile panels
(1967) for the house of the governor of the Bank of
Angola, Luanda, are some of his many works. He also
collaborated with architects in the development of
numerous projects for both private institutions and
clients, many of which have large dimensions.#++ The
Catholic Church was among his main clients, as
works still in situ indicate. Among these are panels
in Sant’Eugenio Basilica (1950), Rome, the Chapel of
Our Lady of Piedade (1950) in Cova da Piedade, the
Seminary of Olivais (1950) in Lisbon, the Church of
Our Lady of Fatima (1952) in Parede, and the Church
of SioJodo de Deus (1952) in Lisbon.

Although his illustrations, paintings, ceramics
and glass are frequently selected to be part of tempo-
rary exhibitions in public museums and private in-
stitutions, Barradas has yet to have amuch-deserved
retrospective exhibition. This is probably due to two

2.6 __Jorge Barradas, Autumn, 1959,
Vidva Lamego, ceramic, modelled, 285 x 94
(with base), Museu de Lisboa (Pimenta
Palace), inv. no. MC.CER.0335, Lisbon

factors: his close connection to the previous regime,
and also the “whims” that Macedo alluded to. He was
a fruitful artist. This is seen not only in his capacity
for work but also in his compositions, which from
the mid-century became crowded. As highlighted
on several occasions, his painting style influenced
his ceramic work, with the excesses and superfluous
elements of the former having been transmitted to
the latter.#s The horror vacui that characterizes much
of his painting in the 1950s and 196 0s is also seen in
his ceramics, including in a reference work, such as
the extensive panel (1950) for the lobby of a bank
headquartersin Porto.4° There, to the excesses of the
narrative he added an excessive number of details,
volumes and decorative fantasies in three dimen-
sions. The same is true for the nine tile panels that he
created for the ceiling of the open gallery of the same
building. He was, above all, a decorator and colourist
who ignored artistic trends and movements, insist-
ing on formulas linked to the picturesque and fa-
vouring regional themes.
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See Rodrigues, Jorge Barradas,
p.11.

Identified as allegories of Autumn
and Summer; Museu de Lisboa,
inv. nos MC.CER.0335, MC.
CER.0336, Lisbon.

For the corpus of his ceramic work,
see Rodrigues, Jorge Barradas,
pp.205-214.

Meco, “Jorge Barradas”, p. 12.
The Banco Portugués do Atlantico,
which has been absorbed by Banco
Comercial Portugués, another bank.
Forillustrations, see Rodrigues,
Jorge Barradas, pp. 88-89.
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196 See Pedro, ”

Autobiografia”.

FABRICAS
JERONIMO
PEREIRA
CAMPOS
FILHOS

MEADELA
ViANA DO
CASTELO

Oru X m

DOS ARTISTAS
VIANEMSES
FERMAMDA E
ARAGID SOARES

NO GEEMIO
DO COMERCID

attractive unsigned ceramics (figs 3.31, 3.32), includ-
ing a Bird jug, the author of which also remains un-
identified; its form, however, suggests that it was
designed by someone with experience, possibly
Aratjo Soares, who is the probable author of some
of the larger pieces such as a thrown and engraved
cachepotalso made in stoneware (cat. 42).

Studio pottery from Campos & Filhos is not that
common, yet an excellent selection is on permanent
display in the former Meadela factory, acquired in
1999 by the Fabrica da Louca Regional de Viana do
Castelo, where a small and informal museum is open
to the public.

E 15 A 31 DE AGOSTO DE 1’

3.27 __Antdnio Araujo Soares, Giraffe
jug, 1957, Campos & Filhos, Meadela,
ceramic, moulded, 40 x 14, Hugo Pinheiro

da Silva collection, Porto. The same jug

on the cover of a catalogue of an exhibition
of Fernanda and Aratjo Soares’s ceramics
in 1958, on display in Museu da Fabrica da
Louca Regional de Viana do Castelo.

Antonio Pedro (1909-1966):
Surrealist ceramics and
the “conquest of the impossible”

Experimentalist, pioneer, entrepreneur and multi-
faceted are some of the terms that define the short
butrather prolificlife of Anténio Pedro. To these one
could add a permanent restlessness that led him to
evolve among his many literary, commercial and art-
istic endeavours. The “conquest of the impossible”,
as he himself stated, in a revealing autobiographical
text dated 1955, was a further goal of his."® He was a
poet, writer, journalist, critic, magazine director,
owner of an art gallery, translator, essayist, theatre
director, and a broadcaster at the B.B.C. He made
“decorations, illustrations, lithographic prints, scen-

3.28 __ Antdnio Aradjo Soares’s sketches
of ceramics, 1955 (on display in Museu

da Fabrica da Louca Regional de Viana

do Castelo). Lamp base, c. 1955, Campos &
Filhos, Aveiro, stoneware, moulded,

27 x 11, inv. no. A581

3.29__ Anténio Pedro, Modern cockerels, early 1950s,
Campos & Filhos, Meadela, ceramic, moulded, 15 x 10 x 9.5,
inv. nos A189A, A189B

ography, costumes and advertising” as well as “paint-
ing, sculpture, drawings and ceramics”. Although in
the recent past many facets of his work received a
greatdeal of attention, the ceramics to which he ded-
icated no more than half a dozen years continues to
be neglected by both researchers and museums. This
is not completely surprising since, in terms of num-
bers, his production was rather limited and many
items are extremely fragile, which also contributed
to their vanishing.

Pedro was born in Cabo Verde, then under Portu-
guese rule, in an environment “of bourgeois and
well-thinking people” who were never very pleased
by his professional choices. These would take him to
attend courses in law and literature, classes at the
University of Sorbonne, Paris, and to live in Lisbon,
Coimbra, London, Brazil, Moledo, Porto and, of
course, in his West African country of birth and the
French capital.

As a child, he studied at the Jesuit Institute
Nun’Alvres, in La Guardia, in the Spanish region of
Galicia. By 1930, already married and following an
initial phase focusing on writing poetry, he devel-
oped interestin the world of visual arts. In that same
year, he organized with Diogo de Macedo the first
salon of the so-called Independentes, and two years
later he founded the UP Gallery, in Chiado. This was
asmall but multifaceted space, designed by architect
Jorge Segurado (1898-1990), the facade of which
announced, in elegant lettering, that it was also a

tobacconist, a bookstore, a printer’s, where decora-
tive objects were sold, and, more importantly, an art
gallery, regarded as the first in Lisbon. There, works
of art competed with bookshelves and decorative
objects, including industrial Deco ceramics by Gold-
scheider, as illustrated by contemporary photo-
graphs. In 1935, Pedro organized what became the
first exhibition of the painter Vieira da Silva and
Arpad Szenes (1897-1985), her husband, in Lisbon.”
At some point, Tom became a partner, who kept it
open until 1936.

His career as a visual artist began relatively late, for
he became a painter about 1934. A year later, he cre-
ated whatis today considered the earliest Portuguese
artobject, the Metaphysical apparatus of meditation,
today at the Museu Nacional de Arte Contemporanea
do Chiado.® Soon after, he moved to Paris, where in
1936 he subscribed to the Manifeste Dimensioniste
alongside artists such as Marcel Duchamp (1887-
1968), Ben Nicholson (1894-1982), Alexander Calder
(1898-1976), Francis Picabia (1879-1953), Mird and
Sonia and Robert Delaunay, among others. In doing
so, these artists affirmed their willingness to capture
new dimensions that the development in sciences
enabled and to transcend the old barriers imposed on
the arts. Among the former was the theory of relativ-
ity by Albert Einstein (1879-1955), as well as other
concepts of reality. Subsequent to this, he returned
to Lisbon, to explore the fundamentals of Surrealism
and participate in a series of group exhibitions, in-
cluding one in 1940 with Anténio Dacosta (1914—
1990) and the English sculptor Pamela Boden
(1905-1981). This exhibition became a trailblazer,
since it was apparently the first time that Surrealist

3.30 __Fernanda Araujo Soares, vase, c. 1955,
Campos & Filhos, Meadela, ceramic, thrown,
21 x 23, Hugo Pinheiro da Silva collection, Porto
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197 Exposicdo Maria Helena Vieira da
Silva, Szenes.

198 Museu Nacional de Arte
Contemporanea do Chiado,
inv. no. 2380, Lisbon.
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Museu Nacional de Arte
Contemporénea do Chiado, inv. nos
2341,2342,2343,2344,2345,
2346, Lisbon.

Museu Nacional de Arte
Contemporanea do Chiado, inv. no.
1674, Lisbon.

For a further sculpture of this same
series, see Xavier, Bienal
Internacional de Obidos, p. 97.

which includes a small group of unusual ceramics.
Among these is a notable group by Jorge Vieira, in-
cluding six abstract terracottas from the late 1940s,
and a glazed Maternity from 1956 by sculptor Fer-
nando Fernandes.™

Established
ceramicists and their
regained vitality

In any case, a number of what were already well-es-
tablished ceramicists continued to develop their ca-
reers in the 1970s and 1980s, as they reached more
mature phases. Among these are Manuela Madurei-
ra, who, following an important exhibition at the
Diario de Noticias Gallery (cats 163, 164) in 1969,
founded new stimulus in mediums such as metal,
wood and stone, and in the design of medals. Queru-
bim Lapa, on the other hand, authored in the mid-
1980s a series of wall sculptures, each formed by a
number of sections or plaques. One of these, from
c.1987, in a private collection, is remarkable for its
impressive array of delicate variations of blue and
brown glazes, which attest to his mastery of the en-
tire glazing and firing processes during this period
(fig. 4.2)." With the series Narcissus’s seven mirrors,

?
u

4.3 __Julio Resende, Ascension of Jesus and Via Sacra (detail),
1987, ceramic, modelled, 210 x 122 (figure), Church of Our Lady of
Boavista, Porto

1993,in SuzanaBarros Lapa’s collection, Lapa demon-
strated yet again his extraordinary technical skills,
imagination and visual culture, which was often in-
fluenced by the arts from the Far East. During this
period, he often worked with metallic oxides, result-
ing in iridescent types of lustre, which he used in
masks entitled Oracles and in relief tiles with which
he created tile panels.

Julio Resende made only a small number of three-
dimensional ceramics, including during his time in
Alentejo and again in the 1980s, as illustrated in the
exhibition catalogue of his ceramic production at the

4.2 __ Querubim Lapa, panel in seven
sections, c. 1987, ceramic, moulded
and modelled, 75 x 81 x 9.5, private
collection, {Thavo

Museu Nacional do Azulejo, in 1998.1° From the be-
ginning of that decade, possibly from 1980, is Sculp-
ture with female face (cat.180), while in 1987 he
authored an Ascension of Jesus and a Via Sacra for the
Church of Our Lady of Boavista, in Porto (fig. 4.3).

Asnoted, in more recent periods Luis Ferreira da
Silva focused on a number of public works, which
contributed to greater acknowledgment of his name,
not only in the city of Caldas da Rainha but also
within circles of ceramic enthusiasts across the coun-
try. The late 1980s were nevertheless a period of
great activity as the tondo Portrait of girl (cat.201)
from 1987 and the impressive King Luis I (ig. 4.4),an
almost life-size sculpture of the Portuguese mon-
arch (r. 1861-1889), from two years later attest. At
CENCAL, where he taught, Ferreira da Silva also
made many multiples, namely a series of cribs and a
range of more commercial vases decorated with the
initials of his name treated in a rather abstract fash-
ion.” At a later stage, he created a further tondo,
carved with what appears to be his own self-portrait
(fig. 4.5) formed by the stylized initials of his sur-
name. Dating from about199o isa series of sculptures
entitled after the Greek goddess of love and pleasure,
Aphrodite, which in 1991 was exhibited in various cit-
ies, including Lisbon.™® These erotic sculptures are in
many ways a tribute to the female body and reveal that
he was still able to radically change his style.

Cecilia de Sousa obtained major recognition in
2004 when the Museu Nacional do Azulejo organ-

4.5 __ Luis Ferreira da Silva, Self-portrait
(tondo), c. 2005, CENCAL, Caldas da Rainha,
ceramic, moulded, 2 x 52, inv. no. A373

4.4 __ Luis Ferreira
daSilva, King Luis I,
1989, CENCAL,
ceramic, modelled,
CENCAL collection,
Caldas da Rainha

ized a retrospective exhibition of her work dating
from the mid-1950s to the year of the show. In 1968,
she moved to Angola, where she continued to make
ceramics, butin 1974 returned to Portugal just before
the independence of the African country. In the
following decade, Cecilia de Sousa focused on larger
surfaces and Abstractionism, painting tile panels
and relatively large plaques such as one from 1987
(cat.200). In the late 1990s, she developed new re-
search on materials, pigments and firing techniques,
culminating in a solo show at Valbom Gallery, in
Lisbon, in 2010, arare occasion in which an art gallery
devoted in this period, time and space to a cerami-
cist’s work. The exhibition revealed a new facet, since
her ceramics, made in highly textured stoneware,
became more sculptural and conceptual. Some have
more mundane dimensions (cat.209), but the major-
ity are large and intended for outdoors. The latter re-
call totems, are built in large blocks and are unglazed
and stained with pigments, such as those installed in
1997, at Olivais Sul, in Lisbon (fig. 4.6).

During this period, two other long-term well-es-
tablished ceramicists, Artur José and Mario Ferreira
da Silva, acquired a refreshed verve, developing
greater consistency. Both have created a considerable
corpus of original and distinct work, which is also
accomplished in technical terms. Their careers fol-
lowed different paths, yet they have some points in
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16 Forsome of his three-dimensional
ceramics, see Henriques, Judlio
Resende, pp. 26, 45-47, cat. nos 9,
25-27.

17 PMCC, inv. nos CE65, A550.

18 AtY Grego Gallery, Lisbon. See
Chaves, Ferreira da Silva, pp. 5, 7.
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5 COSTA MOTA SOBRINHO, Knot vase, 1912, Fibrica de Faiancas das Caldas da
Rainha, ceramic, thrown and modelled, 24 x 32.5x19, A253

6 COSTA MOTA SOBRINHO, Knot vase, 1912, Fabrica de Faiancas das Caldas da Rainha, ceramic, thrown and modelled, 20.5x 34 x16.5, A521
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18 DONALD GILBERT (designer), Monkey, c.1935,
Fabrica de Loica de Sacavém, model 191, ceramic,
moulded, 23 x21x11, T65

19 HENRIQUE CONSTANCIO, Polar bear, 1938, Fabrica Sant’Anna, Lisbon, earthenware, moulded, 20 DONALD GILBERT (designer), bowl, c. 1935, Fabrica de Loica de Sacavém, model 259, ceramic, moulded, 17.5 x 42 x 21, T80
21x32.5x12, A398
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26 VICTORPALLA, aquamanile Bull, c. 1950, earthenware, modelled, 16 x 23 x 8, A336

27 VICTORPALLA, Centaur, c.1950, earthenware, modelled, 20 x 24.5x 15, A620 28 VICTORPALLA,jug, 1949, earthenware, modelled, 32 x15x 22, A619
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37 ANTONIO PEDRO, Amazon-acrobat, c.1952, Oficina de Moledo,
ceramic, moulded, 28 x23 x14, A192

38 ANTONIO PEDRO, jar, 1952, Oficina de Moledo, 39 ANTONIO PEDRO,jar, c. 1952, Oficina de Moledo, ceramic, moulded: 12 x13.5, A602
ceramic, moulded: 11 x12, A181
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135 LUIS FERREIRA DA SILVA, lamp base, 1964,
SECLA, Caldas da Rainha, ceramic, thrown and modelled,

37%x25x%22, A594

134 LUIS FERREIRA DA SILVA, lamp base, c. 1965, SECLA, Caldas da 136 LUIS FERREIRA DA SILVA, Sculptural form, 1964, SECLA, Caldas da Rainha, ceramic, thrown and modelled, 87 x 56 x16, A529
Rainha, ceramic, thrown, 41x 33, A410 (courtesy: Palacio Correio Velho)



262 263

[ebniiod wouy 1y dlweldd) Ainiua)-yialzuam|

140 LUIS FERREIRA DA SILVA, large dish, c.1965, SECLA, Caldas da Rainha, ceramic, thrown, 8 x 47, A243

139 LUIS FERREIRA DA SILVA, Eve/Adam vase, 1966, SECLA, Caldas da Rainha, ceramic, thrown and modelled, 65 x 42 x 28, A344
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148 LUIS FERREIRA DA SILVA,bowl, c.1965, SECLA, Caldas da Rainha, ceramic, thrown, 22 x 26, A174 149 LUIS FERREIRA DA SILVA, bottle, c. 1968, SECLA, Caldas da Rainha, ceramic, thrown
and modelled, 40 x 14, A481
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178 MARIO FERREIRA DA SILVA, Biblical space I1,1975, Fabrica Cerimica do Fojo, Vila Nova de Gaia, stoneware, modelled, 107 x 59 x 13, A218 179 MARIO FERREIRA DA SILVA, sculpture, 1981, stoneware, modelled (and iron and wood), 82 x 83 x 20, A130
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